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JULIA HABETZEDER

The Invitation to the Dance

An intertextual reassessment

Abstract

With its original manifestation generally dated to ¢. 150 BC, the Invita-
tion to the Dance is a textbook example of Hellenistic sculpture. But
despite much scholarly attention there is still no consensus as to what
motif the sculpture group depicts. Inspired by intertextual theory, this
study catalogues and re-examines 35 sculptures of the female figure and
34 sculptures of the satyr. The article focuses on preserved sculptures,
rather than a reconstructed model image. Variations of the repeated
forms are highlighted as significant for the interpretation of the types.
The reading of the Invitation to the Dance thus put forward suggests that
the group composition displays the moment after the satyr has pulled
the female’s garment down from her upper body. It is furthermore em-
phasized that both satyr and female figure were at times—perhaps even
predominately—displayed as solitary figures. The satyr’s foot-clapper
is suggested to have been included primarily in instances where the sa-
tyr was displayed on his own. Sculptures of the female figure fending off
—though not touching—an intrusive companion could have been paired
with other Dionysian figures as well, a practice that might be reflected in

sculptures that show this female type in other group compositions.*

Keywords: The Invitation to the Dance, sculpture, Hellenistic, Roman,

maenad, nymph, hermaphrodite, satyr, Pan, intertextuality, formalism

hetps://doi.org/10.30549/opathrom-14-19

* 'The project Intertextuality and Roman visual culture. A new approach to
Roman ideal sculpture was financed by Riksbankens Jubileumsfond (P13-
0122:1). Opuscula’s two external reviewers both gave up their anonymity
and thus enabled a fruitful discussion: my heartfelt thanks to Prof. Elaine
Gazda and Prof. Rolf Michael Schneider. The latter also provided me with
the extensive catalogue of his unpublished habilitation thesis (Schnei-
der 1991), which added no fewer than ten sculptures to the discussion
(cat. nos. @16, R18, 48, J13, F14, 316, G20, F21, F22, G23—it
should, however, be noted that these were added at short notice). In 2015
the project was presented in the UK and the US. I thank Prof. Peter Stew-
art at Oxford University, Prof. Elaine Gazda at the University of Michigan,
and Prof. Mark Fullerton at Ohio State University. Closer to home my col-
leagues at the universities in Uppsala, Stockholm, and Lund have offered
insightful comments over the years, for which I am very grateful.
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Introduction

A coin minted in Cyzicus, on the southern shores of the Mar-
mara Sea, displays on its reverse a standing male and a seated
female (Fig. I). 19th-century scholars had pointed out that
these two figures seemed also to be represented as Graeco-
Roman sculptures in the round.! In 1909 Wilhelm Klein
became the first to present a reconstruction of the sculpture
group seemingly depicted on the coin. This he did by assem-
bling plaster casts from various Graeco-Roman sculptures,
and adding the parts missing from all examples known to him
(Fig. 2).* The reconstructed group, named the Invitation to
the Dance—die Aufforderung zum Tanz—has since become
a textbook example of Hellenistic sculpture.® The sculpture
group has been the subject of a number of articles, and these
generally introduce one or several sculptures to the discussion
of the type.? Klaus Kell and Wilfred Geominy have discussed
the composition of the sculpture group.” Hans-Christoph von
Mosh has noted that the two protagonists are also depicted on
coins minted in the Thracian city of Pautalia (Fig. 3; for the
location of Cyzicus and Pautalia, see Figs. 4, 5).°

! Imhoof-Blumer 1888, 296-297; Wolters 1893, 174-175.

? Klein 1909. Later, with Klein’s reconstruction as his model, Giulio E.
Rizzo made a second plaster reconstruction, this time leaving out the sup-
port seen in the satyr sculptures and placing both figures on one plinth.
This reconstruction, in the Museo dei gessi dell’Universita di Roma, is
that most often reproduced in discussions of the sculpture group. Mor-
ricone 1981, 26-27.

3 The following is a sample of textbooks on Hellenistic art that men-
tion the Invitation to the Dance: Lippold 1950, 320; Alscher 1957, 209,
n. 125a; Bieber 1961, 139; Charbonneaux ez 4. 1970, 315-316; Ver-
meule 1980, 67-68; Pollitt 1986, 131; Smith 1991, 130; Moreno 1994,
224-226; Andreae 2001, 47-48, cat. nos. 176, 177; von Prittwitz und
Gaffron 2007, 260-262.

4 Deonna 1951; Brinkerhoff 1965; Hill 1974; de Luca 1975; Balil 1981;
Ghisellini 2017.

> Kell 1988, 14-20; Geominy 1999a.

¢ von Mosch 2007.
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Fig. 1. Coin minted in Cyzicus during the
reign of Septimins Severus (AD 193-211).
Photograph: Bibliothéque nationale de France,
Département des Monnaies, Médailles et
Antiques, FG 444.

1909, fig. 10.

Despite all scholarly attention, some basic aspects regard-
ing this composition are still not fully resolved. As is often the
case for Graeco-Roman ideal sculptures,” the date of the origi-
nal manifestation of the Invitation to the Dance has been a
matter of dispute. In the 1960s Dericksen Brinkerhoft placed
the original in the late 3rd century BC, partly because the
group’s seated female resembles the Tyche of Antioch, known
to have been made by Eutychides of Sikyon around 300 BC.®
More recent estimates suggest a date of ¢. 150 BC, citing the
Great Pergamene Altar and the Telephos Frieze, dated to
180-160 BC, as stylistic comparisons.” The motif depicted
—a playful rendering of a satyr and a female—has also been
used as evidence for placing the group’s original manifestation
in the Late Hellenistic period."® The same can be said of the
group’s composition; it has been categorized as a “group in
space” and therefore somewhat earlier than more “one-sided”

7 In the present article “ideal sculptures” are defined as Graeco-Roman
freestanding sculptures representing gods, heroes, mythological charac-
ters, personifications, and athletes. Similar definitions are presented in
Gazda 1995, 136-137; Marvin 1997, 9; Kousser 2008, 8. The concept
has also been defined differently, see for instance Fuchs 1992, VI; Ful-
lerton 1997, 429-432.

$ Brinkerhoff 1965, 30. Regarding the Tyche of Antioch, see von den Hoff
& Kinel 2007, 17-19; http://arachne.uni-koeln.de/item/typus/457.

? von Pritewitz und Gaffron 2007, 260-262; Schraudolph 2007, 208-
209. Regarding the Great Pergamene Altar and the Telephos Frieze,
see Schraudolph 2007, 197-209; http://arachne.uni-koeln.de/item/
objekt/34644 (Great Altar); http://arachne.uni-koeln.de/item/grup-
pen/402512 (Telephos Frieze).

10 Klein 1921, 5, 45-47; Kunze 2008.
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Fig. 2. Wilbelm Klein’s plaster reconstruction of
the Invitation to the Dance, published in Klein

Fig. 3. Coin minted in Pautalia during the reign
of Septimins Severus. German private collection.
Photograph: Courtesy Dr Hans-Christoph von
Mosch, see von Mosch 2007, 98—100, “Revers-
Stempel I fig. 6, no. 5.

sculpture groups displaying similar motifs, such as the Slipper
Slapper Group from Delos of ¢. 100 BC."" Again things are,
however, not clear-cut: Margarete Bieber described the Invi-
tation to the Dance as a “one-sided” group.'* Furthermore,
Adrian Stihli and Christiane Vorster have, I believe rightly,
criticized using the criterion of “one-sidedness” to arrive at
quite precise dates for Hellenistic sculptural compositions.*?
In all, there is now for the most part a consensus that the
first manifestation of the Invitation to the Dance was created
around 150 BC. But the evidence regarding this matter is ten-
tative enough to allow two established scholars, Brunilde Sis-
mondo Ridgway and Adrian Stahli, to question whether the
two figures—satyr and female—were originally conceived as
parts of a sculpture group. Their doubts are based not only
on the fact that sculptures representing these two protago-
nists have never undisputedly been found together, but also
on the notion that both figures are, as far as their composition
is concerned, seemingly just as aptly suited to serve as solitary
pieces.” Furthermore it is frustrating that, despite the large
number of preserved sculptures, the evidence regarding what
both satyr and female actually did with their hands is so scant

! Regarding the suggested chronological development from “groups in
space” to “one-sided groups”, see Krahmer 1923; 1927; Hiller 1979; Kell
1988; Stihli 1999, 50-58. Kell discusses the Invitation to the Dance in
particular at pp. 14-20. Regarding the Slipper Slapper Group, see Kaltsas
2002, cat. no. 617; http://arachne.uni-koeln.de/item/gruppen/400199.
12 Bieber 1961, 139.

13 Stahli 1999, 51-52 n. 59; Vorster 2007, 299.

14 Ridgway 1990, 321-324; Stihli 1995; 1999, 416-418.
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that carlier interpretations can all be called into question, as
noted, for instance, by Geominy."

The present article aims to re-examine all sculptures as-
cribed to the Invitation to the Dance, in order to determine
what they reveal regarding the use of these motifs. To review
the matter from a fresh angle, aspects of intertextual theory
are applied.

An intertextual approach

Earlier studies on the Invitation to the Dance have been firmly
rooted in the practice of copy criticism.'® Due to the above-
mentioned uncertainties that surround the original manifesta-
tions of the sculpture types discussed here, female and satyr, it
seems wise to avoid focusing on a hypothetical original mas-
terpiece. Instead the present study is inspired by intertextual
theory. The basic principle of intertextuality is the notion that
texts—literary and non-literary—lack independent meaning;
they are intertextual. In the words of Graham Allen:

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

According to this line of reasoning the meaning of a text is not
dependent on the intentions of the author; Roland Barthes’
famous proclamation of “the death of the author”—“La mort
de lauteur”—is arguably the best known catchphrase of inter-
textual theory.'®

The approach to Graeco-Roman ideal sculpture presented
here uses one particular sculpture as its point of departure.

> Geominy 1999a, 141-142.

!¢ Hugo Meyer has produced a useful summary of the concept: “This
method [copy criticism] assembles all the available evidence for a given
type [i.e. all sculptures/depictions that repeat the studied form closely],
analyses each specimen individually, and compares all of them to each
other in order to filter out the traits a multitude of them have in com-
mon. These are assumed to go back to the lost original. The picture thus
created must then be put to the test against original artworks of the pe-
riod it [the lost original] is to be dated to.” Meyer 1995, 65.

17" Allen 2011, 1. Other useful introductions to intertextual theory, be-
sides Allen’s contribution, are Orr 2003; Juvan 2008. The use of the con-
cept within classical philology is summarized in Edmunds 1995; Fowler
1997; Schmitz 2007, 75-85; Baraz & van den Berg 2013. The use of in-
tertextuality within the study of Graeco-Roman visual culture is, to the
best of my knowledge, limited to Roller 2013; Dorka Moreno 2016. See
also Fullerton 1997.

'8 Barthes 1968; 1996.

Licensed to <openaccess@ecsi.se>

THE INVITATION TO THE DANCE + JULIA HABETZEDER -« 421

The sculpture chosen as the centre point of a study should,
preferably, be well preserved; we need to know which forms
we are tracing. Thus, in studying the female figure ascribed
to the Invitation to the Dance, the example in Geneva serves
as a good starting-point, because it is the most substantially
published sculpture among only three that preserve both the
figure’s head and body. Among the sculptures depicting the
Invitation Satyr, that in the Palazzo Corsini in Rome is a com-
parably well-preserved and thoroughly published example; it
will be the focus in the present study of this sculpture type.

The key feature of this intertextual analysis of Graeco-Ro-
man ideal sculpture consists of tracing repetitions and varia-
tions among sculptural forms. The repeated traits define and
limit the network of sculptures studied; they establish which
sculptures are to be considered examples of the sculpture type
under scrutiny. The group of sculptures thus defined is then, to
a great extent, interpreted by an assessment of the formalistic
variations represented among these sculptures. If one assumes
that the repeated traits refer back to an original manifesta-
tion—the traditional focus in studies adhering to copy criti-
cism—then the variations can be seen as key to the subsequent
use and (re-)interpretations of the sculptural form; aspects
that are placed in the limelight in the present study. I have
chosen to let repeated renderings of anatomical forms define
cach sculpture type, a choice inspired by Geominy’s observa-
tion that:

Seltsamerweise werden nimlich die Kopisten immer dort zu ei-
genen Taten animiert, wo es sich um tote Gegenstinde handelt,
um Attribute etwa, die nicht durch die Lebendigkeit des Korpers
eine individuelle Auspriigung erbalten. Es ist die Sandale oder
der Reifim Haar, das Schwertband, der Baumstamm oder das,
was die Hand hilt. Der Korper jedoch und die Bekleidung, die
durch den Korper eine bestimmte unverwechselbare Auspri-
gung erhilt, sind weitgehend Tabu. Es ist dabei nicht grundsiit-
zlich jede vom Erfinder gepriigte Form sakrosankt."

A consequence of this tendency is that the lists of sculptures
presented here do, with a few exceptions (see concordances in
Appendices 1, 2), correspond to the lists assembled by other
scholars adhering to the practice of copy criticism. The sculp-
tures are catalogued in Appendix 1 (devoted to the Invitation
Female, numbers given with Q as prefix) and Appendix 2
(dealing with the Invitation Satyr, with G as prefix). When
tracing sculptures repeating the anatomical forms studied, I
treat repetitions of its body and of its head separately. Hence,
cach anatomical form studied is taken to represent a body type
and a head type. This approach is motivated by an aspect of
Roman ideal sculpture often acknowledged in previous stud-

¥ Geominy 1999b, 52.
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ies; that body and head types were at times treated as separate
entities.?’ There is, for instance, the rather well-known Roman
practice of combining body types from the repertoire of ideal
sculpture with portrait heads.”!

Given the circumstance outlined in Geominy’s remark
cited above, there seems to be a certain semantics that gov-
erns formalistic repetition and variation among Graeco-Ro-
man ideal sculptures. The approach presented here, inspired
by some basic tenets of intertextual theory, sets out to map
how this particular aspect of the Gracco-Roman “visual nar-
rative” works, exemplified in the two sculpture types studied
here. The intertextual analysis sets out to highlight the for-
malistic variations that can be traced between the examples
of the sculpture type under study and to offer interpretations
of these variations. Discernible formalistic modes of reference
to other established sculptural forms are also highlighted. The
fact that the two sculpture types studied here were in some in-
stances evidently combined to form the sculpture group today
known as the Invitation to the Dance opens up further arcas
of inquiry: were the sculptures of these two interrelated types
repeated and varied in similar ways? How is the Invitation to
the Dance to be interpreted in the light of the two intertextual
analyses?

As is clear from the description outlined above, this study
of Graeco-Roman sculpture is formalist in the sense that its
focus is placed on the forms that the studied sculptures rep-
resent, rather than the sculptures’ original context, or why a
certain motif was popular at a certain time or place, etc. Such a
formalist stance is not unusual in intertextual studies. Within
literary studies, intertextual readings generally set out to trace
relations between texts; to map networks of interrelated texts.
Such undertakings are prone to formalism, in the sense that
the parameters mapped are often the texts form and tech-
nique, leaving out notions of authorship, content, and soci-
etal influence.”? When studying ancient sculpture, scholars do
naturally make the most of any external evidence at hand; be
it an ancient literary description of the form studied, or the
archaeological context within which it was found. The prob-
lem, however, is that for Graeco-Roman ideal sculpture this
kind of evidence is often lacking.” Faced with the task of pub-

? Fink 1964; Marvin 1997, 14-19.

2! See for instance Stewart 2004, 47-59; Fejfer 2008, 201-205, 335-
345; Trimble 2011, 150-157. As noted by Prof. Schneider there is also
the possibility that head and body were made by different craftspeople.
22 Fowler 1997, 17-18.

» Geominy 1999b, 43—-44. Another aspect of the sculptures that is to-
day difficult to assess is their original colours. Although traces of colour
are recorded, for instance on J'3, a detailed first-hand examination of all
sculptures would be necessary before drawing any general conclusions—
something that would constitute an extensive article in its own right. On
the polychromy of ancient sculpture in general, see for instance Brink-
mann ez al. 2008.
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lishing a fragmentary sculpture of unknown provenance, the
search for other sculptures repeating the same form lies close
at hand. This formalistic endeavour is generally accomplished
by means of copy criticism, but this article argues that other
formalist approaches, highlighting other kinds of formalistic
relationships, should also be pursued.*

Provenances and dates of catalogued
sculptures

The sculptures rendering the female and satyr ascribed to the
Invitation to the Dance are no exceptions when it comes to
the problems outlined in the previous paragraph; there are no
known references to the sculpture group in the preserved writ-
ten sources, and only rarely has the original provenance of a
sculpture been securely recorded.

Although no fewer than 35 sculptures represent the female
sculpture type, only four have a known provenance (Fig. 4).
One of these was excavated in 1933 in the caldarium of the
Terme Taurine in the ancient city of Centumcellae, present-
day Civitavecchia (P14). Another sculpture was found in
a seaside villa—uvilla maritima—in Minturno (@16).2 The
third has been tied to the fountain of C. Laecanius Bassus in
Ephesos (926), where it is suggested to have been displayed
together with satyr 24. The fourth was excavated near the
cast gate of the Agora at the ancient city of Side in 1949 (927).

Three sculptures, all fairly well preserved, are tied to the
Bay of Naples: one was allegedly found in Cumae (Q13),
another presumably in Pompeii (?17), and a third was pur-
chased by Ludwig Pollack in Naples in 1909 (@23). Two
sculptures were allegedly found in North African cities: one
in Thysdrus (924) and another in Leptis Minor (@3). Apart
from the above-mentioned example excavated in Side, the
sculptures found in the ancient cities of Antioch (?25) and
Kameiros (P12) attest the sculpture type’s use in the eastern
Mediterranean. The sculpture in Rome’s Museo Torlonia
was allegedly found in the area of the Villa dei Quintilii near
Rome in the carly 19th century (920), during the same exca-
vation campaign that unearthed the Invitation Satyr §'15.

Even though their provenances are unknown, it seems
worth noting that another twelve Invitation Females were

% Earlier attempts at similar approaches include Landwehr 1998.

% Unfortunately, the fragmentary sculpture, a head, is not sufficiently
published. The Terme Taurine are believed to have been built during the
reign of Hadrian, over the remains of an earlier bath complex. Manders-
cheid 1981, cat. no. 43.

% Ghisellini 2017, 74, no. 10, with references.

%7 It has also been suggested that the sculptures were found in the Villa
dei Sette Bassi, see Gasparri & Settis 2020, 192, with references.



THE INVITATION TO THE DANCE - JULIA HABETZEDER -« 423

Green cat.no.  Known provenance

B Orange cat. no. Alledges provenance
Red cat. no. Pravenance unknown,
first recorded in ...
® Bruszels |
@ Mainz 28
France 35 @ Munich &
® Basel 22
@Florence
_ @ Pautalia
Civitavecchia {Centumcelfag |4 SR omed: 4; 5%: 7 18 19;20:21; 29:30: 31,
scati 34 g o . -
umae |3 anpei' aples 23 ® Cyzicus
q Piragus.his Selcuk (Ephescs) 16
Dyje driis) 24 _D Sig

12 Antakyal
Fig. 4. Map illustrating the IQE&BS * (At .. ) 25
provenances of sculptures repre- =
senting the Invitation Female,
as well as the location of Cyzicus
and Pantalia. Hlustration: Julia

Habetzeder. Cairo 33 @

v

Green cat. no.  Known provenance

Crange cat.r Alledged provenance

Red cat. no. Pravenance unknown,
first recorded in ...

Vienne 3 @

Fig. 5. Map illustrating the
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knowledge, first recorded in the
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Sabratha 2122

first recorded in Rome (Q2, Q4, 95, 96, 97, Q18[2], 919, of the sculptures need not have any connection to its original
@21, @29, @30, @31, @32). The fact that the sculpture in Pi- place of display.

racus was carlier used as a decoration of a building facade in The catalogue in Appendix 2 includes 34 sculptures of the
the port city might be taken to signal that it was unearthed Invitation Satyr. As illustrated in Fig. S, eight of these have a
in this area (Q11). But in other instances (?1, @8, @9, @10, known provenance. Fragments of a sculpture were found in

Q15, Q22, 928, Q33, @34, @35) the first recorded location the remains of a lavishly decorated Roman building in Vienne
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in 1820 (J'3). Unfortunately, it is not known what kind of
building this was. The head of a satyr was found at Via Va-
rese, Rome, in 1940 (J'14). The torso and head of another
example were found in Ostia in 1927 (J'12).2® Fragments of
a third sculpture were found during two different excavation
campaigns on the Kerameikos in Athens: in 1929 and 1961
(3'10). In both instances the fragments lay close to the Ro-
man imperial Pompeion; hence it has been suggested that this
was where the sculpture was once put on display.?” A torso
was exposed after rainfall in Ephesos in 1961 (324). It was
discovered close to the fountain erected by C. Laecanius Bas-
sus around AD 80, and therefore it has been suggested that
this was its original place of display, possibly together with the
Invitation Female @26. A head of the discussed type has been
attached to another ancient sculpture, both found in the an-
cient city of Cyrene (G20). Also on the North African coast,
a satyr head (321) was found in the southern part of the fo-
rum of Sabratha. From the same Roman city comes an ancient
mould made of plaster which yields casts of the head of the
discussed type (322).

Seven sculptures were allegedly found in or near Rome
(F2, G4, G5, 6, G15, G17, G34). Both the satyr in the
Museo Torlonia (3'15) and that in the Palazzo Corsini (G'17)

# Though discovered in the Terme del Foro, this need not have been
their original place of display, as they were found with other sculptures
later collected there to be burnt for lime production. See Cicerchia &
Marinucci 1992, 145.

» Ohly 1963, 16.
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Figs. 6a—b. The Invitation
Female in Geneva (Q23).
Photographs: © Musée d'art
et d’histoire, Ville de Genéve.
Achat, 1949.

were probably found in the area of the Villa dei Quintilii. As
mentioned above, the Torlonia satyr and female (J'15, @20)
were found during the same excavations. Adding the twelve
satyr sculptures that are first recorded in this city (51, §7,
ds, 413, 416, 418, d19, d23, F26, 29, F30, F33),
there is again a clear concentration to the Roman capital, al-
though, naturally, it should not be taken for granted that all
sculptures were displayed there during antiquity. Apart from
these there are the sculptures of unknown provenance which
were first recorded in London (39, d'32), Florence (J'11),
and Alexandria (3'31). Another three sculptures were, to the
best of my knowledge, first recorded in the US; hence they are
not included in Fig 5 (525, 27, 328).

The distribution of the sculptures hint that the two types
were represented throughout the Roman Empire, except, per-
haps, its westernmost areas. Where scholars have ventured to
suggest dates for the production of the sculptures, these are
generally set to the imperial Roman era, as can be seen in the
catalogue below.

The Invitation Female

The concordance of earlier lists of replicas, included in Ap-
pendix 1, begins with Klein’s seminal article of 1909. Next is
a list published in 1950, which adds five sculptures, but ex-
cludes some of those mentioned by Klein. This is followed by
the list published by Brinkerhoff in 1965 and the catalogue

numbers from Schneider’s extensive, but unpublished, treat-



Figs. 6c—d. The Invitation
Female in Geneva (923).
Photographs: © Musée d'arr
et d'histoire, Ville de Geneéve.
Achat, 1949.

ment of the type in 1991. Two lists were published in 1999
and 2000 respectively, and lastly there is the thorough study
by Elena Ghisellini published in 2017. The great interest in
the reconstructed Invitation to the Dance has, I believe, at
times led scholars to misattribute sculptures to the discussed
sculpture type. Where sculptures included in previous lists do
not repeat the anatomical forms seen in the sculpture in Ge-
neva (923) they have been excluded from the catalogue in Ap-
pendix 1. In such instances the reasons behind the sculpture’s
exclusion are given in the concordance. Thirty-five sculptures
of the Invitation Female are catalogued in Appendix 1.
Unfortunately, there are a few sculptures regarding which
the information is so sparse that I have not included them in the
discussion below: @16, @18, @34, @35. Given that the sculp-
tures do, most likely, repeat the anatomical forms studied, I
have nevertheless included them in the catalogue; one can only
hope that more information will become available in the future.
Amongst these sculptures, that once recorded in Frascati is im-
portant in that it does seem to preserve both the head and body
type (@34). However, the sculpture is only known through
two photographs belonging to the Deutsches Archiologisches
Insticut (DAI).* As it is unpublished, it is impossible to know
for sure which parts are restored. The situation is similar for
the sculpture group put up for sale at Sotheby’s, New York, in
2005 (@35). The sales catalogue provides a photograph, but the
sparse text does not distinguish between ancient and restored

3 http://arachne.uni-koeln.de/item/objekt/6773.
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sections. Judging from the photographs available, my guess is
that a post-antique restorer has here combined an ancient figure
of Pan, from the Pan and Daphnis Group,* with a likewise-an-
cient female figure of the type discussed here. The shape of the
plinth in particular seems to speak in favour of such an interpre-
tation.” Without a close examination or a proper publication
of the piece this issue must remain unresolved. I have not been
able to access depictions of the sculpture in Minturno (916).3
As far as I know the sculpture in the Antiquario al Celio in
Rome remains unpublished (918).

Regarding the 31 sculptures that will be discussed, it is
worth noting that there are no mirror-reversed versions of
the sculpture type. We can therefore safely speak of the type’s
right- and left-hand sides.

THE INVITATION FEMALE IN GENEVA

Based on a sloping plinth the female in Geneva (@23) is seat-
ed on a schematically rendered rock, a little elevated on one
corner to support her lowered left hand (Figs. 6a-d). She sits
with her legs crossed, the lower part of her left calf touching
the upper part of her right knee, while the foot of the retract-

3! On the sculpture type in general, see Leibundgut 1999.

32 On Pan’s side the support is shaped as a continuation of the rock on
which he sits, while on the female’s side it appears to have a flat edge. The
plinth preserved in @32 has a similar straight edge running on approxi-
mately the same angle in relation to the female’s right foot.

3 But see references in Ghisellini 2017, 74, no. 10.


http://arachne.uni-koeln.de/item/objekt/6773

Fig. 7a. Catalogued sculptures preserving the body type of the Invitation Female drawn approximately at 1:20 scale. Each grey or white horizontal field
represents a height of 0.5 m. The dimensions of cat. nos. 16, Q18, 26, Q34 are unknown, hence these sculptures are not included. To distinguish between
preserved and restored parrs, see description in catalogue. llustration by Julia Habetzeder.
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Fig. 7b. Catalogued sculptures preserving the head type of the Invitation Female drawn approximately at 1:20 scale. Each grey or white horizontal field repre-
sents a beight of 0.5 m. The dimensions of cat. no. Q14 are unknown, hence this sculprure is not included. To distinguish between preserved and restored parts,

see description in catalogue. Illustration by Julia Haberzeder.

ed right leg rests firmly on the plinth. Placing the palm of her
left hand against the rock, she bends her torso forward and
to the right. Naked above the waist, she has a large piece of
cloth—presumably a garment—draped over her lower body.
The head has been reattached, but the fitting support at the
back of the neck shows that the position of the ancient and
belonging head must correspond quite well with the sculp-
ture’s original appearance. We can also tell from the tilt of the
neck that the female turned her head somewhat to the right.
She has a round face, with a small chin, which makes her look
quite young. The lips are slightly parted in a smile, leaving the
teeth clearly visible. Her hair, rendered in thick wavy locks, is
drawn back from the face, forming a simple overhand knot
quite high up at the back of her head. In the front the hair is
parted slightly to the right of the central axis of the face.

Both of the figure’s feet (except the right heel) and part
of the plinth have broken off. The right arm was during an-
tiquity made of a separate piece of marble and this piece is
also missing. The sculpture had been broken into four large
pieces which have been reassembled: the head, the torso, the
left lower arm, and the lower part of the body, including the
rock and the plinth.

THE HEAD TYPE

With no fewer than 16 fragments repeating the head type of
the female in Geneva, we can suggest that it was used quite fre-
quently (92, @4, @5, 96, 28,29, 210,912,914, 19, 921,
@28, @29, @30, @31, @33. For line drawings of all sculptures
with documented dimensions, allowing comparison of scale,
see Figs. 7a—b). However, reservations are necessary in some
instances, where only one or two photographs of the sculp-
tures are available (?12, @14, @31, @33).

The sculpture in Geneva (@23) is one of only three sculp-
tures that preserve a substantial part of both the body type

Licensed to <openaccess@ecsi.se>

and the sculpture’s original head. For the fragmentary sculp-
ture in Tunis (@24, Fig 8) the right-wards tilt of the head,
the facial features, and the rendering of the hair all correspond
well with those seen on the sculpture in Geneva (923), with
no variations added—though, admittedly, not much of the
figure’s body remains. The third example is a sculpture group
in the Vatican; here the female is depicted together with Pan
(932, Fig. 9). Though the composition is substantially altered,
the rendering of the female’s anatomical forms corresponds
to what can be seen in the sculpture in Geneva. Thus, in the
three instances where a rendering of the body type preserves
its original head, the head type is the same.

As the locks of hair are not precisely replicated among
the sculptures, the most conspicuous aspect of the head type
is the unusual overhand knot used to gather the hair at the
back of the female’s head; a feature which is only clearly visible
when the head is seen from behind (see, for instance, @28 in
Figs. 10a-d). It is, however, significant that the unruly locks
of hair are not secured at the back by a pin or a ribbon. The
unconventional hairstyle surely signifies the female’s connec-
tion to the wild, untamed realms of nature; it clearly sets the
figure apart from Graeco-Roman portraits. Also the female’s
smile, with the teeth clearly visible, makes it clear that this is
not a rendering of a historical person or a goddess, but rather
a maenad or a nymph.*

One can note that of the two locks hanging down in front
of each ear, the one on the right-hand side is generally markedly
longer than that on the left-hand side (I know this to be the case
for @2, @4, Q5, Q6, Q9, Q10, Q19, @23, Q24, 928, @30). If

the primary view was the female’s right side three-quarter pro-

3 On smiling Dionysian figures, sce Schneider 2009, 556-572; Stihli
1999, 275-280: both use the protagonists of the Invitation to the Dance

as examples.
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Fig. 8. The Invitation Female in Tunis (924). Photograph: H. Koppermann,
German Archaeological Institute — Rome, D-DAI-ROM-61.573.

file, then the smaller lock of hair would have been that most
prominently displayed; perhaps the lock on the left-hand side
was made larger in order to be readily visible. The head in Venice
is an exception in this regard; here both locks are of the same
approximate length (@21). The back of this head ends in a flat
surface; thus the unusual overhand knot is not represented in
this sculpture. It would seem that this sculpture has been ad-
justed to be displayed in a full-frontal view.

A variation of the head type’s function, rather than its
form, is represented in the head in Baltimore (928, Figs. 10a—
d). Here a drill-hole tell us that this particular sculpture was
intentionally made to be used as a fountain-figure, with water
spurting out of the female’s mouth.

In one instance something is added to the discussed head
type: the head in Boston preserves a part of a left hand, held
against the back of the head, right below the overhand knot
(929, Figs. 11a-b). The hand’s position assures us that it must
have belonged to another figure; the head must have been in-
cluded in a sculpture group comprising at least two protago-
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Fig. only available in printed edition.

Fig. 9. The sculpture group in the repository of the Vatican Museums
(R32), combining traits from the Invitation to the Dance and

the Pan and Daphnis Group. From Kaschnitz-Weinberg 1936,

cat. no. 180. Published with permission. Photograph © Vatican
Museums. All rights reserved.

nists. Unfortunately, we can only guess how this sculpture
group looked. Perhaps this example should rather be termed
a variant of the Invitation Female, but its close affinity to the
discussed type remains undisputed.®

In concluding this discussion of the head type I should
point out the fact that—as far as preserved—no sculpture in-
troduces further attributes such as wreaths or jewellery.

THE BODY TYPE

Fourteen sculptures preserve parts of the body type seen in
the female in Geneva (923, Figs. 6a—d, 7a). Three sculptures
only preserve the female’s torso and parts of her arms, and as

3 As Prof. Schneider rightly points out: “I am not sure if the Boston head
is strictly speaking a copy as the hair style is fuller, the individual locks
are more pronounced and the front locks more voluminous, the lips less
parted and the mimic differently expressed.” Pers. comm.
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Figs. 10a—d. Female head in the
Walters Avt Museum, Baltimore,
Maryland (928). Here the unu-
sual hairstyle can be clearly seen:
the hair is collected in a simple
overhand knot at the back of the
female's head, a feature repeated
among the replicas. The general
arrangement of individual locks
of hair is, however, not repeated
Jaithfully between the sculptures.
The drill-hole through the mouth
shows that this sculpture could be
used as a fountain figure. Photo-
graph: The Walters Art Museum,
Baltimore.

Figs. 11a—b. Female head in
Boston, Massachusetts, with
hand of another figure (Q29).
Phorograph © 2021 Museum of
Fine Arts, Boston.
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Fig. 12. The Invitation Female in Naples (917). Photograph: H. Kopper-
mann, German Archaeological Institute — Rome, D-DAI-ROM-66.1824.

far as one can tell, these repeat the traits seen in the sculp-
ture in Geneva without any variations (27, @24, @26). Then
there are two examples that only preserve the lower part of
the body; again without notable exceptions (93, 27). Ten
sculptures, including the Geneva example, preserve the larg-
er part of the female body (Q1, @11, @13, Q15, 217, @20,
Q22,Q23, 925, Q32).

Regarding the garment covering the female’s lower body, the
overall pattern of folds is repeated quite faithfully. It is some-
times rendered with fringes (Q15, 923, @25, Q32 Fig 9) and
sometimes without (@1, @3, Q11, Q13, Q17 Fig 12, 922,
@27). An aspect that is consistently repeated is that the cloth
is held up between the female’s waist and her left arm (91, @3,
Q7,Q11, 13, Q15, @17, 920, 22, 923, 925, @32).

As far as attributes are concerned, there is one instance
where the female is adorned with an armlet around her right
upper arm (@17 Fig. 12). This might be seen as an attribute
of female beauty, and such armlets are commonly included,
for instance, in depictions of Aphrodite.** However, examples

3 See for instance the “Venus Barberini’, an example of the Venus Medici
type in Great Britain, Yorkshire, Newby Hall. http://arachne.uni-koeln.
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of the hermaphrodite belonging to the Berlin-Torlonia Sym-
plegma also wear such an armlet.”

Where the torso is concerned, the sculpture in Basel stands
out in the sense that the female is here rendered as slightly
more thick-set than in the other examples (922).

As noted in the introduction, the figure’s pose remains
enigmatic in the case of all the sculptures listed in the cata-
logue. Like the piece in Geneva (923), all sculptures that re-
peat the body type are missing the right hand and the left foot.
This is frustrating, as the figure’s pose suggests that these parts
revealed what the figure was actually depicted doing. The
most common interpretation is that the original model image
rendered the female removing her sandal from her left foot
with her right hand.* It has, however, also been suggested that
she was instead putting on her sandal, in order to accept the
satyr’s invitation to the dance.” The latter interpretation has
since been refuted by others—it must admittedly be difficult
to tie a sandal using only one hand.* In examples that preserve
the right arm—which the sculpture in Geneva does not—the
figure appears to have stretched her right hand down towards
the left foot (R1, @11, Q13, @15, Q17 Fig 12, 920, Q24).
The sculpture group in the Vatican (@32 Fig. 9), however,
constitutes an exception: only here the female bends her right
arm, presumably in order to hold on to her garment as Pan
tugs at it.

When used in group compositions the Invitation Fe-
male’s companion was—in the documented examples—
placed at her proper right side, as attested in the coin im-
ages (Figs. 1, 3), the Vatican group (932 Fig 9), and the
Boston head (929 Figs. 11a-b). The interpretation of the
female as connected to the Dionysian sphere is, of course,
strengthened by her inclusion in group compositions with
a satyr and Pan. As has long been acknowledged, the well-
preserved group in the Vatican refers not only to the Invita-
tion to the Dance, but also to another erotic sculptural com-
position: the above-mentioned Pan and Daphnis Group.*
In this group the sexually aroused Pan sits next to the young
Daphnis, who is holding a set of panpipes—syrinx.*? Eclectic
compositions are often met with unease in studies applying
copy criticism, and the Vatican Group is no exception to this
rule.®® But if variations are seen as key to understanding the

de/item/objekt/23411.

37 See for instance the two sculptures in Italy, Rome, Museo Torlonia,
inv. nos. 151, 157: Stihli 1999, cat. nos. 4.8, 4.9; Gasparri & Settis 2020,
117-118; http://arachne.uni-koeln.de/item/objekt/26797; http://ara
chne.uni-koeln.de/item/objekt/26799.

3 Ridgway 1994, 324; Stihli 1995, 420.

% Klein 1909, 102.

“ Ridgway 1990, 324.

4 Stihli 1999, 395.

“ As noted above, the sculpture type is presented in Leibundgut 1999.
B “Das wiederliche Pasticcio des Vatikanischen Museums ...” Klein 1909, 102.


http://arachne.uni-koeln.de/item/objekt/23411
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http://arachne.uni-koeln.de/item/objekt/26797
http://arachne.uni-koeln.de/item/objekt/26799
http://arachne.uni-koeln.de/item/objekt/26799

continuous use and (re-)interpretation of a motif, this well-
preserved sculpture group proves a treasure trove.

The sculpture group shows that during the Roman era, the
Invitation Female type was seen not only as an example of the
group today titled the Invitation to the Dance, but also as re-
lated to other sculpture groups depicting similar motifs; groups
that are in modern scholarship called symplegma groups.* I
would argue that the composition in the Vatican not only refers
to the Invitation to the Dance and the Pan and Daphnis Group,
but also to the above-mentioned Berlin-Torlonia Symplegma.®
Here a satyr approaches a seated hermaphrodite. The satyr is
depicted on a smaller scale than the hermaphrodite, roughly
corresponding to the difference in scale of the protagonists of
the Vatican group (@32 Fig. 9). If the Invitation Female was—at
least at times—interpreted in relation to well-known sympleg-
ma compositions, this might even allow for a reinterpretation
of the figure’s sexual identity: given the fact that the pubic area
of the Invitation Female is hidden below the garment, a viewer
would be free to interpret the figure as a hermaphrodite just as
readily as a female.* Of interest in this context is the fact that
the excavation campaigns in the area of the Villa dei Quintilii
that unearthed the Torlonia examples of the Invitation Female
and Satyr (920, G'15) also brought to light two well-preserved
examples of the Berlin-Torlonia Symplegma—it is possible that
these sculptures were displayed together during antiquity.*” In
the recently published catalogue of the Torlonia Marbles Ste-
fania Tuccinardi notes that “The [Invitation] nymph holds in
her palm a sort of disc which she rests on her seat, bending her
fingers over the edge of it; it seems significant that the way she
holds it reproduces the gesture with which Hermaphrodite,
who reappears in the two symplegmata, leans a tambourine
on a rocky bank (...) the association between these sculptures,
joined by their shared provenience, could moreover provide
new contributions for a rereading of the Invitation to Dance,
within a wider context of relationships.”® One such reading,
which is however my own, would be to recognize the possibility
that some ancient viewers interpreted the Invitation Female as
a hermaphrodite.

“ Even though the term is misleading, see Stihli 1999, 58-68.

# Stihli 1999, 372-383. Hermaphrodite: http://arachne.uni-koeln.de/
item/typus/274. Satyr: http://arachne.uni-koeln.de/item/typus/766.

“ The use of the @ symbol as catalogue prefix in the present study might
thus be misleading, but it has been retained for clarity. Another sculptural
composition that combines a satyr and a hermaphrodite is the Dresden
Symplegma, for which see Stahli 1999, 309-340. Hermaphrodite: http://
arachne.uni-koeln.de/item/typus/759. Satyr: http://arachne.uni-koeln.de
/item/typus/760.

4 Gerhard 1830, 75-77; Gasparri & Settis 2020, 117-118. Italy, Rome,
Museo Torlonia no. 151: Stahli 1999, 377, cat. no. 4.8 with references;
http://arachne.uni-koeln.de/item/gruppen/401650. Italy, Rome, Museo
Torlonia no. 157: Stihli 1999, 378, cat. no. 4.9 with references; htep://
arachne.uni-koeln.de/item/gruppen/400719.

# Gasparri & Settis 2020, cat. no. 34.
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PLINTH AND SUPPORT

Plinth and support are at least partly preserved in twelve
sculptures (Fig. 74). On the sculpture in Geneva (@23) the
plinth has largely broken off; its original shape can, unfortu-
nately, no longer be discerned. The situation is the same for
most other sculptures (@11, @13, Q@15, 922, @25, Q27). The
plinth of the Torlonia sculpture seems to have been cut and re-
duced (@20) while that of the female in Florence is reworked
(Q15). In three instances the plinth has a round or slightly
oval shape, without a profiled edge (1, @3, @17 Fig 12). The
sculpture group in the Vatican, on the other hand, has a rect-
angular plinth with rounded short sides, and a profiled edge
(932 Fig. 8).

Like the example in Geneva, most sculptures show the fe-
male seated on a schematically rendered rock (@1, @3, Q13,
Q15, 217, Q20, @23, @25, 927, @32). The rendering of the
rock differs: its surface can be almost smooth (@17 Fig. 12,
Q@27), or have a surface covered with small protrusions or in-
dentions (for instance @1, @13, Q23 Figs. 6a—d). The excep-
tion to the rule is the sculpture in Basel, where the female sits
on a rectangular item, possibly a schematically rendered stool
(922). As was noted above, this sculpture is also set apart
from other examples in the sense that the female figure is here
depicted as heavier-set. These two variations suggest that the
motif had been somehow reinterpreted in the Basel sculpture,
but in its present condition no further conclusions can be
drawn.

The only other addition to the figure type is a vessel which
can be seen in three sculptures (R17, @25, @32, Figs. 7a, 9,
12). In these instances the vessel is placed on the rock, with
the female resting the palm of her left hand on it. For two
sculptures drill holes show that they could have been used as
fountain figures, with water spurting out of the vessel’s mouth
(17, R32). Also the sculpture in Side (P27) has such a drill
hole below the figure’s left hand, even though no vessel seems
to be included in this composition; perhaps the water was in-
tended to spurt out from the rock. As noted above the female
head in Baltimore (Q28 Figs. 10a—d) was part of a fountain
sculpture, in this case with water coming out of the female’s
mouth. In all, five sculptures of the Invitation Female preserve
some kind of connection to water. It is, most likely, this con-
nection that has prompted most scholars to interpret the fe-
male as a nymph rather than a maenad.

All things considered, the iconography—the hair, the
smile, the rock, as well as the occasional Dionysian compan-
ions and connections to water—clearly shows that this is a
mythological figure tied to the uncivilized realm of nature and

% Mansuelli 1958, cat. no. 52; Gasparri & Settis 2020, cat. no. 34.
50 The profiled edge is generally considered to be a feature characteristic
of sculptures made during the 2nd century AD. Muthmann 1951, 120.
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Fig 13a. The Invitation Satyr in the Palazzo Corsini (G17). Photograph:
C. Rossa, German Archaeological Institute — Rome. D-DAI-ROM-74.717.

the Dionysian sphere. But as argued above, the figure could
possibly be interpreted as a hermaphrodite as well as a nymph
or maenad. Perhaps the fact that the sculpture type was open
to different interpretations held an appeal for Gracco-Roman
viewers.

The Invitation Satyr

The carliest list of replicas for the Invitation Satyr included
in the concordance in Appendix 2 is that found in Klein’s
seminal article of 1909. Next is the list published in 1950,
the first to include the satyr in the Palazzo Corsini in Rome
(G17 Figs. 13a—e¢). This is followed by Brinkerhoff’s list,

which does, however, include some unfortunate misunder-

Licensed to <openaccess@ecsi.se>

Fig. 13b. The Invitation Satyr in the Palazzo Corsini (G17). Photograph:
C. Rossa, German Archaeological Institute — Rome. D-DAIROM-74.718.

standings.’' Next is Schneider’s extensive, but unpublished,
treatment of the type in 1991. A list of sculptures ascribed
to the type was published by the present author in 2012, and
lastly there is the substantial article by Ghisellini of 2017.

It was stated above that the great importance that mod-
ern scholars have assigned the Invitation to the Dance has at
times prompted researchers to ascribe female figures to this
group too readily. The situation is no different when it comes
to the satyr taken to be her consort. Where the satyr is con-
cerned, the high esteem of the Invitation Satyr in the Ufhizi
in Florence (J'11) has also caused erroneous interpretations
of sculptures belonging to this type, a circumstance which has

>! Brinkerhoff 1965. These misunderstandings were sorted out in de
Luca 1975, 74-75,n. 21.


https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=1&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC
https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=0&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC
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Fig. 13c. The Invitation Satyr in the Palazzo
Corsini (G17). Photograph: C. Rossa, German
Archaeological Institute — Rome. D-DAI-
ROM-74.719.

ROM-74.721

been discussed at length elsewhere.’* Sculptures previously as-
cribed to the type which do not repeat the anatomical forms
seen in the sculpture in the Palazzo Corsini (J'17) have been
excluded from the present study, as have post-antique copies
of the satyr in the Uffizi. These matters are discussed in the
concordance in Appendix 2. Thirty-four examples of the Invi-
tation Satyr are catalogued in Appendix 2.

One sculpture constitutes a special case: it is only pre-
served through 18th-century plaster casts of an ancient
sculpture that can no longer be traced (3'34). Unfortunately,
there are no accounts that reveal which parts of the marble
sculpture were ancient and which were restored at the time
the casts were made.”® Given these circumstances the details of
this sculpture will not be discussed below. I have, nevertheless,
chosen to include the sculpture in the catalogue: one can al-
ways hope that the actual sculpture will “resurface” sometime
in the future. I have not been able to access photographs of
the satyr head §32.* Hence, the discussion below is limited
to the remaining 32 examples.

No mirror-reversed versions of the sculpture type have
come to my attention, which enables us to refer to the type’s
right- and left-hand sides without causing confusion.

52 Habetzeder 2012.
53 Bauer et al. 2000, cat. no. 1.
5% But see references in Ghisellini 2017, 73, no. XXVI.
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Fig. 13d. The Invitation Satyr in the Palazzo
Corsini (G 17). Photograph: C. Rossa, German
Archaeological Institute — Rome. D-DAI-

Fig. 13e. The Invitation Satyr in the Palazzo
Corsini (B 17). Photograph: C. Rossa, German
Archaeological Institute — Rome. D-DAI-
ROM-74.720.

THE INVITATION SATYR INTHE PALAZZO CORSINI

As depicted today, the head of the satyr in the Palazzo Corsini
is bent forward, with the satyr facing the ground (517 Figs.
13a-e¢). The torso is also somewhat bent forward, and slightly
to the left, and it displays the satyr’s muscles and sinews with an
exaggerated clarity. The right upper arm was held out from the
torso at a nearly horizontal angle, while the left upper arm was
directed more downwards. The satyr stands with his weight
placed on his left leg with the left foot depicted bare. From the
part of the right thigh that remains, and the preserved right
foot, it is clear that the knee was bent. The right foot is turned
towards the right. This foot is placed 7 cm above the plinth’s
surface, restingon a shapeless protrusion. Itis shown wearinga
sole similar to that of a sandal, with simple straps running over
the foot. The sculpture’s support, shaped like a tree stump, is
attached to the plinth behind the satyr; it then runs diago-
nally upwards to connect to both the back of the satyr’s left
calf and the left side of his left thigh, ending slightly below his
hip. As for the head, the tip of the satyr’s nose is restored, as is
asmall part of the right cheek. The smooth skin and the round
shapes of the face make the satyr look youthful. The full lips
are parted in a smile that leaves the teeth clearly visible. He has
ahigh forehead, and just at his hairline two small horns, round
and thin, protrude. The tips of the pointed ears stand out from
the head enough to make them clearly visible. The hair is ren-
dered in thick, wavy strands. Between the horns, above the
forehead, a large lock of hair stretches upwards and then falls
to the left. At the sides, the face is framed by thick locks drawn
away from the face, except for two small locks, one in front of
cach ear. The satyr wears a wreath made of pine needles.
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https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=3&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC
https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=3&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC
https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=4&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC
https://arachne.uni-koeln.de/arachne/index.php?view%5bsection%5d=uebersicht&view%5blayout%5d=marbilder_item&view%5bpage%5d=4&search%5bsort%5d=sortScannummer&search%5bconstraints%5d%5bmarbilder%5d%5bFS_ObjektID%5d=28969&search%5bsortorder%5d=ASC

Fig. 14a. Catalogued sculptures preserving the body type of the Invitation Satyr drawn approximately ar 1:20 scale. Each grey or white horizontal field repre-
sents a height of 0.5 m. The head of G 12 is depicted in Fig. 14b, as it has not been reattached to the torso. To distinguish between preserved and restored parts,
see description in catalogue. Illustration by Julia Habetzeder.
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Fig. 14b. Catalogued sculptures preserving the head type of the Invitation Satyr drawn approximately at 1:20 scale. Each grey or white horizontal field repre-
sents a height of 0.5 m. The dimensions of cat. nos. 332, G33 are unknown, hence these sculptures are not included. The torso of G 12 is depicted in Fig. 14a.
Cat. no. G22 is drawn after a cast made from the ancient mould. To distinguish between preserved and restored parts, see description in catalogue. Illustration

by Julia Habetzeder.

The ancient sculpture preserves its original head, albeit re-
attached. Both arms are restored, as is the right leg, although
a section of the right foot is preserved. Half of the additional
support that runs between the satyr’s right calf and the tree
stump has been restored. On the sculpture’s left side a part
of the plinth and the stump has also been added.>® Unfortu-
nately, we cannot know whether the placement of the head,
as seen today, corresponds exactly to the sculpture’s original
appearance.

THE HEAD TYPE

There are 15 fragments of sculptures that preserve only the
Invitation Satyr’s head (J'6, 38, J'13, 314, G16, 18, 519,
20, G21, 422, §23, §25, 328, §30, 3'33).> Again, res-
ervations are necessary in instances where I have only had ac-
cess to one or two photographs of the sculptures (J'13, 314,
J16, 320, 321, G22, G23). The sculpture in the Palazzo
Corsini is one of seven sculptures which preserve both parts
of the body type and the ancient head (G2, 33, G4, 35, F12,
J'15, 17, for line drawings of the sculptures with recorded
dimensions, allowing comparison of scale, see Figs. 14a—b).”
The seven sculptures that preserve both head and body type
all combine the same types as the satyr in the Palazzo Corsini

*> de Luca 1975, 75.

5¢ It should be noted that Hans-Hoyer von Prittwiz und Gaffron sug-
gests that the Invitation Satyr is depicted on one of the marble tondi
from the Mahdia shipwreck. However, due to the damaged surface of
this sculpture we cannot know for sure. von Prittwitz und Gaffron 1994,
322-325.

57 In addition, the sculpture once in Saint Petersburg (334) seems to
have preserved the original head, but we cannot know for sure. See Bauer
et al. 2000, cat. no. 1.
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(G17 Figs. 13a—e). In six instances the ancient head has been
reattached. This may very well also be the case for the sculp-
ture now in Warsaw (G4).% In one case only the figure’s shoul-
ders, neck, and head are preserved (J'3 Fig 15), and these
have been assembled from several fragments. A sculpture
found in Ostia preserves the satyr’s head and torso as separate
fragments (G'12); three others preserve his head, torso, and
parts of the thighs (32, G4, G5). The best-preserved sculp-
ture among the seven, save for the satyr in the Palazzo Corsini
(3F17), is that in the Museo Torlonia (3'15) which preserves
the figure’s head, torso, right arm (excluding the hand), the
left leg, and parts of the support as well as the plinth. As far as
the body type is concerned, these sculptures repeat the traits
seen in the satyr in the Palazzo Corsini.

The figures’ identity is clearly shown, not only through the
pointed ears and the small horns, but also through the wide
smile leaving the teeth clearly visible; features seen in all sculp-
tures.”” There is a notable consistent feature among the sculp-
tures: among these fragments even the general schema of hair
locks is repeated carefully—in contrast to the examples of the
Invitation Female.

The one aspect that is varied is the ornament around the
satyr’s head: nine satyrs wear wreaths, seven of which are
made of pine needles (34, d'5, 312, F15, F17, F21, F23
Figs. 13a—e¢), one of ivy (328 Figs. 16a—d), and one of uniden-
tified foliage, perhaps ivy (32). Six satyrs wear fillets around
their head instead (J'3, 36, 13, 316, 19, G25). One satyr
wears neither wreath nor fillet (§'18), while for the remaining
five I cannot discern whether or not they wear a fillet (538,

58 Ghisellini 2017, 72, no. XV does not specify this, but includes references.
5% On the teeth-baring smile of Dionysian figures, see Stahli 1999, 275-
280; Schneider 2000, 368-372; 2009, 560-572, esp. 568-570.
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Fig. 1S. The Invitation Satyr from Vienne (G'3). Photograph: © RMN -
Grand Palais (Musée du Louvre) / Hervé Lewandowski.

d'14, G20, G30, G33). The resulting general picture is that,
as far as sculpted features are concerned, the inclusion of dif-
ferent types of wreaths or a fillet varied freely within the sculp-
ture type.

THE BODY TYPE

Including the sculpture in the Palazzo Corsini (G'17), I know
of 17 sculptures that, as far as one can tell, repeat the satyr’s
body type (51, G2, §3, G4, G5, §7, 9, 510, F11, 12,
d1s, G17, G24, G26, 327, G29, G31, Fig 14a). For the
sculpture from Vienne (J'3 Fig 15) only the head and frag-
ments of the neck and shoulders remain, as mentioned above.
Several traits make the rendering of the torso of the body type
quite distinctive and easily recognizable: it bends forward; it
has marked muscles and sinews; the right shoulder is placed
higher than the left; the manner in which the buttocks reflect
the position of the legs; and the inclusion of a satyr’s tail at
the centre of the lumbar curve.®’ Thus, the five sculptures that
only preserve the satyr’s torso can still be ascribed to the type
with confidence (37, G9, G24, G26, G27). Another four
repetitions of the body type (G'1, G2, G5, G31) preserve the
satyr’s torso and parts of his legs and/or arms, without add-
ing variations to the motif as represented in the satyr in the
Palazzo Corsini.

% On “satyr traits” in Hellenistic sculpture in general, see Schneider

2000, esp. 353-354.
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This leaves us with five sculptures that preserve parts of the
satyr’s right foot, the plinth and/or the support (310, 11,
d15, d17, 929). The body type renders the satyr standing,
with his right foot slightly lifced. Two sculptures carefully ren-
der a set of foot-clappers—+kroupezion/scabellum® —under
the right foot. One is the renowned sculpture in the Ufhizi
(311); the other is a fragment in the repository of the Vatican
museums (G29) which preserves the plinth, the lower part
of the support, as well as the satyr’s feet and lower legs. The
sculpture in the Kerameikos displays the same kind of straps
over the satyr’s foot, and one can just make out the same kind
of sole beneath the foot (J'10 Fig 17). Unfortunately, how-
ever, next to nothing of the area below the foot is preserved.
The satyr in the Palazzo Corsini (G'17 Figs. 13a—b) preserves
a thin sole, with straps running over the foot. But where one
would expect the actual clappers to be depicted there is a space
of 7 cm between the foot and the plinth which looks today
like a shapeless protrusion of rock. In order to resolve this pe-
culiarity, de Luca has suggested that the clappers may partly
have been painted onto the stone.® The situation is similar for
the satyr in the Museo Torlonia (G'15); even though the up-
per part of the foot-clapper is restored, the instrument is still
placed on what seems to be an unusually shaped protrusion of
rock (or a bunch of grapes?).

Only one Invitation Satyr preserves a hand; it is the left
hand of the satyr in the Kerameikos (310 Fig. 17), which
grasps the goatskin—#nebris—draped over the support at his
left side—a reasonable precaution if one wants to hold one’s
balance while energetically playing the foot-clapper. As only
one hand of one example is preserved, however, it is not cer-
tain that all sculptures were depicted holding on to a support
the same way.

PLINTH AND SUPPORT

As far as I know, the plinth is only preserved in four sculptures.
The sculpture in the Palazzo Corsini (G'17 Figs. 13a—b) has a
rectangular plinth. In the other three examples the plinth is,
however, oval in shape (J11, G'15, 329, Fig. 14a). The sur-
faces and edges of the plinths are flat; there are no preserved
examples with profiled edges.® The plinth of the Torlonia sa-
tyr has been re-lined, that is a section has been added below
the plinth to make it thicker.®

¢ Bélis 1988; Mathiesen 1999, 166-169.

¢ de Luca 1975, 77 n. 32.

@ The plinth of 'S is restored, as is possibly that of G4—here I have not
had access to sufficient publications on the sculpture, but see Ghisellini
2017, 72, no. XV, with references.

¢ Gasparri & Settis 2020, cat. no. 35.



Figs. 16a—d. Head of the Invita-
tion Satyr in the Princeton Uni-
versity Art Museum (G28). This
sculpture clearly shows the satyr’s
hair, a feature that is faith-

Sfully copied within the rype. The
adornment around the head—in
this case an ivy wreath—is
however varied among the rep-
licas. Princeton University Art
Museum. Bequest of Michael H.
Strater, Class of 1951.

In cases where the support is preserved, or parts thereof,
it always takes the shape of a tree-stump placed behind and/
or at the satyr’s left side. These tree-stumps are, however, al-
ways rendered in varying ways. Our protagonist, the satyr in
the Palazzo Corsini (G17), is supported by a fairly schemati-
cally rendered tree-stump, its surface covered with many small
knots. This support is unusual in that it runs diagonally, from
behind the satyr and upward to attach at the left side of his left
thigh. The stump is markedly thicker at the bottom.® In all
other instances the tree-stump is straight, vertical, and placed
to the satyr’s left (310, J'11, 315, G29). The sculpture in the
Ufhzi (G11) has a rather slender stump with large knots. In

& 'The unusual shape of this support is discussed in Anguissola 2018, 29-32.
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the sculptures in the Ufhzi and the Palazzo Corsini no further
attributes are added to the supports. The tree-trunk acting as
a support for the satyr in the Museo Torlonia (G'15) is very
simply rendered, with a rough surface. Care has, nevertheless,
been taken to render a shepherd’s staff—pedum—as if hang-
ing on the support’s upper left edge. In its present state, the
satyr grabs the staff with his left hand. However, the hand and
the uppermost part of the staff are later restorations.®® The
fragment in the Vatican (G29) also preserves the plinth and
the lower part of the support. On the tree-stump one can still
see the remains of a set of panpipes hanging against the sup-
port’s upper left edge. Panpipes are also rendered on the sup-

6 de Luca 1975, 77 n. 31; Gasparri & Settis 2020, cat. no. 35.
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Fig. 17. The Invitation Satyr from Kerameikos, Athens (310). Photo-
graph: Eva-Maria Czakd, German Archaeological Institute — Athens,
D-DALATH-Kerameikos 8071.

port of the sculpture found at the Kerameikos in Athens (3'10
Fig. 17); this time they hang on the back of the support.”” In
the sculpture in the Kerameikos yet another Bacchic attribute
is included, a goatskin that hangs over the uppermost part of
the support. As mentioned above, this sculpture is important
in that it is the only rendering of this body type which pre-
serves one of the satyr’s hands: the left hand, which grasps
the support, cushioned by the goatskin. The skin is carefully
rendered, with two hoofs shown, as well as the goat’s head,
including its long horns. The careful rendering of the goatskin
was called for: a drill-hole running through the support shows
that the piece was designed as a fountain figure, where water
could spurt out through the goat’s mouth. This is the only

¢ Also this example is brought up in Anguissola 2018, 29-32.
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known repetition of the Invitation Satyr which shows traces
of having been used as a fountain figure.

To sum up, all added attributes attested among the pre-
served sculptures—wreath, shepherd’s staff, panpipes, goat-
skin—further emphasize the sculpture type’s connection to
the Dionysian sphere.

The motifs depicted—a reassessment

LINKS BETWEEN THE TWO SCULPTURE TYPES

There is no denying that the two sculpture types discussed
here were during antiquity at times displayed together as a
sculpture group. Among the many arguments brought forth
to tie our two protagonists together, I consider three circum-
stances accurate and ample proof of the group constellation’s
existence, at least during the Roman period.

First one must bring forth the two coins from Cyzicus
and Pautalia which both seem to depict the female and satyr
together (Figs. I, 3). Representations of the sculpture group
were, during the reign of Septimius Severus, circulated—at
least—in the cities of Cyzicus, on the southern shores of the
Marmara Sea, and Pautalia, in what is today western Bulgaria
(Figs. 4, 5).

Second, one should consider the sculptures’ scale (Figs.
7a~b, 14a-b).%® The height of the scated female, as fully pre-
served, would generally be just above 1 m, that of the stand-
ing satyr ¢. 1.4 m; this means that the two types are generally
depicted at roughly the same scale. It should, however, be not-
ed that two female heads are markedly smaller (12, @29).
Among the satyrs three conform to this smaller size (T8,
23, d31), while the satyr head from Vienne is depicted on
alarger, approximately life-size, scale (3'3). More importantly,
it can be no coincidence that of both sculpture types there is
only one rendering made to colossal scale, and that these two
sculptures can be traced back to the same 18th-century collec-
tion in Rome (@21, G'18). Between them, the scale of these
two heads match. Even though their exact provenance is un-
known, I see no reason to doubt that these two sculpted heads
were displayed together during antiquity.

Third, there is one instance, mentioned above, where ex-
amples of both types are recorded to have been found during
the same excavations: in a brief account of 1830, Eduard Ger-
hard mentions that the female and the satyr in the Museo Tor-
lonia (@20, J'15) were both found during excavations in the

% The dimensions of the head excavated in Civitavecchia (@ 14) are un-
known to me. For the Invitation Satyr the dimensions of the head previ-
ously attested in Rome are unknown (3'33).



area of the Villa dei Quintilii.*” The size of the area excavated
is however not specified, hence we do not know the exact loca-
tion of, and relation between, the two Invitation protagonists
when found. It has also been claimed that the two sculptures
from Ephesos were displayed together in the fountain erected
by C. Laecanius Bassus around AD 80 (926, G24).

Scholars wishing to emphasize the importance of the Invita-
tion to the Dance have also noted that torsos of both female and
satyr were included in a Baroque group made up of seven an-
cient fragments (among them the two torsos @7, G7, Figs. 7a,
144) and post-antique additions. The argument would be that
if the Baroque workshop had fragments of both the female and
the satyr at hand, these may have been found together and thus
stem from the same sculpture group.” This does, however, strike
me as rather far-fetched: both torsos are represented in the scale
most commonly used for the two sculpture types, and the fact
that the marble of the female torso is described as white and
fine-grained, while that of the satyr is characterized as darker
and coarse-grained does not speak in favour of interpreting
the two as originally intended for the same sculpture group.”
Brinkerhoff has argued that two heads included in a cache of
roughly a dozen sculptures found in Antioch constitute Late
Antique versions of this female and satyr respectively, and that
these were displayed as a pair.” I have, however, excluded them
from the discussion above as they cannot be said to replicate the
anatomical forms seen in the female in Geneva (Q23) and the
satyr in the Palazzo Corsini (3'17).74

Scholars have also emphasized formal and compositional
elements that tie the two figures together, such as the way the
female looks up at the satyr, while he looks down towards the
area around her right hand, or the way both turn their torsos
towards each other in a similar manner, etc.”

® Gerhard 1830, 75-76. As already noted, these excavations also yielded
two examples of the Berlin-Torlonia Symplegma.

70 Rathmayr 2011, 137-138, 145.

7! Richter 2011, cat. no. 225.

72 Richter 2011, cat. nos. 224, 225.

73 Brinkerhoff 1965, 25-27; 1970, 39-41.

7% For the female: US, Princeton New Jersey, Art Museum, Y 1992-
49; Ridgway 1994, cat. no. 27; http://arachne.uni-koeln.de/item/ob-
jekt/33544. For the satyr: Turkey, Antakya, Archacological Museum,
1220; Meischner 2003, cat. no. 13; http://arachne.uni-koeln.de/item/
objekt/408. The female head found in Antioch has her hair collected in a
more traditional bun at the top of her head and not in the overhand knot
characteristic of the type discussed here. Neither are the patterns of locks
seen in the satyr type repeated in the satyr head from Antioch, something
that is clearly visible when viewing the sculpture’s profiles. Therefore I
do not consider it possible to prove that these two heads originally be-
longed to the discussed types. Furthermore, given the number of sculp-
tures found in this cache, it is far from certain that these two heads were
displayed as parts of a sculpture group. Brinkerhoff 1970.

75 Schneider 1991, 562-564; Andreae 2001, 184-185.
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THE USE OF THETWO SCULPTURE TYPES

The formalistic analysis presented above suggests that the Invi-
tation Satyr was generally replicated more faithfully than the
Invitation Female. While individual locks of hair were copied
carefully for the satyr, this was not the case for the female.”¢ Fur-
thermore there is evidence that the female type was also used for
group compositions other than the Invitation to the Dance; the
corresponding use of the satyr is not attested. Differences such
as these could indicate that the two protagonists were often re-
produced separately, at least during the Roman era.

There is ample proof that sculptural types were used both
separately and as parts of well-established group compositions
during the Roman era. The Flaying of Marsyas Group is a
clear case in point. The group composition with Marsyas and
knife-grinder is known from depictions on sarcophagi, and
in other media.”” But while the figure of Marsyas is known
from ¢. 60 examples sculpted in the round, there is but one
such knife-grinder.”® It seems clear that—among sculptures
in the round—the figure of Marsyas was reproduced more
often than the knife-grinder, and hence also displayed as a
single figure, or included in other compositions. Judging from
their poses, the two protagonists of the Athena and Marsyas
Group, attributed to the sculptor Myron, could also have
been displayed on their own.” Though twelve examples of the
Athena are known,* and six of the satyr,*" there is no recorded
instance where both figures, sculpted in the round, have been
found together.*? Therefore it has been suggested that Myron’s
Athena and Marsyas were, in the Roman cultural context, at
times—possibly even predominately—displayed separately.®?
This “relaxed” Graeco-Roman attitude towards the use of

7¢ Here I wish to bring forth Prof. Schneider’s insightful comment on
this matter: “I would argue that the satyrs’ coiffeur is following a com-
plex and precisely defined pattern including a “Polycleitan’ cowlick (or-
der) placed by intention asymmetrically (disorder) above the left ear. It
is a rather artificial imbrutement which characterises the contradictory
nature of the satyr. Complementarily the female hair is more simplified
with long dynamic wisps of hair tied to a loose knot perhaps emphasising
her close relation to a nymphs’ nature.” Pers. comm.

77 Weis 1992, 219-221.

78 Weis 1992, 141-218; Schraudolph 2007, 235-237.

7> Myron was active in Attica ¢. 480-440 BC. The Classical original of
the discussed group is believed to have stood on the Athenian Acropolis.
8 Daltrop & Bol 1983, 74-75; http://arachne.uni-koeln.de/item/typus
/585.

81 Daltrop & Bol 1983, 75-76; http://arachne.uni-koeln.de/item/typus
/586.

82 Vorster 1993, 22. As is the case for the Invitation to the Dance, the
connection between the two sculpted figures has been traced through
their depiction in other media, for instance on Roman imperial coins
struck in Athens during the reign of Hadrian and Gordian III, but also
on the so-called “Finley Krater” (Greece, Athens, Archacological Muse-
um, inv. 127; http://arachne.uni-koeln.de/item/objekt/34660). Daltrop
& Bol 1983, 14-15 & 18-19.

8 Vorster 1993, cat. no. 3.
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sculptural figure types known from established group compo-
sitions in all likelihood brought with it reinterpretations of the
motifs extracted from, or included in, group compositions. I
would suggest that the uncertainties in previous research re-
garding the original appearance of the Invitation to the Dance
are partly caused by the fact that the depictions of the figure
types were adjusted to both solitary and group displays.

INTERPRETATION OF THE MOTIF SEEN IN THE
GROUP COMPOSITION

Klein’s early 20th-century interpretation of the group as de-
picting a musician-satyr inviting a seated maenad to the dance
cannot be said to have stood the test of time.?* The coin from
Pautalia (Fig. 3) opens up the possibility of another interpre-
tation. The motif depicted here differs slightly from that seen
on the coins minted in Cyzicus (Fig. I): while the coins from
Cyzicus—known already in Klein’s day—show no direct con-
tact between the two protagonists, the coins from Pautalia
seem to render them touching each other. This is the reason
why von Mosch suggests that the model image should be re-
constructed with the pair holding hands; the satyr taking hold
of the female’s outstretched right hand with his lowered left.
In this manner von Mosch wants to confirm Klein’s original
interpretation of the sculpture group; by taking the female’s
hand, the satyr is also physically inviting her to the dance.®
On the contrary, I do not believe that the coins show the
two figures holding hands (Fig 3). For this to be true, the coin-
image must render the pair with disproportionately large and
deformed hands. I would rather suggest that what we see is
the male tugging at the cloth covering the female’s lower body
with his left hand, while she stretches out her right hand in an
attempt to either hold the cloth in place or fend off the satyr.
If this is the interaction depicted on the coins from Pautalia,
then the sculpture group in the Vatican (932 Fig 9) merely
repeats a theme set also in sculptural compositions that de-
picted the female together with the satyr: in the Vatican group
Pan grasps the female’s garment, which she, in turn, tries to
hold in place. The group in the Vatican is, however, different
in that the female bends her right arm. As was noted above,
in the six other sculptures that preserve parts of the female’s
right arm (Q1, Q11, Q13, Q15, Q17, Q24, Figs. 74, 8, 12) it
seems to have been stretched out and down, towards her left
foot. In this context one should point out a recurring aspect of
the depiction of the female sculpture type, an aspect that has
not been highlighted in previous studies: a fold of the cloth
that covers the female’s lower body is held up between her left
upper arm and her waist. This can be seen in all sculptures that

8 Geominy 1999a, 141-142; Schneider 2000, 384 n. 48.
8 yon Mosch 2007, 101-104.
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preserve this part of the figure (?1, @3, @7, @11, Q13, Q15,
@17, 20, @22, 923, @25, 926, @32, Figs. 6a—d, 7a, 9, 12),
as well as in the coins from Cyzicus (Fig I).

The scenario could thus have been the following: the sa-
tyr has caught the female off guard, and has managed to pull
her garment down from her upper body. She half-heartedly
—judging from her smile—resists the satyr’s advances by at
least pressing her left arm toward her waist and thereby hold-
ing the cloth up, while stretching out her right hand in order
either to fend off the satyr or to put her garment back in place.

If this interpretation of the scenario is correct, the coins
depict two slightly different phases of the action; on the Pau-
talia coin (Fig. 3) the satyr holds on to the female’s garment,
while on the Cyzicus coin (Fig I) the satyr has let go of it.
Since among the sculpted examples only the variation of the
motif in the Vatican (@32 Fig 9) evidently shows a section
of the female’s cloth being lifted, the Invitation to the Dance
must have represented the scene as seen on the Cyzicus coins.
Where the interaction of the characters is concerned, this
sculpture group would have been similar to the Athena and
Marsyas Group in that the scene depicts the moment after an
action has taken place, showing the protagonists’ reactions
rather than the actual event. In the case of the Invitation to
the Dance, the female stretches out her right arm to fend off
the satyr. The satyr, on the other hand, is depicted in vigorous
movement; his left hand and upper torso (probably also his
head) is still bent towards the female, while the position of
the right leg and arm hint that he is turning towards the right;
perhaps to get away from the female (temporarily at least).

As noted initially, the intertextual approach practised here
allows variations of established forms to be seen as key to the
subsequent use and (re-)interpretation of sculptural forms:
the Vatican group (@32) is here suggested to reflect—albeit in
altered form—the action rendered in the group composition
as seen on the coins from Cyzicus and Pautalia.

INTERPRETATION OF THE INVITATION FEMALE
AS SOLITARY FIGURE—AND AS PART OF GROUP
COMPOSITIONS

As noted above, the female figure could well be depicted on
her own, perhaps while removing her sandal from her left foot
with her right hand.* I would agree with earlier scholars that a
scenario that has her tying a sandal using only one hand can be
ruled out.” It should be noted, however, that the right foot is
never depicted wearing a sandal, nor are there preserved traces
of sandals on the support or on the plinth next to the figure.

8 Ridgway 1990, 322-323; Stihli 1995, 420. For a general discussion of
carlier interpretations, see Geominy 1999a, 141-142.
% Ridgway 1990, 324.
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Fig. 18. Sarcophagus in the Palazzo dei Conservatori, with a
depiction of the figure type “Aulistrios D” playing foot-clappers
(photograph cropped). Phorograph: C. Faraglia, German
Archaeological Institute — Rome, D-DAI-ROM-33.425.

Given that the iconography does, as emphasized in the for-
malistic analysis above, time and again underscore the female’s
wild and uncivilized traits, I find a scenario that has her wearing
sandals not impossible, but highly unlikely. If the interpreta-
tion of the group composition suggested above is correct, the
female figure could easily have been placed in various combina-
tions in which she fends off—but does not touch—any other
companion. She could be placed next to sculptures already at
hand—perhaps other suitable male Dionysian revellers—creat-
ing compositions that had her fending off intruders other than
the Invitation Satyr. Such compositions could also have shown
physical contact between the female figure and her companion,
as seen in the Vatican group (@32 Fig. 9) and hinted at in the
head in Boston (@29 Figs. 11a-b). That said, it should natu-
rally be emphasized that the female figure could well have been
depicted on her own. A smiling, half-naked nymph/maenad/
hermaphrodite seated on a rock would readily find its place in,
for instance, Roman villa gardens and baths.*

INTERPRETATION OF THE INVITATION SATYR
AS SOLITARY FIGURE—AND AS PART OF THE INVI-
TATION TO THE DANCE

To my mind, the satyr’s foot-clappers represent a conun-
drum; if this was a central feature—as one would expect—
why are the clappers not clearly shown in the coin images
(Figs. 1, 3)? And why are the clappers only clearly rendered

8 Manderscheid 1981, 31-32; Neudecker 1988, 47-54.
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Fig. 19. Campana plague in the Galleria Colonna, with a depiction of the figure type “Au-
listrios D” without foot-clappers (left). Photograph: Mrs B. Malter. Universitiit zu Koln,
Archéologisches Institut, Forschungsarchiv fiir Antike Plastik. http://arachne.uni-koeln.
de/item/marbilder/708607.

in two sculptures (511, G29)? The depiction of the clap-
pers on the two other sculptures that preserve this feature
seems confused. The sculpture in the Palazzo Corsini (317
Figs. 13a-b) shows one thin sole—such as that of a san-
dal—placed on a protrusion of rock. The actual clappers are
not rendered. The Torlonia satyr (3'15) hints at two soles
seemingly pressed together. The upper part of the clappers
is however said to be restored, and I cannot discern exactly
how much of the ancient instrument remains.?” But the clap-
pers are also here placed on a thin outcrop of rock. It would
make little sense to place a foot-clapper on such unstable
ground—making sure that the clappers stay put while play-
ing, and at the same time holding your balance, would be
very difficult indeed. On top of this, the Invitation Satyr’s
right arm seems to be rendered in vigorous movement.
Depictions of satyrs playing foot-clappers carved in relief
offer interesting parallels. A recurring figure-type, called by
Friedrich Matz “Kroupeziast’,”® shows the satyr both with and
without foot-clappers.” The situation is the same for the fig-
ure-type called “Aulistrios D” (Figs. 18, 19).>* On sarcophagi

% Gasparri & Settis 2020, cat. no. 35.

% Matz 1968a, 45, no. 65.

' Example with foot-clappers: France, Paris, Musée du Louvre,
MA 3402 (sarcophagus): Matz 1968b, 203-204, cat. no. 87; heep://
arachne.uni-koeln.de/item/objekt/15193. Example without foot-clap-
pers: Vatican, Musei Vaticani, Cortile Ottagonale (sarcophagus): Matz
1968b, 201-202, cat. no. 84A.

%2 Matz 1968a, 42, no. 56. Example with foot-clappers: Italy, Rome, Mu-
sei Capitolini, Sala dei Fasti Moderni, 1378 (sarcophagus): Matz 1968b,
293-294, cat. no. 152; http://arachne.uni-koeln.de/item/objekt/16597.


http://arachne.uni-koeln.de/item/objekt/15193
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http://arachne.uni-koeln.de/item/objekt/16597
http://arachne.uni-koeln.de/item/marbilder/708607
http://arachne.uni-koeln.de/item/marbilder/708607
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the last mentioned type is depicted in Dionysian processions,
and Matz notes that “Weil in dem Zuge ein Kroupezion keinen
Sinn hat, ist die Verbindung nicht urspriinglich”” As it would
seem, then, foot-clappers were at times added to established
satyr figure-types used in the production of decorative reliefs.

With this in mind I suggest that the Invitation Satyr
could be depicted without the foot-clapper, primarily when
displayed in the group composition with the Invitation Fe-
male. The satyr would then—in the group composition—be
depicted in the moment after having tugged at the female’s
garment, as he turns to take a step away from her, his right
foot in mid-air. When rendered in stone, the raised foot
would require a support, similar to those seen in other marble
sculptures, for instance in the Lansdowne Sandal Binder.”* On
the other hand, the version that had the satyr playing foot-
clappers would create a composition suitable for display as a
solitary figure. Rather than having grabbed the female figure’s
garment, the satyr could in these instances hold on to the sup-
portat his left-hand side, as seen in the only sculpture that pre-
serves the figure’s left hand (G'10 Fig. 17). Indeed, holding on
to something while playing the foot-clappers and gesticulating
with your right arm does seem sensible.

Following this line of reasoning, the sculptures in the Pala-
zzo Corsini (G'17 Figs. 13a—e¢) and the Museo Torlonia (J'15)
can be interpreted as examples that blend these two versions
of the motif; both include the foot-clapper as well as the small
support beneath the clappers, despite the fact that placing a
foot-clapper on a small outcrop of rock does not make much
sense. But if the Torlonia Female and Satyr (920, G'15), found
during the same early 19th-century excavations, were indeed
displayed as a pair in antiquity, a schematic rendering of the
foot-clappers would still have been included. This can serve as
a reminder that distinctions among the different versions of
the motifs suggested here (single satyr playing foot-clapper vs.
group comprising satyr without foot-clapper interacting with
nymph/maenad/hermaphrodite) were not clear cut, at least
not during the Roman era.

Closing remarks

A composition, sculpted in the round, which has a satyr play-
ing foot-clappers for a seated female stands out as unusual
within Graeco-Roman visual culture. In terms of sculptural
style the Invitation to the Dance is closely related to group
compositions depicting sexually charged encounters between

Examples without foot-clappers: Italy, Rome, Palazzo Colonna, 11b & d,
36d (Campana plaques): Carinci ez a/. 1990, 74 cat. no. 11, 92 cat. no. 36;
http://arachne.uni-koeln.de/item/objekt/37789.

 Matz 1968a, 42, no. 56.

% Inan 1993; http://arachne.uni-koeln.de/item/typus/416.
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satyrs and nymphs/maenads/hermaphrodites. Therefore the
original manifestations of all these compositions have—just
as that of the Invitation to the Dance—been placed in the
Late Hellenistic period.”> The Invitation to the Dance has
stood out in this group due to the perceived indirect, and un-
usual, interaction between satyr and female figure. Regardless
of when the group composition was first conceived—in Late
Hellenistic or Roman times—the interpretation suggested
here, wherein the satyr tugs at the female’s garments, relates
the Invitation to the Dance more clearly to these so-called
symplegma groups. But it also places the composition firmly
within the tradition of sculptures depicting sexually charged
encounters between Dionysian figures, a visual tradition that
had already been established in Attic vase-painting of the Sth
century BC.*¢

Even though the intertextual approach consciously avoids
highlighting original masterpieces and the intentions of their
makers, it still aims to offer interpretations firmly anchored
in the Graeco-Roman visual narrative. In the present study,
formalistic variations between sculptures have been called to
attention—such as the instances where the nymph has been
placed in other group positions, or the different modes of ren-
dering the satyr’s foot-clappers. Rather than dismissing them
as deviating from the hypothetical masterpiece, these varia-
tions have here been instrumental in formulating new read-
ings of the two sculpture types, readings that explicitly deal
with different modes of use: as parts of group compositions
and as solitary figures. Hopefully this approach can bring us
closer to understanding the multifaceted Graeco-Roman use
of repeated images, even in cases where time has left us nearly
no contextual evidence other than the physical forms of the
sculptures.

JULIA HABETZEDER

Department of Archaeology and Ancient History
Uppsala University

Box 626

751 26 Uppsala, Sweden

julia@habetzeder.se

% For a full discussion of all these types, see Stihli 1999. The Dres-
den Symplegma: tightly intertwined satyr (http://arachne.uni-koeln.
de/item/typus/760) and Hermaphrodite (http://arachne.uni-koeln.
de/item/typus/760). The Ludovisi Symplegma: seated satyr (heep://
arachne.uni-koeln.de/item/typus/763) holding on to standing female
(http://arachne.uni-koeln.de/item/typus/762). The Townley Sympleg-
ma: seated satyr (htep://arachne.uni-koeln.de/item/typus/764) holding
on to crouching female (http://arachne.uni-koeln.de/item/typus/765).
The Berlin-Torlonia Symplegma: a standing satyr (http://arachne.uni-
koeln.de/item/typus/766) approaching a seated hermaphrodite (htep://
arachne.uni-koeln.de/item/typus/274).

% Stahli 1999, 161-206.
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Abbreviations used in the catalogues: CA = Current appearance; D = Dimensions; DOS = Date of sculpture; H = Height;

M = Material; P = Provenance; PH = Preserved height; R = Restorations; U = Unknown.

APPENDIX |.THE INVITATION FEMALE

Concordance of earlier lists of replicas

Archeologico dei Campi
Flegrei, 231464

S 2 :
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2 2. | Zd|3s 855 |za
£ =z 50 | 28| =8| 5o | ER| ¢
P N 2820 | =27 | 88| 2| ¢
s | Fs |£%|zz|33| il s3] &
Present whereabouts = — R~ | Bvwn| o | & | O | O |Comments
Belgium, Brussels, Musées p- 101, | “Briissel” 39 XVe6 |C 7 4 Q1 See catalogue entry below.
d’Art et d'Histoire, Musée | n. 3,
du Cinquantenaire, A 1142 | no. 1
Denmark, Copenhagen, Ny | p. 102, | “EA 32 XV13|j f 24 Q2 | See catalogue entry below.
Carlsberg Glyptotek, 1744 | n. 1 3878/3879”
Denmark, Copenhagen, Ny | - - 44 XV14 |G 10 5 Q3 | See catalogue entry below.
Carlsberg Glyptotek, 2686
Germany, Berlin, Staatliche | p. 102, | - - XV4 |c b 18 Q4 | See catalogue entry below.
Museen, Antikensammlung, | n. 1
Sk 195
Germany, Berlin, Staatliche | p. 102, |- 38 XVs |b c 19 Q5 | See catalogue entry below.
Museen, Antikensammlung, | n. 1
Sk 571
Germany, p. 102, | “Alb. 165" [9/10 |XV8 |g e 25 Q¢ | Brinkerhoft has exchanged the inv. nos.
Dresden, Staatliche nl & 34 for the satyr and nymph listed as nos. 9
Kunstsammlungen, & 10. He also lists the female head twice
Albertinum, Hm 165 (as noted in de Luca 1975, 74 n. 21). See
catalogue entry below.
Germany, “Alb. [...] 6 XvV9 |D 8 6 Q7 | Brinkerhoft has misunderstood the
Dresden, Staatliche 1847 abbreviations used in Lippold’s list when
Kunstsammlungen, he states that the sculpture is kept in the
Albertinum, Hm 184 Villa Albani (as noted in de Luca 1975, 74
n. 21). See catalogue entry below.
Germany, Munich, XV18 |- i 28 @8 | ['wish to thank Mr Marcel Danner at
Glyptothek, 551 Antike am Kénigsplatz for providing
photographs of the sculpture. See catalogue
entry below.
Great Britain, Liverpool, “Ince” 30 XV15 |i g 26 Q9 | See catalogue entry below. I thank
National Museums Dr Chrissy Partheni at the National
Liverpool, World Museum, Museums Liverpool for letting me examine
1959.148.194 the sculpture.
Great Britain, West Sussex, | p. 102, | “Petworth” | 31 XV20 |1 j 29 Q10 See catalogue entry below.
Petworth House, North n.1
Gallery no. 32
Greece, Piraeus, p- 101, |- 41 XV21 |1 13 12 Q11 |See catalogue entry below.
Archaceological Museum, E 86 | n. 3,
no. 4
Greece, Rhodes, Archacological | - - - - n (B) 37 Q12 |Raeder lists the sculpture as an adaptation,
Museum, E 323 hence the brackets. See catalogue entry
below.
Italy, Baia, Museo - - - - - 12 2 Q13 | See catalogue entry below.
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Present whereabouts [ — R~ | Bhwn| x| & | OQ | O |Comments
Italy, Civitavecchia, - - 35 XV7 |f d 23 Q14 See catalogue entry below.
Museum, inv. no unknown
Italy, Florence, Galleria degli | p. 101, | “Uff. A.[...] |2 XV10 |E 9 7 Q15 | See catalogue entry below.
Uffizi, 190 n.3, D. 1537
no.2
Italy, Minturno, Museum - - - XV17 |- - 10 Q16 | thank Prof. Schneider for bringing this
sculpture to my attention. See catalogue
entry below.
Italy, Naples, Museo p- 103, | - (48) |- - - - - Brinkerhoff lists the sculpture as an
Archeologico Nazionale, n.2 adaptation, hence the brackets. The features
5076 of the female satyr depicted on this double
herm from Pompeii do not comply with
the head type discussed in this study. In
particular the hairstyle deviates, with long
locks cascading down over the female’s
shoulders. For general information on the
sculpture, see Pozzi ez al. 1989, cat. no. 237.
Italy, Naples, Museo p- 101, | “Neapel 28 XV19 |H&k |11 11 Q17 |Stihli gives an incorrect inv. no. (2). See
Archeologico Nazionale, n.3, |[1844” catalogue entry below.
6365 no.5
Italy, Rome, Antiquarioal |- - - XV22 |- - - @18 | thank Prof. Schneider for bringing this
Celio sculpture to my attention. See catalogue
entry below.
Italy, Rome, Museo - - - XV23|o - 30 Q19 |See catalogue entry below.
Nazionale Romano, inv.
65.191
Italy, Rome, Museo - - - - - - 38 - The female in this Ludovisi Symplegma
Nazionale Romano, wears her hair in what looks like a more
inv. 8005 traditional ponytail. The sculpture is
discussed in relation to the Invitation
Female in Stihli 1999, 354-356. The
sculpture is also included in Stahli’s
catalogue, as no. 2.10, 347-348.
Italy, Rome, Museo p- 101, | “Mus. 4 XV24|] 14 12 Q20 | See catalogue entry below.
Torlonia, 162 n. 3, Torlonia
no.3 |[(..)162”
Italy, Venice, Musco p-103, | “EA 8 - t n 31 Q21 See catalogue entry below.
Archeologico Nazionale, 63 |n. 1 2599/2600”
Switzerland, Basel, - - - XV3 |B 6 3 Q22 | See catalogue entry below.
Antikenmuseum, KA 233
Switzerland, Geneva, Musée | p. 104, | - 27 XV12 |F&h |2 9 Q23 | See catalogue entry below.
d’Art et d'Histoire, 019026 | n.2
Tunisia, Tunis, Musée p- 101, | “Mus. 29 XV26 |s 3 16 ©24 | I'wish to thank Mrs Janina Riicker at the
National du Bardo, C 16 n.3, |Alaoui” Abguss-Sammlung Antiker Skulptur in
no.7 Berlin for providing additional photographs
of a plaster cast of the sculpture in Tunis.
See catalogue entry below.
Turkey, Antakya, - - 40 XV1 |A 5 1 Q25 | See catalogue entry below.
Archaeological Museum,
10588
Turkey, Selguk, Ephesos - - - - - - 14 Q26 | See catalogue entry below.
Museum
Turkey, Side, Museum, 76 | - - - XV25 |- 15 15 Q27 | See catalogue entry below.
US, Baltimore, Maryland, - - - XV2 |a a 17 Q28 |Iwish to thank Mrs Ruth Bowler at
the Walters Art Museum, the Walters Art Museum for providing
23.288 photographs of the sculpture. See catalogue
entry below.
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Present whereabouts

Klein 1909

Lippold 1950,

320n.5

1965, 32-36

Schneider 1991,
558-580

Stihli 1999,
419-421

Raeder 2000,

79-80

2017,73-77

Cat. no.

Comments

US, Boston, Massachusetts,
Museum of Fine Arts,
03.758

)
— —
o

»

J | Brinkerhoff

—
=

o

+ | Ghisellini

[S¥]

Q@29

Brinkerhofflists the sculpture as an
adaptation, hence the brackets. Raeder states
that the sculpture is neither a replica nor an
adaptation. See catalogue entry below.

US, Boston, Massachusetts,
Museum of Fine Arts,

68.766

35

This female head does not seem to be
worked at the back of the head. This, and
the fact that the wreath that the female
wears hides the hair from view, makes

it impossible to determine whether this
picce replicates the anatomical forms seen
in @23. For general information on the
sculpture, see Comstock & Vermeule 1976,
cat. no. 195.

US, Princeton, New Jersey,
Art Museum, Y 1992-49

12

36

Raeder lists the sculpture as an adaptation,
hence the brackets. As this female head
shows a completely different rendering

of the hair this sculpture has not been
included in the present study. Here

the hair has been collected in a more
traditional bun at the top of the head. For
general information on the sculpture, see
Brinkerhoft 1970, 39-40; Ridgway 1994,
cat. no. 27.

Vatican, Museo Gregoriano,
Magazzino ex Ponteggi, 10282

“EA[..]
21537

33

XV29

21

Q30

See catalogue entry below.

Vatican, Musei Vaticani, -
Repository, 178 (?)

36 (2)

Perhaps Brinkerhoff has written the
wrong cat. no. in Kaschnitz-Weinberg,
no. 170 (an unrelated satyr head) instead
of 178? Kaschnitz-Weinberg notes that
the latter is similar to the female from

the Invitation to the Dance. This female
turns her head towards her left while all
other examples pertaining to the head type
studied turn their heads towards their
right. Also, the hair is rendered as more
voluminous than the examples of the head
type studied. Therefore this piece has
been excluded from the present study. For
general information on the sculpture, see
Kaschnitz-Weinberg 1936, cat. no. 178.

Vatican, Musei Vaticani, -
Repository, 179

“Vat. Mag.
K.179”

XV 28

22

Q31

See catalogue entry below.

Vatican, Musei Vaticani,
Repository, 180 n.

3,

p. 101,

no. 6

(“Vat. Mag.
180.7)

XV27

K&r

32

Q32

Lippold and Brinkerhoff list the sculpture
as an adaptation, hence the brackets. See
catalogue entry below.

Vatican, Museo -
Chiaramonti, 2117

20

It is difficult to assess this sculpture. The
rendering of the hair seems to differ from
the head type studied here. The hair is
collected in a more voluminous bun. The
upper part of the bun is restored, but even
with the excellent photographs available
at http://arachne.uni-koeln.de/item/
objekt/33542 I cannot tell which parts

of the hair are restored and which are
ancient. For general information on the
sculpture, see Amelung 1903, cat. no. 331.
The sculpture has not been included in the
present study.
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Present whereabouts 2 = R | bvn | o | KN | OQ O | Comments
Whereabouts unknown, - - - XV16 |- h 27 033 | So far as [ know only one photograph of
previously in Great Britain, this female head has been published, in a
London, Sotheby’s sale on three-quarter right-hand profile. It seems
4 May 1931 to conform to the type studied here. See
catalogue entry below.
Whereabouts unknown, - - - XV11 |- 1 8 034 | See catalogue entry below.
previously in Italy, Frascati,
Villa Borghese-Parisi
Whereabouts unknown, - “Rom, 42 - M - This sculpture, supposedly a torso, is first
previously in Italy, Rome, Antiqu.” listed by Lippold. As no references are
Arts Market (before 1950) given, the sculpture cannot be traced. It has
therefore not been included in the present
study.
Whereabouts unknown, - - 43 - L - - According to the available 19th-century
previously in Italy, Vicenza, publications the sculpture showed a seated
Musei Civici, Museo female with a mantle covering her left
Naturalistico Archeologico shoulder, arm, and back. In this sense the
figure does not seem to correspond to the
body type studied here. This sculpture is
mentioned in Heydemann 1879, 11, no. 7;
Diitschke 1882, 13, no. 42. It is, however,
not included in Galliazzo 1976. I thank
Mr Armando Bernardelli at the Museo
Naturalistico Archeologico for confirming
that the sculpture is no longer part of the
museum’s collections.
Whereabouts unknown, - - - - 33 Q35 | See catalogue entry below.
previously in US, New
York, Sotheby’s sale on
7 December 2005
Catalogue

@1 Belgium, Brussels, Musées d’Art et d'Histoire, Musée du
Cinquantenaire, A 1142 (Fig. 7a)

Reinach 1909, 281, no. 2; Cumont 1913, cat. no. 17; Balty
et al. 1988, 108; Stihli 1995, cat. no. D 15.
http://arachne.uni-koeln.de/item/objekt/33531

M: Marble (Parian: Cumont). D: PH 0.96 m. P: U. First re-
corded in Brussels; in the Somzée Collection, assembled by
Leon de Somzée (1837-1901), primarily in Italy. Purchased
by the museum in 1904 (Cumont 1913, IX). CA: A female
seated on a rock. Round, flat plinth. R: Reassembled from
several ancient fragments: the lower half up to the female’s
waist, the upper part, and the left lower arm. Earlier restora-
tions (the head, the right hand and a part of the lower arm,
the left foot and part of the ankle) have been removed. Also
a piece of the right shoulder, with the shoulder blade, was re-
stored in 1913; I do not know whether this restoration has
since been removed. DOS: Roman (Balty ez al.).
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@2 Denmark, Copenhagen, Ny Carlsberg Glyptotek, 1744
(Fig 75)

Arndt & Lippold 1932, nos. 3878-3879; Poulsen 1951, cat.
no. 126; Nielsen 2002, cat. no. 89.
http://arachne.uni-koeln.de/item/objekt/9126

M: Marble. D: PH 0.21 m. P: U. First recorded in Rome; pur-
chased for the museum in 1900. CA: Female head. DOS: Ro-
man (Nielsen).

@3 Denmark, Copenhagen, Ny Carlsberg Glyptotek, 2686
(Fig 7a)

Poulsen 1951, cat. no. 126a; Nielsen 2002, cat. no. 90.
http://arachne.uni-koeln.de/item/objekt/8563

M: Marble. D: PH 0.77 m. P: Allegedly from the ancient city
of Leptis Minor, near modern-day Monastir, Libya. Purchased
in Copenhagen in 1921, via a Captain A.O. Hauch. CA: Fe-
male seated on a rock. Round, flat plinth. Lower part of the
sculpture preserved, up to the waist, including the left hand,
placed on the rock. No traces of the right arm and hand, nor
the left foot. R: None. DOS: Roman (Nielsen).


http://arachne.uni-koeln.de/item/objekt/33531
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@4 Germany, Berlin, Staatliche Museen, Antikensammlung,
Sk. 195 (Fig. 7b)

de Clarac 1850, 264, pl. 671, no. 1736; Conze & Kekulé von
Stradonitz 1891, cat. no. 195; Stihli 1999, cat. no. 4.2; Fendt
2012, cat. no. 63.
http://arachne.uni-koeln.de/item/gruppen/402409

M: Marble. D: PH 0.21 m. P: U. First recorded in Rome; pur-
chased for the museum in 1826. The sculpture had allegedly
previously belonged to the Aldobrandini family. CA: Female
head which has, in post-antique times, been added to the body
of a hermaphrodite; an example of the Betlin-Torlonia Sym-
plegma. R: Nose, mouth, and chin. DOS: None suggested.

@5 Germany, Berlin, Staatliche Museen, Antikensammlung,
Sk.571 (Fig 7b)

Conze & Kekulé von Stradonitz 1891, cat. no. 571; Hiineke
2009, cat. no. 106.
http://arachne.uni-koeln.de/item/objekt/33535

M: Marble. D: H 0.42 m; H of ancient fragment 0.21 m.
P: U. First recorded in Rome, collection of Melchior de
Polignac (1661-1741). Collection assembled in Rome and
nearby areas, but transferred to Paris in the 1730s (see http://
arachne.uni-koeln.de/item/sammlungen/1000448).  Sculp-
ture purchased by the King of Prussia, Frederick the Great
(1712-1786) in 1742, transferred to the museum in 1830.
CA: Female head which has, in post-antique times, been at-
tached to a bust. R: The bust from the neck and down. The
scalp and nearly half of the face: its forchead and its left side.
The nose is also restored. The surface at the back of the head
is badly battered. It has been reworked and a yellowish-brown
patina added. DOS: AD 1-50 (Hiineke).

@6 Germany, Dresden, Staatliche Kunstsammlungen, Alber-
tinum, Hm 165 (Fig. 7b)

de Clarac 1850, 224-225, pl. 699, no. 1649; Herrmann 1925,
cat. no. 165; Richter 2011, cat. no. 223.
http://arachne.uni-koeln.de/item/objekt/33540

M: Marble (Parian: Richter). D: PH 0.23 m. P: U. First re-
corded in Rome; collection of Alessandro Albani (1692-
1779). Added to the collection in 1728. CA: Female head.
R: Lips and ears. The once-restored tip of the nose has been
removed. Post-antique restorers had also attached the head to
an ancient, draped female body. DOS: ¢. AD 150 (Richter).

@7 Germany, Dresden, Staatliche Kunstsammlungen, Alber-
tinum, Hm 184 (Fig. 74)

de Clarac 1850, 272, pl. 726, no. 1743; Herrmann 1925, cat.
no. 184; Richter 2011, cat. no. 224.
http://arachne.uni-koeln.de/item/objekt/5331

M: Marble. D: PH 0.44 m. P: U. First recorded in Rome;
collection of Fabrizio Naro (+1697). Added to the collection
together with 07 in 1728. These ancient fragments had been
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assembled into a baroque group depicting Pan and a nymph.
The group was disassembled in 1894, but put back together
again in 2009. CA: Sculpture group with Pan and a female
seated on a rock. Of the Invitation Female the torso and left
arm above the elbow are preserved. R: The female figure in
this post-antique sculpture group includes parts of two an-
cient sculptures: the legs of a seated figure and the female tor-
so discussed. Apart from these ancient fragments the female’s
head, right arm and hand, left lower arm and hand, and parts
of the knees are restored. For the plinth and the figure of Pan,
see 37.DOS: AD 1-200 (Richter).

@8 Germany, Munich, Antike am Kénigsplatz, Glyptothek,
551 (Fig. 7b)

Wiinsche 1989, 237-238.
http://arachne.uni-koeln.de/item/objekt/33538

M: Marble. D: PH 0.24 m. P: U. First recorded in Munich.
CA: Female head. R: None. DOS: Imperial Roman (Wiinsche).

Q@9 Great Britain, Liverpool, National Museums Liverpool,
World Museum, 1959.148.194 (Fig. 7b)

Michaelis 1882, 371, no. 194; Ashmole 1929, cat. no. 194.
http://arachne.uni-koeln.de/item/objekt/51232

M: Marble (Parian: Ashmole). D: H with base 0.415 m. H of
the ancient head 0.16 m. P: U. First recorded in the Ince
Blundell collection, near Liverpool. CA: Female head which
has, in post-antique times, been attached to a bust. R: The
bust and the nose restored. The surface has been reworked.
DOS: “The present copy is of uncertain date” (Ashmole).

@10 Great Britain, West Sussex, Petworth House, North Gal-
lery 32 (Fig. 7b)

Michaelis 1882, 611, no. 32; Raeder 2000, cat. no. 18.
http://arachne.uni-koeln.de/item/objekt/25200

M: Marble. D: H 0.50 m; H of head from scalp to chin
0.18 m. P: U. First recorded in Petworth. The larger part of
the Petworth collection was acquired in Rome during the
mid-18th century (see http://arachne.uni-koeln.de/item/
sammlungen/1000072). CA: Female head which has, in post-
antique times, been attached to a bust. R: The bust, the nose,
and the upper lip. The restorations of the face may be ancient.
DOS: “Spittrajanische Kopie” (Raeder).

@11 Greece, Piracus, Archacological Museum, E 86 (Fig. 7)
Despinis 1965, no. 1; Steinhauer 2001, 368.
http://arachne.uni-koeln.de/item/objekt/15393

M: Marble. D: PH 0.86 m. P: U. First recorded in Piraeus;
where it adorned a building facade. Transferred to the museum
by 1965. CA: Seated female. Preserved: torso, right arm down
to the wrist, the right leg and the larger part of its foot, the left
thigh and the knee. The surface of the plinth and the support
are badly battered. It is difficult to tell whether the support was
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originally shaped as a rock. R: None (2). The right ankle and
foot have broken off. DOS: 2nd century AD (Steinhauer).

@12 Greece, Rhodes, Archacological Museum, E 323 (Fig. 7b)
Gualandi 1976, cat. no. 7.
http://arachne.uni-koeln.de/item/objekt/33545

M: Marble. D: PH 0.14 m. P: Allegedly from the ancient
city of Kameiros, near present-day Kalavarda, on the island’s
north-west coast. CA: Female head. The sculpture’s surface is
badly worn. R: None. DOS: None suggested.

@13 Italy, Baia, Museo Archeologico dei Campi Flegrei,
231464 (Fig 7a)

Amalfitano ez al. 1990, fig. 305.
http://arachne.uni-koeln.de/item/objekt/33533

M: Marble. D: PH 0.93 m; width 0.50 m. P: Allegedly from
the ancient city of Cumae. CA: Female seated on a rock, placed
on a flat plinth. Preserved: torso, both upper arms, left hand,
both legs, part of the right foot, the rock. R: The sculpture ap-
pears to have been reassembled from at least two large parts,
with a break at the female’s waist and her arms. DOS: End of
1st century BC or early Ist century AD (Amalfitano et al.).

@14 Italy, Civitavecchia, Museo Nazionale Archeologico
Bastianelli 1933, 408-409, fig. 6; Brendel 1934, 432-433;
Bastianelli 1954, 77, pl. 13; Manderscheid 1981, cat. no. 43.
http://arachne.uni-koeln.de/item/objekt/33537

M: Marble. D: U. P: Excavated in 1933, in the caldarium
of the Terme Taurine in the ancient city of Centumcellae,
modern-day Civitavecchia. CA: Female head. R: None (?).
DOS: Hadrianic? (Manderscheid).

@15 Italy, Florence, Galleria degli Uffizi, 190 (Fig. 7a)

de Clarac 1850, 97, pl. 609, no. 1351; Amelung 1897, cat.
no. 84; Mansuelli 1958, cat. no. 52.
http://arachne.uni-koeln.de/item/objekt/5893

M: Marble (Pentelic: Mansuelli). D: H 1.01 m, without
the restored head 0.79 m. P: U. First recorded in Florence.
CA: Female seated on a rock, placed on a flat plinth. R: The
head, neck, the right hand and the fingers of the left hand,
both feet, and the front part of the plinth. DOS: Imperial Ro-
man (Arachne).

@16 Italy, Minturno, Antiquarium

Schneider 1991, cat. no. XV 17; Ghisellini 2017, 74, no. 10,
with references. I have not had access to photographs of the
sculpture.

M: Marble (‘Thasian?: Ghisellini). D: PH 0.58 m. P: Mintur-
no, seaside villa—uvilla maritima. CA: Hips, parts of the legs,
and the rock. R: None. DOS: Ist century BC (Ghisellini).
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@17 Italy, Naples, Museo Archeologico Nazionale, 6365
(Figs. 7a, 12)

de Clarac 1850, 87, pl. 603, no. 1328; Overbeck & Mau 1884,
549, fig. 284b; Ruesch 1908, cat. no. 1844; Kapossy 1969, 17.
http://arachne.uni-koeln.de/item/objekt/13295

M: Marble (Parian: Ruesch). D: H 1.11 m. P: Allegedly from
the ancient city of Pompeii. CA: Female seated on a rock,
placed on a flat round plinth. The female rests her left hand on
avessel, out of which water could flow. R: The head, the right
wrist and hand, the left foot and ankle. However, Ghisellini
suggests that the left foot might be ancient (Ghisellini 2017,
64). DOS: before AD 79 (if indeed found in Pompeii).

@18 Iraly, Rome, Antiquario al Celio

Schneider 1991, no. XV 22. Schneider mentions photograph
negative nos. “H.R. Goette 80/24.12-80/24.16.

M: Marble. D: U. P: U. First recorded in Rome (?) CA: Fe-
male lower body and plinth. R: None. DOS: U.

@19 Italy, Rome, Museo Nazionale Romano, 65.191 (Fig. 76)
Marconi 1926, 10 n. 3, 13, 15; Schneider 1991, no. XV 23;
Ghisellini 2017.

M: Marble. D: PH 0.21 m. P: U. First recorded in Rome (?).
CA: Female head. R: None. DOS: Early Augustan (Ghisellini).

@20 Italy, Rome, Musco Torlonia, 162 (Fig. 7a)

Visconti 1885, cat. no. 162; Gasparri 1980, 175, no. 162; Gas-
parri & Settis 2020, cat. no. 34.
http://arachne.uni-koeln.de/item/objekt/26884

M: Marble (Carrara: Gasparri; Thasian: Gasparri & Settis).
D: H 1.12 m. P: Allegedly excavated in the early 19th cen-
tury, in the area of the Villa dei Quintilii near Rome. J'15
found during the same excavations. CA: Female seated on a
rock, placed on a flat plinth. R: Head, the right hand and the
left foot, section of the left shoulder. Plinth most likely cut and
reduced at front and sides. DOS: Around 100 AD (Gasparri
& Settis).

@21 Italy, Venice, Museo Archeologico Nazionale, 63 (Fig. 76)
Diitschke 1882, cat. no. 363; Lippold ez al. 1920, nos. 2641~
2642; Traversari 1986, cat. no. 22.
http://arachne.uni-koeln.de/item/objekt/22313

M: Marble (Greek: Traversari). D: PH 0.46 m. P: U. First re-
corded in Rome; donated to the Museum in Venice in 1795
by Cardinal Girolamo Zulian (1730-1795), who assembled
his collection in Rome (see http://arachne.uni-koeln.de/
item/sammlungen/1000589). Zulian’s collection also inclu-
ded J18. CA: Colossal female head. The back of the head is
flat. R: None. DOS: 2nd century AD (Traversari).
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@22 Switzerland, Basel, Antikenmuseum, KA 233 (Fig. 7a)
Blome 1999, 34-35.
http://arachne.uni-koeln.de/item/objekt/33532

M: Marble. D: PH 0.87 m. P: U. First recorded in Basel (2).
CA: Female seated on a rectangular block. The female’s torso,
left arm and hand, and both thighs are preserved. R: None?
DOS: Roman (Blome).

Q@23 Switzerland, Geneva, Musée d’Art et d’Histoire, 019026
(Figs. 6a—d, 7a)

Récz 1965, cat. no. 107; Chamay & Maier 1990, cat. no. 34.
http://arachne.uni-koeln.de/item/objekt/33530

M: Marble. D: H 1.10 m. P: U. First recorded in Naples
where it was purchased by Ludwig Pollak (1868-1943) in
1909. Deposited in the museum for safe-keeping during the
Second World War; later purchased by the museum. CA: Fe-
male seated on a rock. The sculpture has been reassembled
from four large fragments; the head, the torso, the left lower
arm, and the lower part of the body including the rock and the
plinth. The head has been cleaned with acid. R: Mainly sec-
tions at the joints between preserved parts. DOS: Early 2nd
century AD (Chamay & Maier).

@24 Tunisia, Tunis, Musée National du Bardo, C 16 (Figs. 74, 8)
Coudray la Blanchére & Gauckler 1897, cat. no. C 16; Reinach
1920, 119, no. 6; Yacoub 1982, 65; Stihli 1995, cat. no. D 16.
http://arachne.uni-koeln.de/item/objekt/19148

M: Marble. D: H 0.40 m. P: Allegedly from the Roman city
of Thysdrus, present-day El Djem, Tunisia. CA: The head,
shoulders, breasts, right arm, and left upper arm of a female.
R: None (?). Judging from photographs the preserved frag-
ment has been reassembled from three large fragments: the
head, the torso and upper arms, and the right lower arm.
DOS: Imperial Roman (Arachne).

@25 Turkey, Antakya, Archacological Museum, 10588 (Fig. 74)
Brinkerhoft 1965, 27, pl. 6.
http://arachne.uni-koeln.de/item/objekt/393

M: Marble (Proconnesian: Brinkerhoff). D: PH 0.90 m.
P: Allegedly found in the vicinity of the ancient city of An-
tioch, present-day Antakya in Turkey. CA: Female seated on
a rock, with her left hand placed on a vessel. Parts of a, seem-
ingly, very thin, flat plinth. Preserved: torso, left arm, the
larger part of the left leg. R: None (?). DOS: Imperial Roman
(Arachne).

@26 Turkey, Selguk, Efes Miizesi

Rathmayr 2011, 137-138, 145.

M: Marble. D: U. P: Ephesos, allegedly from the fountain
— Hydprekdochion—of C. Laecanius Bassus erected around
AD 80, where §24 is also believed to have been displayed.
CA: Female torso. R: None. DOS: Flavian (Rathmayr).
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@27 Turkey, Side, Museum, 76 (Fig. 74)

Inan 1975, cat. no. 61.
http://arachne.uni-koeln.de/item/objekt/33534

M: Marble. D: H 0.60 m, width 0.65 m, depth 0.43 m.
P: The ancient city of Side, near present-day Manavgat in Tur-
key. Found in 1949 during the excavations of the east gate of
the agora. CA: The lower part of a female, seated on a rock.
Preserved: thighs, a part of the right lower leg, the left hand.
Drill-hole through the rock, below the female’s left hand. Due
to its coarseness, which contrasts with the general finish of the
sculpture, the hole has been interpreted as a later addition.
R: None. DOS: Beginning of the Antonine period (Inan).

@28 US, Baltimore, Maryland, the Walters Art Museum,
23.288 (Figs. 7b, 10a—d)

Walters Art Gallery 1971, 8; Hill 1974.
http://arachne.uni-koeln.de/item/objekt/33539

M: Marble (Parian: Hill). D: H 0.21 m. P: U. First recorded
in Mainz, Germany, in the collection of Erdmuthe Hafner.
Purchased for the museum in 1971. CA: Female head with a
drill-hole running through the mouth. R: None. DOS: Impe-
rial Roman (Arachne).

Q@29 US, Boston, Massachusetts, Museum of Fine Arts,
03.758 (Figs. 7b, 11a-b)

Paton 1904, 382; Caskey 1925, cat. no. 92; Vermeule 1969,
61-62; Comstock & Vermeule 1976, cat. no. 194.

M: Marble. D: PH 0.14 m. P: U. First recorded in Rome;
where it was purchased by a previous owner. Donated to the
museum in 1900. CA: Female head with the hand of a second
figure at the back. R: None. DOS: Gracco-Roman (Com-
stock & Vermeule).

@30 Vatican, Musei Vaticani, Magazzino ex Ponteggi, 10282
(Fig 75)

Benndorf & Schéone 1867, cat. no. 276; Arndt & Amelung
1914, no. 2153; Vorster 2004, cat. no. 133.
http://arachne.uni-koeln.de/item/objekt/22057

M: Marble (yellowish-white, fine-grained, transparent: Vor-
ster). D: H 0.32 m; H of ancient fragment 0.20; H of face
0.15. P: U. First recorded in Rome (the Vatican). Kept in the
Lateran Museum until 1963 (room 10, no. 531). CA: Female
bust. R: The bust, the nose, the chin, a part of the lower lip.
The surface is much worn. DOS: 1st century BC (Vorster).

@31 Vatican, Musei Vaticani, repository, 179 (Fig. 7b)
Kaschnitz-Weinberg 1936, cat. no. 179.
http://arachne.uni-koeln.de/item/objekt/33543

M: Marble (Greek, coarse-grained: Kaschnitz-Weinberg).
D: PH 0.23 m. P: U. First recorded in Rome (the Vatican).
CA: Female head. R: None. DOS: Antonine (Kaschnitz-
Weinberg).
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@32 Vatican, Musei Vaticani, repository, 180 (Figs. 7a, 9)

de Clarac 1850, 269-270, pl. 725, no. 1739; Kaschnitz-Wein-
berg 1936, cat. no. 180; Kapossy 1969, 37; Marquardt 1995,
cat. no. V.7.2; Stihli 1999, cat. no. 13.
http://arachne.uni-koeln.de/item/gruppen/401428

M: Marble. D: H 1.13 m; H of female’s head 0.18 m; H of
plinth: at the front ¢. 0.09 m, at the back 0.15 m. Width of the
base 0.69 m. P: U. First recorded in Rome; belonged to Thomas
Jenkins (1722-1798), then purchased by Pope Clemens XIV
(1705-1774). CA: A female seated on a rock is approached by
Pan, who stands to her right. She has her left hand placed on
a vessel lying on the rock. With her right hand she holds the
cloth covering her lower body. Her head and right upper arm
have been reattached. Pan, rendered in a smaller scale than the
female, has his left arm placed around the female’s shoulders.
With his right hand he tugs at her garment. He takes a step to-
wards his companion with his goat-shaped legs. Pan’s head has
been re-attached. R: Female: the tip of her nose, her right hand,
with a part of the cloth, the index finger of the left hand, both
her feet, her right lower leg, a small part of the vessel. Pan: the
tip of his nose and his lower lip, both goat horns, the right arm,
the left hand (including a small section of the female’s shoul-
der), the right lower leg and hoof, a part of the left leg. Also
a section of the tree-shaped support behind Pan has been re-
stored. DOS: Antonine (Kaschnitz-Weinberg).

@33 Whereabouts unknown, previously in Great Britain,
London, Sotheby’s, 4 May 1931 (Fig. 7b)

Sotheby’s London 1931, cat. no. 88, pl. 2.
http://arachne.uni-koeln.de/item/objekt/33541

APPENDIX 2. THE INVITATION SATYR

Concordance of earlier lists of replicas

M: Marble (Rosso antico: Sotheby’s). D: PH 0.20 m. P: U.
First recorded in Cairo, Egypt: in the collection of Madame
M. Charles K. Sursock. Put up for sale at Sotheby’s London on
4 May 1931. CA: Female head; the chin and right cheek are
missing. R: None. DOS: Early 2nd century AD (Sotheby’s).

@34 Whereabouts unknown, previously in Italy, Frascati,
Villa Borghese-Parisi

Schneider 1991, cat. no. XV 11.
http://arachne.uni-koeln.de/item/objekt/6773

M: Marble. D: U. P: U. First recorded in Frascati (?). Pur-
chased by an art dealer on the Via della Fontanella Borghese
in Rome in 1976 (“laut brieflicher Mitteilung von H. Sichter-
mann [DAI Rom, 12.11.1980, Tgh.-Nr. 1265] an R. Horn in
Gittingen” as recorded by Schneider). CA: Judging from the
available photographs, the sculpture preserves the larger part
of the seated female’s body and her head. The female is seated
on arock, placed on a flat round plinth. R: U. DOS: Imperial
Roman (Arachne).

@35 Whereabouts unknown, previously in US, New York,
Sotheby’s, 7 December 2005

Sotheby’s New York 2005.

M: Marble. D: H 1.30 m. P: U. First recorded in a French
private collection (?) CA: Pan and a female seated on a rock.
Pan holds his left arm around the female’s shoulders and tugs
at the cloth covering her lower body. R: U. Possibly a post-
antique composition combining a sculpture of Pan from the
Pan and Daphnis Group with an example of the Invitation
Female. DOS: Imperial Roman (Sotheby’s).
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Denmark, Copenhagen,
Nationalmuseum, ABb 10

This satyr head does not repeat the anatomical
forms seen in the sculpture in the Palazzo
Corsini (317), as is evident foremost from the
rendering of the hair, which is less voluminous
and does not repeat the same pattern of locks.
For general information on the sculpture, see
Copenhagen National Museum 1950, 82, no. 1.
I thank Mr John Lund at the Nationalmuseum
for confirming that this is the sculpture to which
Brinkerhoff refers, and which is included in the
catalogue of 1950.

France, Paris, Musée du XIV 14

Louvre, MA 383

p. 101,

no.3

XIII See catalogue entry below.
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Present whereabouts & o @ m2| A2 | ZQ| TS O | Comments
France, Paris, Musée du p- 101, | - 13 XIV1s5|3 X1V g2 | See catalogue entry below.
Louvre, MA 395 n 1,
no.2
France, Paris, Musée du p- 102, | “Louv. 17 XIV 16 |4 XXVIII | g3 | See catalogue entry below.
Louvre, MA 528 n.2 528”
France, Paris, Musée du - - - - - XV G4 | See catalogue entry below.
Louvre, MA 4876 (on
long-term loan to Poland,
Warsaw, National Museum,
inv. 143398)
France, Versailles, Chateau |- - - XIV31|5 XIX g5 | See catalogue entry below.
de Versailles et de Trianon,
MV 7959
Germany, Betlin, Staatliche |- - - XIvV2 |- XXII 36 | See catalogue entry below.
Museen, Antikensammlung,
Sk 268
Germany, - - 9/10 |- 6 - - Brinkerhoff has exchanged the inv. nos. for the
Dresden, Staatliche satyr and nymph listed as nos. 9 & 10. As he
Kunstsammlungen, speaks of a head and a torso, he probably also
Albertinum, Hm 166 includes Hm 237, a satyr torso to which the head
Hm 166 was previously attached. Neither of
these two fragments repeats the anatomical forms
represented by the satyr in the Palazzo Corsini
(3'17). For general information on the sculptures,
see Richter 2011, cat. nos. 211, 213.
Germany, p. 101, | “Alb.264” |5 X3 |7 Vv g7 | Brinkerhoff has misunderstood the abbreviations
Dresden, Staatliche n 1, used in Lippold’s list when he states that the
Kunstsammlungen, no.7 sculpture is kept in the Villa Albani (as noted in de
Albertinum, Hm 264 Luca 1975, 74 n. 21). See catalogue entry below.
Great Britain, London, - - - XIvV9 |- - gs | Ithank Prof. Schneider for bringing this sculpture
British Museum, 1647 to my attention. See catalogue entry below.
Great Britain, London, - - 23 - 8 IX - Of this sculpture only the shoulders and the
Sir John Soane’s Museum, left chest are preserved. Due to the bad state
20MC of preservation I have chosen to exclude this
sculpture from the present study. Requests to view
the sculpture at the museum have been denied.
For general information on the sculpture, see Mi-
chaelis 1882, 475, no. 6; Vermeule & von Bothmer
1959, 331, no. 6.
Great Britain, Oxford, p- 101, | “Cook” 21 XIV13 |9 XII g9 | See catalogue entry below.
Ashmolean Museum, n. 1,
1947.269 no.6
Greece, Athens, Kerameikos | - “Athen” |22 XIV1 |10 I 310 | See catalogue entry below.
Museum, 8071
Italy, Florence, Galleria degli | p. 101, | “Uff. A. 1 XIv4 |11 VI J11 | See catalogue entry below.
Uffizi, 220 n. 1, 657
no. 1
Italy, Naples, Musco p-103, |- (48) - - - - Brinkerhoff lists the sculpture as an adaptation,
Archeologico Nazionale, n.2 hence the brackets. The features of the satyr
5076 depicted on this double herm from Pompeii do
not comply with the head type discussed in this
study. The locks of hair framing the head differ.
For general information on the sculpture, see
Pozzi ez al. 1989, cat. no. 237.
Italy, Ostia, Museo Ostiense, | - - - XIV12 |12 XI & J12 | See catalogue entry below.
97 & 1109 XXVIL
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Present whereabouts [ — A= | o= | & [CRS O | Comments
Italy, Rome, Galleria - - 26 - 13 - - This satyr torso does not repeat the pose seen in
Borghese, IF 1883, VL the sculpture in the Palazzo Corsini (§17). The
first mentioned torso is not bent forward, as is the
latter. For general information on the sculpture,
see Moreno & Viacava 2003, cat. no. 87.
Italy, Rome, Museo - - - XIV18 |- - J'13 | I thank Prof. Schneider for bringing this sculpture
Capitolino, 246 to my attention. See catalogue entry below.
Italy, Rome, Museo - - - XIV22 |- - JF14 | I thank Prof. Schneider for bringing this sculpture
Nazionale Romano, 121315 to my attention. See catalogue entry below.
Italy, Rome, Musco p- 101, | “Mus. 3 XIV23 |14 XVI J15 | See catalogue entry below.
Torlonia, 21 n. 1, Torlonia
no.4 (217
Italy, Rome, Museo - - 19 - - - - This torso, referred to by Brinkerhoff, cannot be
Torlonia, inv. no unknown traced (as noted in de Luca 1975, 74 n. 21).
Italy, Rome, Palazzo - - - XIvV19 |- XXX J16 | I thank Prof. Schneider for bringing this sculpture
Colonna, 126 to my attention. See catalogue entry below.
Italy, Rome, Palazzo Corsini, | - “Pal. 15 XIV20 |15 XVII &'17 | Brinkerhoff wrongly states that the sculpture
710 Torlonia” is kept in the Palazzo Torlonia in Rome. See
catalogue entry below.
Italy, Venice, Museo p- 103, | - 7 XIV29 |16 XXXI | 318 | See catalogue entry below.
Archeologico Nazionale, 39 |n.1
Italy, Venice, Museo - - - XIV30 |17 - 319 | See catalogue entry below.
Archeologico Nazionale, 223
Libya, Cyrene, Archacological | - - - XIV7 |- - G20 | I thank Prof. Schneider for bringing this sculpture
Museum, 14.248 to my attention. See catalogue entry below.
Libya, Sabratha, Museum - - - XIV 24 |- - 21 | I thank Prof. Schneider for bringing this sculpture
(sculpture) to my attention. See catalogue entry below.
Libya, Sabratha, Museum - - - XIvV2s |- - G222 | Ithank Prof. Schneider for bringing this mould to
(mould) my attention. See catalogue entry below.
Russia, Saint Petersburg, - - - XIV8 |- - &23 | I thank Prof. Schneider for bringing this sculpture
Hermitage, A. 152 to my attention. See catalogue entry below.
Spain, Valladolid, Museo de |- - - - 18 - - This bronze satyr head repeats the traits of the
Valladolid, 9817 restored head attached to the satyr in the Uffizi
(G11). It is therefore most likely a modern
forgery, see Habetzeder 2012, 151-152; for
general information on the sculpture, see Delibes
de Castro ¢z al. 1997, 126.
Turkey, Antakya, - - 11 - 19 XXI - The rendering of the hair on this fragmentary
Archaeological Museum, marble satyr head does not repeat that seen on
1220 the sculpture in the Palazzo Corsini (§'17). On
the piece in Antakya the locks all run away from
the face in nearly parallel curved lines. For general
information on the sculpture, see Brinkerhoff
1970, 39-40; Meischner 2003, cat. no. 13.
Turkey, Selguk, Ephesos - - - XIV26 |20 XVIII | 324 | See catalogue entry below.
Museum, 2357
US, Barnstable, Massachusetts, | - - - - - XXIV G25 | See catalogue entry below.
Private collection
US, Kansas City, Montana, |p. 101, |- 20 XIVé6 |21 VIII 326 | See catalogue entry below.
Nelson Atkins Museum of | n. 1,
Art, 34-135 no. 5
US, Minneapolis, - - - XIV 11 |22 X G27 | See catalogue entry below.
Minnesota, Minncapolis
Institute of Arts, 70.39
US, Princeton, New Jersey, |- - - XIV17 |23 XXIX | g28 | See catalogue entry below.
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Present whereabouts | = B=| o= | & [CIN] O | Comments
Vatican, Musei Vaticani, - “Vat. 24 XIV 27 |24 v G29 | See catalogue entry below.
Repository, 186 Mag,
Vatican, Musei Vaticani, - - XIV 28 |25 XXIII g30 | See catalogue entry below.
Magazzino Corazze, 10303
Whereabouts unknown, - - XIV 10 |26 I g31 | See catalogue entry below.
previously in Egypt,
Alexandria, Private collection
Whereabouts unknown, - - (54) 27 XX - Brinkerhoff lists the sculpture as a forgery, hence
previously in Germany, the brackets. The sculpture is most likely post-
Wiesbaden, Altertumsmuseum antique. Habetzeder 2012, 149-151.
Whereabouts unknown, - - - - XXVI | g32 | See catalogue entry below.
previously in Great Britain,
London, Arts market
Whereabouts unknown, - - XIv2l 33 | See catalogue entry below.
previously in Italy, Rome,
Arts market
Whereabouts unknown, - - 16 - 28 111 - The sculpture is most likely post-antique.
previously in Romania, Habetzeder 2012, 149-151.
Bucharest, Muzeul National
de Antichitati
Whereabouts unknown, p- 101, | - 25 XI1v 29 vl G134 | See catalogue entry below.
previously in Russia, Saint | n. 1, Sa-b
Petersburg, collection of no. 8
Empress Catherine II

Catalogue

J'1 France, Paris, Musée du Louvre, MA 383 (Fig. 144)

de Clarac 1850, 252-253, pl. 297, no. 1711; Frohner 1878,
cat. no. 266; Villefosse & Michon 1922, 21, cat. no. 383; Kal-
veram 1995, cat. no. 83.
http://arachne.uni-koeln.de/item/objekt/14648

M: Marble (Parian: Frohner). D: H 1.35 m. P: U. First re-
corded in Rome; in the collection of Cardinal Scipione Bor-
ghese (1567-1633). CA: A standing young man. The sole of
a foot-clapper below the right foot. A support, shaped like a
tree-trunk, to the left. Flat rectangular plinth. R: The right
forearm, both hands, the right foot with the foot-clapper, a
part of the left leg and foot. I assume that also the support
(connected to the partly restored left leg) and parts of the
plinth are modern, although this is not specified in the cata-
logue entries. The head is ancient but does not belong. Re-
stored by Guillaume Berthelot (1580-1648), as Narcissus
admiring his own reflection. DOS: None suggested.

J2 France, Paris, Musée du Louvre, MA 395 (Fig. 144)

de Clarac 1850, 252-253, pl. 297, no. 1710; Frohner 1878,
cat. no. 265; Villefosse & Michon 1922, 21, cat. no. 395;
Charbonneaux 1963, 70.
http://arachne.uni-koeln.de/item/objekt/ 14647
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M: Marble (Parian: Frohner). D: H 1.32 m. P: Allegedly ex-
cavated in Rome during the 1630s, together with 'S (Has-
kell & Penny 1981, 205). Previously in the collection of Car-
dinal Jules Mazarin (1602-1661) in Paris. CA: A standing
satyr, wearing a wreath with leaves (ivy?), and holding a set
of cymbals in his hands. He steps on a foot-clapper with his
right foot. A support shaped like a tree-trunk stands to the
figure’s left, on which hang a fawn-skin and a set of panpipes.
Rectangular plinth. R: Contrary to what Frohner states, the
reattached head does most likely belong to the ancient statue.
Frohner is also wrong in stating that the right arm is ancient
but reattached: both arms are restored. Furthermore, both legs
are restored, from the thighs and down. T assume that also the
support and the plinth are restored. DOS: None suggested.

J'3 France, Paris, Musée du Louvre, MA 528 (Figs. 14b, 15)
de Clarac 1850, 188, pl. 1082, no. 2763A; Frohner 1878, cat.
no. 276; Villefosse & Michon 1922, 30, cat. no. 528; Char-
bonneaux 1963, 70.
http://arachne.uni-koeln.de/item/objekt/130566

M: Marble (Greek: Frohner). D: H 0.46 m. P: Found in Vi-
enne, France, in 1820, in the remains of a lavishly decorated
room of Roman date. Offered as a gift to King Louis XVIII


http://arachne.uni-koeln.de/item/objekt/14648
http://arachne.uni-koeln.de/item/objekt/14647
http://arachne.uni-koeln.de/item/objekt/130566

454 + JULIA HABETZEDER - THE INVITATION TO THE DANCE

(1755-1824) in the same year. Frohner mentions rumours
that further fragments of the sculpture were found and sold.
CA: A bust of a satyr. Red paint preserved in the hair. The
satyr wears a thin fillet around his head. R: Several small frag-
ments of the original sculpture’s neck and shoulders have been
reassembled in a post-antique bust. Older photographs often
show a restored right ear and tip of the left ear; restorations
that have now been removed. DOS: None suggested.

J'4 France, Paris, Musée du Louvre, MA 4876 (on long-term loan
to Poland, Warsaw, National Museum, inv. 143398) (Fig 144)
Ghisellini 2017, 72 no. XV (with further references).

M: Marble. D: H 1.55 m, H of head 0.25 m. P: Allegedly
found in the area of the SS. Quattro Coronati on the Cae-
lian Hill in Rome. Previously in the collection of Cardinal
Jules Mazarin (1602-1661) in Paris (?). CA: Standing satyr
wearing a wreath of pine needles and holding small knobs
(onto which, presumably, cymbals could be attached) in his
hands. Foot-clapper below the right foot. Support shaped as
a tree-trunk at left side. Oval plinth shaped as rock. R: Right
leg, part of left leg, both arms. Presumably also pine branch
covering genitals, and perhaps plinth and part of support?
DOS: Hadrianic (Ghisellini).

J'5 France, Versailles, Chateau de Versailles et de Trianon,
MV 7959 (Fig. 14a)

Haskell & Penny 1981, cat. no. 34 n. 12; Hoog 1993, cat.
no. 604; Ghisellini 2017, 72, no. XIX with references

M: Marble. D: H 1.48 m, width 0.81 m, depth 0.73 m. P: Al-
legedly excavated in Rome during the 1630s, together with G2
(Haskell & Penny 1981, 205). Previously in the collection of
Cardinal Jules Mazarin (1602-1661) in Paris. CA: Standing
satyr wearing a wreath of pine needles and holding cymbals in
his hands. Foot-clapper below the right foot. Support shaped
as a tree-trunk at left side. Flat oval plinth. R: Unspecified. I
make the following assessment, based on the photographs
available at http://www.photo.rmn.fr/archive/12-583074-2C
6NU02ZSAG3.html and http://www.photo.rmn.fr/archive
/00-026044-2C6NUOVPLEPX .html: head reattached, both
arms post-antique, legs reassembled from several pieces—mak-
ing the assessment difficult—the right heel, toes and the block
of stone beneath the right foot are most likely restorations. The
left leg below the thigh seems to be restored, along with the sup-
port and the plinth. DOS: None suggested.

J'6 Germany, Berlin, Staatliche Museen, Antikensammlung,
Sk 268 (Fig 14b)

Conze & Kekulé von Stradonitz 1891, cat. no. 268; Hiineke
2009, 371, cat. no. 233.
http://arachne.uni-koeln.de/item/objeke/105800

M: Marble (Greek: Conze & Kekulé von Stradonitz; Hiineke).
D: H 0.60 m, H of ancient head 0.24 m. P: Allegedly from
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Rome, where it is believed to have been purchased by Carl-
Heinrich von Gleichen in the 1750s. Later owned by Count-
ess Wilhelmine von Beyreuth (1709-1758). Donated to the
museum in 1830. CA: A bust of a young satyr wearing a fillet
around his head. R: Only the head is ancient, with restored de-
tails: the lock of hair falling down over the forehead, a section
of the forehead, the larger part of the left eye and the nose, the
mouth and the chin. DOS: 100-50 BC (Hiineke).

07 Germany, Dresden, Staatliche Kunstsammlungen, Alber-
tinum, Hm 264 (Fig. 14a)

de Clarac 1850, 272, pl. 726, no. 1743; Herrmann 1925, cat.
no. 264; Richter 2011, cat. no. 225.
http://arachne.uni-koeln.de/item/objeke/5211

M: Marble. D: H of torso (excluding fitting at its lower end)
0.46 m, from the pit of the neck to the navel 0.27 m, width at
the armpits 0.24 m. P: U. First recorded in Rome; in the collec-
tion of Fabrizio Naro (11697). Purchased for its current collec-
tion together with @7 in 1728; see catalogue entry above. CA:
Sculpture group with Pan and a female seated on a rock. Of the
ancient Invitation Satyr the torso is preserved. R: Small plaster
repair at the chest. DOS: 1st-2nd century AD (Richter).

J8 Great Britain, London, British Museum, 1805,0703.30
(Fig. 14b)

Smith 1904, cat. no. 1647; https://www.britishmuseum.org/
collection/object/G_1805-0703-30

M: Marble (Parian [?]: Smith). D: H 1.09 m. P: U. First re-
corded in Rome, in Palazzo Maccarani, later owned by Charles
Townley. CA: Standing satyr holding panpipes in the left
hand and a shepherd’s staff in the right. Does not wear wreath,
possibly a fillet? R: Head of Invitation satyr added to another
ancient satyr sculpture. On the head, the nose is restored. Re-
stored by Alessandro Algardi (1592-1654). DOS: lst—carly
2nd century AD (Museum Online catalogue).

39 Great Britain, Oxford, Ashmolean Museum, 1947.269
(Fig. 14a)

Michaelis 1882, 632, no. 42; Strong 1908, cat. no. 9.
http://arachne.uni-koeln.de/item/objekt/24208

M: Marble (Greek: Strong). D: H 0.59 m. P: U. First record-
ed in London, the collection of Francis Cook (1817-1901) in
Doughty House, Richmond. CA: Torso of a satyr. R: None.
There are clear marks of chisel-work on a large damaged part
on the right side of the satyr’s chest. DOS: None suggested.

J'10 Greece, Athens, Kerameikos Museum, 8071 (Figs. 144, 17)
Muthmann 1931; 1951, 72; Ohly 1963, 16; Kapossy 1969,
36; Geominy 1999a, pls. 37:3, 38:1, 38:3, 39:3.
http://arachne.uni-koeln.de/item/objekt/1327
M: Marble. D: H torso’s upper section 0.42 m on right side;
0.27 m in the middle. H of support, including satyr’s hand


http://www.photo.rmn.fr/archive/12-583074-2C6NU02ZSAG3.html
http://www.photo.rmn.fr/archive/12-583074-2C6NU02ZSAG3.html
http://www.photo.rmn.fr/archive/00-026044-2C6NU0VPLEPX.html
http://www.photo.rmn.fr/archive/00-026044-2C6NU0VPLEPX.html
http://arachne.uni-koeln.de/item/objekt/105800
http://arachne.uni-koeln.de/item/objekt/5211
http://arachne.uni-koeln.de/item/objekt/24208
http://arachne.uni-koeln.de/item/objekt/1327

0.75 m. H of plinth 0.09 m. P: Parts of the sculpture were
found during two excavation campaigns at the Kerameikos,
Athens. Found in 1929: upper part of the torso, half of the
left upper arm, support with the satyr’s lefc hand, and a sec-
tion of the plinth. These pieces lay in a channel south of the
Dipylon gate, 7 m from the south-east corner of the Old Pom-
peion. Found in 1961: the lower part of the torso, the satyr’s
legs, a part of his right foot. These parts were unearthed in
a drainage channel next to a large Late Antique foundation,
again close to the Old Pompeion. CA: Standing satyr, playing
afoot-clapper (?) and placing his left hand on the tree-shaped
support at his left. On the support hangs a fawn-skin and a
set of panpipes. Fountain figure with water channel through
the fawn-skin’s open mouth. R: None. DOS: AD 150-200
(Muthmann).

J'11 Italy, Florence, Galleria degli Uffizi, 220 (Fig. 144)

de Clarac 1850, 252-253, pl. 715, no. 1709; Heydemann
1879, 76, no. 546; Amelung 1897, cat. no. 65; Mansuelli
1958, cat. no. 51; Haskell & Penny 1981, cat. no. 34.
http://arachne.uni-koeln.de/item/objekt/5891

M: Marble (Parian: Mansuelli). D: H 1.43 m. P: U. First
recorded in Florence. The sculpture may have been in Rome
during the 16th century, but it is first securely recorded in
1665 as being in the collection of the Medici family in Flor-
ence. Since 1688 it is known to have been in the Tribuna of
the Uflizi—apart from having been sent to Palermo for safe-
keeping during the years 1800-1803. CA: A standing satyr
with cymbals in his hands and a foot-clapper under the right
foot. A support, shaped like a tree-trunk, to the left. Flat, oval
plinth. R: Head with neck, arms, toes and heel of the right
foot, toes of the left. A break runs through the legs, below the
knees, and the support, where restorations have been inserted.
DOS: 250 BC (Amelung). This carly date has, however, been
rejected by Mansuelli.

d'12 Iraly, Ostia, Musco Ostiense, 97 & 1109 (Figs. 14a—b)
Calza & Squarciapino 1962, 38, no. 14 (head); Helbig ez /.
1972, cat. no. 3040 (head); Cicerchia & Marinucci 1992, cat.
nos. A9 (head), A15 (torso).
hetp://arachne.uni-koeln.de/item/objeke/14092 (head)

M: Marble (probably Greek: Cicerchia & Marinucci). D: H
ofhead 0.27 m; H of torso 0.63 m. P: Two fragments excavat-
ed in 1927, in the Terme del Foro at Ostia. They were found
in a service corridor linking the furnaces with a suite of rooms.
At some point the bath’s furnaces were instead used as lime-
kilns, which is probably why several fragmentary sculptures
were found in the corridor, see Cicerchia & Marinucci 1992,
145. CA: The head and torso of a satyr wearing a wreath made
of pine needles. They are listed as separate sculptures by Ci-
cerchia & Marinucci, but as they correspond as far as marble
type, size, and find-spot are concerned, it seems very likely
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that they are parts of the same sculpture, as already suggested
in Geominy 1999a, 153 n. 20. R: None. DOS: 2nd century
AD (Cicerchia & Marinucci).

d'13 Iraly, Rome, Musco Capitolino, 246 (Fig. 14b)

Stuart Jones 1912, 128, no. 54a; Schneider 1991, no. XIV 18.
http://arachne.uni-koeln.de/item/objekt/ 15974

M: Marble. D: H 0.27 m. P: U. First recorded in Rome. Previ-
ously in Villa Albani. CA: Bust of satyr. No wreath, possibly
ribbon. R: Bust, some locks of hair, both horns, small part
above the left temple, part of left eyebrow, part of right ear, tip
of the nose, part of the left cheek, lower lip, and chin. Surface
cleaned and overworked. DOS: None suggested?

J'14 Italy, Rome, Museo Nazionale Romano, 121315 (Fig. 14b)
Schneider 1991, no. XIV 22.
http://arachne.uni-koeln.de/item/objeke/17045

Schneider gives the reference “Ginliano, Mus.Naz.Rom. I
1, 154 f Nr. 106 mir Abb. (O. Vasori)” and refers to photo-
graph negatives “Gab.For.Naz. E 24372; E 24373. Inst.Neg.
Rom 76.1968. Mus.Fot. 47672” which I could not consult on
short notice. The DAI photograph (Inst.Neg.Rom) is how-
ever available at Arachne: http://arachne.uni-koeln.de/item/
marbilderbestand/3237704.

M: Marble. D: H with neck 0.33 m. P: Found in Rome, Via
Varese in 1940. CA: Head of satyr. R: None. DOS: None
suggested?

d'15 Italy, Rome, Musco Torlonia, 21 (Fig. 14a)

Gerhard 1830, 76; Visconti 1885, cat. no. 21; de Luca 1975,
77 n. 31; Gasparri 1980, 158, no. 21; Gasparri & Settis 2020,
cat. no. 35.
http://arachne.uni-koeln.de/item/objeke/131392

M: Marble (Greek: Gasparri; Microasiatic: Gasparri & Settis).
D: H 1.55 m; H of plinth 0.12 m; H of support at its front
0.71 m, the right foot is raised 0.06 m above the plinth. P: Al-
legedly excavated in the early 19th century, in the area of the
Villa dei Quintilii near Rome; @20 was found during the same
excavations. CA: Standing satyr wearing a pine wreath, holding
acymbal in the right hand and grasping the tree-shaped support
with his left; foot-clapper beneath right foot. The head has been
reattached. R: nose, left cheek, chin, both arms and hands, right
leg with foot and the upper part of the foot-clapper, left foot up
to above the ankle. The plinth has been made thicker by adding
a section below the ancient remains. The entire surface of the
sculpture is damaged due to post-antique cleaning. DOS: Sec-
ond half of 1st century AD (Gasparri & Settis).

J'16 Italy, Rome, Palazzo Colonna (Fig. 14b)

Carinci ez al. 1990, cat. no. 73.
http://arachne.uni-koeln.de/item/marbilderbestand /3392161
http://arachne.uni-koeln.de/item/marbilderbestand /3392162
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M: Marble. D: H 0.54 m; H of head 0.24 m. P: U. First re-
corded in Rome. Possibly previously in the collection of the
Salviati family in Rome. CA: Bust of satyr. R: Neck and bust,
parts of the hair over the forehead and the right ear, tip of the
right horn, tip of the nose. DOS: None suggested?

d'17 Italy, Rome, Palazzo Corsini, 710 (Figs. 13a—¢, 14a)

de Clarac 1850, 247, pl. 709, no. 163B; Matz & von Duhn
1881, cat. no. 416; de Luca 1975; 1976, cat. no. 15.
http://arachne.uni-koeln.de/item/objekt/28969

M: Marble (white with yellowish surface: de Luca). D: H
1.46 m; H without plinth 1.35 m; H of face 0.16 m; H of
support above the plinth 0.72 m. P: Allegedly from the area of
the Villa dei Quintilii near Rome. CA: Standing satyr, wear-
ing a wreath made of pine needles, and holding cymbals, a
sole (but no clappers) beneath the right foot, support shaped
as tree-stump. R: The tip of the nose, a section of the right
cheek, the neck (the original head has been reattached), both
arms and hands with the cymbals, the right leg and parts of
the right foot, a section of the additional support that runs
between the satyr’s right calf and the tree-trunk, toes of the
left foot, sections at the left side of the support and the plinth.
Small repairs on the left side of the satyr’s chest and on his left
leg. DOS: Antonine (de Luca).

J'18 Italy, Venice, Museo Archeologico Nazionale, 39 (Fig. 14b)
Diitschke 1882, cat. no. 314; Lippold ez al. 1920, nos. 2599-
2600; Traversari 1986, cat. no. 23.
http://arachne.uni-koeln.de/item/objekt/22253

M: Marble. D: H 0.67 m; H chin to hairline above forehead
0.33 m. P: U. First recorded in Rome; collection of Cardi-
nal Girolamo Zulian (1730-1795); see @21. CA: Colossal
head of a satyr. R: The tip of the nose, a part of the right ear.
Damage on the right cheek and the neck. The sculpture is
said to have been restored by Antonio Canova (1757-1822).
DOS: 2nd century AD (Traversari).

d'19 Italy, Venice, Museo Archeologico Nazionale, 223 (Fig. 14b)
Diitschke 1882, cat. no. 107; Traversari 1986, cat. no. 24.
http://arachne.uni-koeln.de/item/objekt/22243

M: Marble (Greek: Traversari). D: H 0.22 m. P: U. First
recorded in Rome, where it belonged to the Venetian Gri-
mani family, who are known to have excavated antiquities on
their land on the Quirinal Hill. The sculpture was donated
to the collection in Venice after the death of Giovanni Gri-
mani (1506-1593) (see http://arachne.uni-koeln.de/item/
sammlungen/1000399). CA: Head of a satyr wearing a thin
fillet around his head. R: The nose and parts of the eyebrows.
There are small areas of damage at the chin, the cheeks, and
the lips. DOS: 2nd century AD (Traversari).
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d20 Libya, Cyrene, Archacological Museum, 14.248 (Fig. 14b)
Paribeni 1959, cat. no. 335; Schneider 1991, no. XIV 7.
http://arachne.uni-koeln.de/item/gruppen/400220

M: Marble (Pentelic: Paribeni). D: H 1.53 m. P: Satyr head
and sculpture group with satyr and baby Dionysos both found
in Cyrene. CA: Standing satyr holding baby Dionysos on his
left arm. R: Head of Invitation Satyr added to another ancient
fragment. No restorations on the head. DOS: None suggest-
ed for head? Body: Antonine (Paribeni).

d21 Libya, Sabratha, Museum (sculpture) (Fig. 145)

Caputo 1950, 25-26; Barone 1980, 60-61; Schneider 1991,
no. XIV 24.

M: Marble. D: H with neck 0.26 m. P: Found in the southern
part of the Forum of Sabratha, 1940-1942. CA: Head of sa-
tyr with pine wreath. R: None. DOS: None suggested?

d22 Libya, Sabratha, Museum (mould) (Fig. 146)

Barone 1980, 59-61; Landwehr 1985, 12—13 n. 88; Schnei-
der 1991, no. XIV 25.

M: Mould made of plaster. D: H 0.17 m. P: Sabratha.
CA: Fragment of satyr head. R: None. DOS: None suggested?

d23 Russia, Saint Petersburg, Hermitage, A 152 (Fig. 146)
Waldhauer 1931, cat. no. 155; Schneider 1991, no. XIV 8.
M: Marble (Italian, fine-grained: Waldhauer). D: H 1.28 m.
P: Body found in Rome, on the Esquiline, in 1823. Previ-
ously in the collection of the Demidoff family. Provenance of
head unknown, possibly also Rome? It seems likely that the
sculpture was restored in Rome, thus this would be where the
satyr head was first recorded. CA: Standing (dancing) satyr
with shepherd’s staff in right hand, left arm raised. Wears pine
wreath. R: Head of Invitation Satyr added to another an-
cient fragment. On the head the tip of the nose is restored.
DOS: None suggested (for head)?

Jd24 Turkey, Seluk, Efes Miizesi, 2357 (Fig. 14a)

Eichler 1962, 48; Aurenhammer 1990, cat. no. 153; Rathmayr
2011, 137-138, 145.

M: Marble. D: H 0.64 m. P: Found in 1961 in Ephesos. It had
been exposed after rainfall, at the Street of Domitian, by the
fountain—Hydrekdochion—of C. Laecanius Bassus erected
around AD 80. Female torso 926 also ascribed to this com-
plex. CA: Male torso. The genitals have been chiselled off,
possibly during Late Antiquity. This is most likely also the case
for the satyr’s tail. At the left hip there is a small protrusion,
most likely a part of the support. R: None. DOS: Flavian
(Aurenhammer; Rathmayr).

d25 US, Barnstable, Massachusetts, Private collection (Fig: 14b)
von Mosch 2007, 118-120.


http://arachne.uni-koeln.de/item/objekt/28969
http://arachne.uni-koeln.de/item/objekt/22253
http://arachne.uni-koeln.de/item/objekt/22243
http://arachne.uni-koeln.de/item/sammlungen/1000399
http://arachne.uni-koeln.de/item/sammlungen/1000399
http://arachne.uni-koeln.de/item/gruppen/400220

M: Marble. D: PH 0.25 m; H of head 0.22 m; depth 0.20 m.
P: U. First recorded in Barnstable. CA: Head of a satyr, with
a thin fillet around his head. There is a small hole at the back
of the head. R: The nose and the lock of hair above the fore-
head. The surface is badly worn. DOS: 2nd century AD (von
Mosch).

J26 US, Kansas City, Montana, Nelson Atkins Museum of
Art, 34-135 (Fig. 14a)

Michaelis 1882, 510, no. 22; Vermeule 1955, 142; 1981, cat.
no. 125; Ridgway 1990, pl. 159a-d.
http://arachne.uni-koeln.de/item/objekt/51457

M: Marble (Italian: Michaelis and later authors). D: H 0.61;
width 0.30; depth 0.20. P: U. First recorded in Rome; it be-
longed to the Smith Barry family, whose collection is said to
have been assembled in Rome during the 1770s. The collec-
tion was kept in Marbury Hall, in Cheshire, Great Britain.
The sculpture was purchased by Joseph Brummer at Sotheby's,
London, on 27 July 1933. It was purchased for the museum in
1934 through the William Rockhill Nelson Trust. CA: Torso
of a satyr. R: None. DOS: Roman (Arachne).

d27 US, Minneapolis, Minnesota, Minneapolis Institute of
Arts, 70.39 (Fig. 14a)

Minneapolis Institute of Arts 1970, 82.

M: Marble. D: H 0.66; width 0.39 m. P: U. First recorded in
Minneapolis, Minnesota (?). The sculpture was acquired for
the museum in 1970, through the Putnam Dana McMillan
Fund. CA: Torso of a satyr. R: None (?). DOS: 1st century
AD (Minneapolis Institute of Arts).

J28 US, Princeton, New Jersey, Art Museum, Y1985-41
(Figs. 14b, 16a-d)

Ridgway 1994, cat. no. 26.
http://arachne.uni-koeln.de/item/objeke/25588 (?)

M: Marble. D: H 0.25 m; width 0.20 m; depth 0.20 m.
P: U. First recorded in Princeton, New Jersey (?). Bequest
of Michael H. Strater. CA: Head of a satyr, wearing an ivy
wreath. R: None. The head is slightly chipped in some places.
DOS: AD 50-90 (Ridgway).

29 Vatican, Musei Vaticani, repository, 186 (Fig. 14a)
Kaschnitz-Weinberg 1936, cat. no. 186.
http://arachne.uni-koeln.de/item/objekt/20800

M: Marble. D: H 0.65 m; H of plinth 0.10 m. P: U. First
recorded in Rome (the Vatican). CA: The feet and calves of
a figure playing a foot-clapper with his right foot. The left
calf is attached to a support, shaped like a tree-trunk. On the
support hangs a set of panpipes. Flat, oval plinth. R: None.
Slightly chipped at several places, toes of the right foot miss-
ing. DOS: Hadrianic (Kaschnitz-Weinberg).
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030 Vatican, Musei Vaticani, Magazzino Corazze, 10303
(Fig. 14b)

Benndorf & Schéne 1867, 48, cat. no. 75; Vorster 2004, cat.
no. 137.

M: Marble. D: H 0.38 m; H of ancient fragment 0.26 m; H of
head 0.21 m; H of face 0.16 m. P: U. First recorded in Rome
(the Vatican). CA: Bust of a satyr. The publications and pho-
tograph available do not state/show whether the satyr wears a
fillet around his head or not; it is clear, however, that no wreath
is rendered. R: The bust, the satyr’s nose, the larger part of the
upper lip, part of the left cheek, and the locks of hair above
the left ear. Some other smaller areas of damage have been re-
paired with plaster. DOS: 1st century AD (Vorster).

031 Whereabouts unknown, previously in Egypt, Alexan-
dria, Private collection (Fig. 144)

Martin 1923; Reinach 1924, 477, no. 2; Schneider 1991, cat.
no. XIV 10.

M: Marble (yellowish-white alabaster: Martin). D: H .
0.38 m. P: U. First recorded in Alexandria, Egypt. Sold at
Sotheby’s, London, in 1928. Schneider gives the following
reference which I have not been able to look up on short no-
tice: “Auktionskatalog Sotheby London (12.6.1928) 8 Nr. 20
Taf’ 12 CA: A standing satyr; the torso, the upper left arm,
the right leg down to the calf, and the left thigh seem to be
preserved. R: None (?). DOS: None suggested.

032 Whereabouts unknown, previously in Great Britain,
London, Arts market

Ghisellini 2017, 73 no. XXVI, with references.

M: Marble (rosso antico: Ghisellini). D: H 0.31 m. P: Un-
known. First recorded in London, arts market? CA: Head of
satyr. R: U. DOS: Hadrianic (Ghisellini).

033 Whereabouts unknown, previously in Italy, Rome, Arts
market

Schneider 1991, cat. no. XIV 21. Otherwise unpublished? See
photographs available through Arachne: http://arachne.uni-
koeln.de/item/marbilderbestand/815096.

M: Marble? D: U. P: U. First recorded in Rome, in the arts
market (1934?). CA: Head of a satyr. The photographs avail-
able do not show whether the satyr wears a fillet around his
head or not; it is clear, however, that no wreath is rendered. R:
None (?). DOS: None suggested.

034 Whereabouts unknown, previously in Russia, Saint Pe-
tersburg, the collection of Empress Catherine II (Fig. 144)
Wieseler 1859, 24-25, no. 14; Stihli 1995, 420, cat. no. D17;
Bauer ez 4/. 2000, cat. no. 1.
http://arachne.uni-koeln.de/item/objekt/131315
http://arachne.uni-koeln.de/item/reproduktion/3304906


http://arachne.uni-koeln.de/item/objekt/51457
http://arachne.uni-koeln.de/item/objekt/25588
http://arachne.uni-koeln.de/item/objekt/20800
http://arachne.uni-koeln.de/item/marbilderbestand/815096
http://arachne.uni-koeln.de/item/marbilderbestand/815096
http://arachne.uni-koeln.de/item/objekt/131315
http://arachne.uni-koeln.de/item/reproduktion/3304906

458 + JULIA HABETZEDER - THE INVITATION TO THE DANCE

The sculpture is today known through plaster casts in Bonn,
Géttingen, and Gotha, Germany. M: Marble. D: H roughly
1.48 m (= H of the cast in Bonn). P: Allegedly from Rome;
said to have been excavated on the Viminal Hill in 1784.
Purchased by Empress Catherine II of Russia (1729-1796).
Plaster casts were made in Rome, before the sculpture was
sent to Russia. CA: U. The plaster cast shows a standing sa-
tyr; the right hand seems not to have held anything, while the
left holds a shepherd’s staff, attached to the support, which is
shaped as a tree-stump. A set of panpipes hangs on the sup-
port. Oval plinth. R: Unfortunately, there are no records as
to which parts of the sculpture were restored when the plaster
casts were made. DOS: None suggested.

Bibliography

Allen, G. 20112 Intertextuality, London.
hetps://doi.org/10.4324/9780203829455

Alscher, L. 1957. Hellenismus (Griechische Plastik, 4),
Berlin.

Amalfitano, P, G. Camodeca & M. Medri 1990. I campi
Slegrei. Un itinerario archeologico, Venice.

Amelung, W. 1897. Fiibrer durch die Antiken in Florenz,
Munich.

Amelung, W. 1903. Braccio Nuovo. Galleria Lapidaria.
Museo Chiaramonti. Giardino della Pigna (Die Sculp-
turen des vaticanischen Museums, 1), Berlin.

hetps://doi.org/10.1515/9783111426440
Andreae, B. 2001. Skulptur des Hellenismus, Munich.

Anguissola, A. 2018. Supports in Roman marble sculpture.
Workshop practice and modes of viewing, Cambridge.
hetps://doi.org/10.1017/9781108290036

Arndt, P. & W. Amelung 1914. EA Serie 8 (nos. 2101~
2400), Munich.

Arndt, P. & G. Lippold 1932. EA4 Serie 13 (nos. 3601~
3900), Munich.

Ashmole, B. 1929. A catalogue of ancient marbles at Ince
Blundell Hall, Oxford.

Aurenhammer, M. 1990. Die Skulpturen von Ephesos.
Bildwerke aus Stein. Idealplastik 1 (Forschungen in
Ephesos, 10), Vienna.

Balil, A. 1981. ‘Cabeza de fauno, en bronce, del Museo de
Valladolid, Zephyrus 32-33,230-231.

Balty, J.-C., H. de Meulenaere, D. Homés-Frederiq, L. Lim-
me, J. Strybol & L. Vanden Berghe 1988. The Royal

Licensed to <openaccess@ecsi.se>

Museums of Art and History. Brussels. Antiquity,

Brussels.

Baraz, Y. & C. van den Berg 2013. ‘Intertextuality. Introduc-
tion, AJP 134, 1-8.
https://doi.org/10.1353/2jp.2013.0003

Barone, G. 1980. ‘Gessi di Sabratha. Anticipazioni e prob-
lemi, QAL 11, 35-74.

Barthes, R. 1968. ‘La mort de ['auteur, Mantéia S, 12-17.

Barthes, R. 1996. “The death of the author) in Roland
Barthes. Image, music, text, ed. S. Heath, London,
142-148.

Bastianelli, S. 1933. ‘Civitavecchia. Scavi eseguiti nelle Terme
Taurine o Trajane), NS¢ 58, 398-421.

Bastianelli, S. 1954. Centumcellae (Civitavecchia). Castrum
novum (Torre Chiaruccia). Regio VII. Etruria (Italia

romana. Municipi e colonie. Serie 1, 14), Rome.

Bauer, J., W. Geominy, D. Piekarsky & A. Pohl 2000. Gips
nicht mehr. Abgiisse als letzte Zeugen antiker Kunst,
Bonn.

Bélis, A. 1988. ‘Kroupezai. Scabellum} BCH 112:1, 323-339.
hetps://doi.org/10.3406/bch.1988.1748

Benndorf, O. & R. Schone 1867. Die antiken Bildwerke des

lateranensischen Museums, Leipzig.

Bieber, M. 19612 The sculpture of the Hellenistic age, New York.
https://doi.org/10.7312/bieb94154

Blome, P. 1999. Antikenmuseum Basel und Sammlung
Ludwig, Zurich.

Brendel, O.]. 1934. ‘Archiologische Funde in Italien, Trip-
olitanien, der Kyrenaika und Albanien von Oktober

1933 bis Oktober 1934, 44 49, 419-498.

Brinkerhoff, D.M. 1965. ‘New examples of the Hellenistic
sculpture group “The invitation to the dance” and
their significance’, 44 69:1, 25-37.
https://doi.org/10.2307/502249

Brinkerhoff, D.M. 1970. A collection of sculpture in Clas-
sical and early Christian Antioch (Monographs on
Archacology and the Fine Arts sponsored by the
Archacological Institute of America and the College
Art Association of America, 22), New York.

Brinkmann, V., O. Primavesi & M. Hollein, eds. 2008.
Circumlitio. The polychromy of antique and medieval
sculpture, Frankfurt am Main.

Calza, R. & M.E Squarciapino 1962. Museo Ostiense (Ttinerari
dei musei, gallerie e monumenti d’Italia, 79), Rome.


https://doi.org/10.4324/9780203829455
https://doi.org/10.1017/9781108290036
https://doi.org/10.1353/ajp.2013.0003
https://doi.org/10.2307/502249

Caputo, G. 1950. ‘Sculture dallo scavo a sud del foro di
Sabratha, 1940-1942, QAL 1,7-28.

Carinci, F, H. Keutner, L. Musso & M.G. Picozzi 1990. Cata-
logo della Galleria Colonna in Roma. Sculture, Rome.

Caskey, L.D. 1925. Museum of Fine Arts. Boston. Catalogue of
Greek and Roman sculpture, Cambridge, Massachusetts.

Chamay, J. & J.-L Maier 1990. Sculptures en pierre du Musée
de Genéve. Art Grec 1, Mainz am Rhein.

Charbonneaux, J. 1963. La sculpture Grecque et Romaine au
Musée du Louvre, Paris.

Charbonneaux, J., R. Martin & F. Villard 1970. Gréce Hell¢-
nistigne (Lunivers des formes, 18), Paris.

Cicerchia, P. & A. Marinucci 1992. Le terme del Foro o di
Gavio Massimo (Scavi di Ostia, 11), Rome.

Comstock, M.B. & C.C. Vermeule 1976. Sculpture in stone.
The Greek, Roman and Etruscan collections of the Mu-
seum of ‘Fine Arts Boston, Boston, Massachusetts.

Conze, A. & R. Kekulé von Stradonitz 1891. Konigliche Mu-
seen zu Berlin. Beschreibung der antiken Skulpturen
mit ausschluss der Pergamenischen Fundstiicke, Berlin.

https://doi.org/10.1515/9783112377161

Copenhagen National Museum 1950. Oriental and Classi-
cal antiquity. Egypt, Western Asia, Greece and Rome,
Copenhagen.

Coudray la Blanchére, R. & P. Gauckler 1897. Catalogue du
Musée Alaoui, Paris.

Cumont, F. 19132 Catalogue des sculptures & inscriptions
antiques (Monuments lapidaires) des Musées Royaux
du Cinquantenaire, Brussels.

Daltrop, G. & P.C. Bol 1983. Athena des Myron (Liebieghaus
Monographie, 8), Frankfurt am Main.

de Clarac, C.O.E].-B. 1850. Musée de sculpture antique et

moderne. Text 4, Paris.

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

de Luca, G. 1976. I monumenti antichi di Palazzo Corsini in
Roma 1. Testo, Rome.

Delibes de Castro, G., F. Pérez Rodriguez-Aragén & E. Wat-
tenberg Garcia 1997. Museo de Valladolid. Coleccio-
nes, Valladolid.

Deonna, W. 1951. ‘L'invitation 4 la danse} in Szudies pre-
sented to David Moore Robinson 1, ed. G.E. Mylonas,
St. Louis, Missouri, 664—667.

Licensed to <openaccess@ecsi.se>

THE INVITATION TO THE DANCE + JULIA HABETZEDER -« 459

Despinis, G.I. 1965 (pr. 1966). ‘Znpeamoeis and o Movoeio
tov [Tetpoud, ArchDelt 20, 133-136.

Dorka Moreno, M. 2016. Studien zu den Ahnlichkeitsre-
lationen zwischen Gétter- und Heroenbildern und
Bildnissen Alexanders des GrofSen im Hellenismus
und der rémischen Kaiserzeit, Ph.D. thesis, Albert-
Ludwigs-Universitit Freiburg.

Diitschke, H. 1882. Antike Bildwerke in Vicenza, Venedig,
Catajo, Modena, Parma und Mailand (Antike Bild-
werke in Oberitalien, 5), Leipzig.

Edmunds, L. 1995. ‘Intertextuality today, Lexis Poetica, retori-
ca e comunicazione nella tradizione classica 13, 3-22.

Eichler, F. 1962. ‘Die 6sterreichischen Ausgrabungen in
Ephesos im Jahre 1961, AnzWien 99, 37-54.

Fejfer, J. 2008. Roman portraits in context (Image & Con-
text, 2), Berlin.
https://doi.org/10.1515/9783110209990

Fendt, A. 2012. Archiologic und Restaurierung. Die Skulp-
turenerginzungen in der Berliner Antikensammlung
des 19. Jahrbunderts 2. Katalog (Transformationen
der Antike, 22), Berlin.
https://doi.org/10.1515/9783110238853

Fink, J. 1964. ‘Ein Kopf fur viele, RM 71, 152-157.

Fowler, D. 1997. ‘On the shoulders of giants. Intertextuality
and classical studies, MD 39, 13-34.
https://doi.org/10.2307/40236104

Frohner, W. 1878. Notice de la sculpture antique du Musée
Imperial du Louvre 1, Paris.

Fuchs, M. 1992. Rimische Idealplastik (Glyptothek Miin-
chen. Katalog der Skulpturen, 6), Munich.

Fullerton, M.D. 1997. ‘Imitation and intertextuality in Ro-
man art. Review of M. Fuchs, Romische Idealplastik,
Munich 1992 and L.-A. Touchette, The dancing
maenad reliefs, London 1995’ JRA 10, 427-440.
https://doi.org/10.1017/51047759400015154

Galliazzo, V. 1976. Sculture Greche e Romane del Museo
Civico di Vicenza (Collezioni e musei archeologici del
Veneto, 5), Treviso.

Gasparri, C. 1980. Materiali per servire allo studio del Museo

Torlonia di scultura antica, Rome.

Gasparri, C. & S. Settis 2020. Zhe Torlonia marbles. Collect-

ing masterpieces, Milan.

Gazda, E.K. 1995. ‘Roman sculpture and the ethos of emula-
tion. Reconsidering repetition, HSCP 97, 121-156.
https://doi.org/10.2307/311303


https://doi.org/10.1515/9783110209990
https://doi.org/10.2307/40236104
https://doi.org/10.2307/311303

460 + JULIA HABETZEDER - THE INVITATION TO THE DANCE

Geominy, W. 1999a. “Zur Komposition der Gruppe “Die
Aufforderung zum Tanz”) in Hellenistische Gruppen.
Gedenkschrift fiir Andreas Linfert, ed. P.C. Bol, Mainz
am Rhein, 141-155.

Geominy, W. 1999b. “Zwischen Kennerschaft und Cliché.
Romische Kopien und die Geschichte ihrer Bew-
ertung), in Rezeption und Identitit. Die kulturelle
Auseinandersetzung Roms mit Griechenland als en-
ropdisches Paradigma, eds. G. Vogt-Spira, B. Rommel
& I. Musius, Stuttgart, 38-59.

Gerhard, E. 1830. ‘Scavi Romani, B4I 1830, 75-77.
Ghisellini, E. 2017 (pr. 2018). “L'invito alla danza”. Os-

servazioni sulla tradizione copistica del gruppo in
margine a una testa inedita della ninfa nel Museo
Nazionale Romano, RdA 41, 61-80.
https://doi.org/10.26406/RDA41-004

Gualandi, G. 1976. ‘Sculture di Rodi, ASAtene 54, 7-259.

Habetzeder, ]. 2012. “The impact of restoration. The example of
the dancing satyr in the Ufhizi, OpAthRom 5, 133-163.
https://doi.org/10.30549/0pathrom-05-07

Haskell, F. & N. Penny 1981. Taste and the antique. The lure
of Classical sculpture 1500-1900, New Haven, Con-

necticut.

Helbig, W., H. Speier, B. Andreae, T. Dohrn, W. Fuchs,
H. von Heintze, H.-G. Kolbe, K. Parlasca, C. Pi-
etrangeli, E. Simon, H. von Steuben, D. Willers,
P. Zanker & F. Zevi 19724, Die Staatlichen Sammlun-
gen. Museo Ostiense in Ostia Antica. Museo der Villa
Hudriana in Tivoli. Villa Albani (Fiihrer durch die
offentlichen Sammlungen klassischer Altertiimer in

Rom, 4), Tiibingen.

Herrmann, P. 1925. Verzeichnis der antiken Originalbilder

der Staatlichen Skulpturensammlung zu Dresden,
Dresden.

Heydemann, H. 1879. Mittheilungen aus den Antikensam-
mlungen in Ober- und Mittelitalien, Halle an der
Saale.

Hill, D.K. 1974. ‘Nymphs and fountains, 4zK 17:2,
107-108.

Hiller, F. 1979. “Wieder einmal Laokoon, RM 86, 271-295.
Hoog, S. 1993. Musée National du Chitean de Versailles. Les

sculptures 1, Paris.

Hiineke, S. 2009. Antiken 1. Kurfiirstliche und kinigliche Er-
werbungen fiir die Schlisser und Girten Brandenburg-
Preussens vom 17. bis zum 19. Jahrbundert, Berlin.

Licensed to <openaccess@ecsi.se>

Imhoof-Blumer, F. 1888. ‘Antike Miinzbilder, JdI 3, 286-297.

Inan, J. 1975. Roman sculpture in Side (Researches in the
Region of Antalya, 8), Ankara.

Inan, J. 1993. ‘Der Sandalenbindende Hermes’, AntP 22,
105-116.

Juvan, M. 2008. History and poetics of intertextuﬂlity, West
Lafayette, Indiana.
hteps://doi.org/10.2307 /j.cttbwq734

Kaltsas, N. 2002. Sculpture in the National Archaeological
Museum, Athens, Athens.

Kalveram, K. 1995. Die Antikensammlung des Kardinals
Scipione Borghese (Romische Studien der Bibliotheca
Hertziana, 2), Worms am Rhein.

Kapossy, B. 1969. Brunnenfiguren der hellenistischen und

romischen Zeit, Zurich.

Kaschnitz-Weinberg, G. 1936. Sculture del Magazzino
del Museo Vaticano. Testo (Monumenti Vaticani di
archeologia e d’arte, 4), Vatican.

Kell, K. 1988. Formuntersuchungen zu spit- und nachhellenis-
tischen Gruppen (Saarbriicker Studien zur Archiolo-
gie und Alten Geschichte, 2), Saarbriicken.

Klein, W. 1909. ‘Die Aufforderung zum Tanz. Eine wiederge-
wonnene Gruppe des antiken Rokoko, Zeizschrift fiir
bildende Kunst 20, 101-108.

Klein, W. 1921. Vom antiken Rokoko, Vienna.

Kousser, R.M. 2008. Hellenistic and Roman ideal sculpture.
The allure of the Classical, Cambridge.
https://doi.org/10.1017/cbo9781107298262

Krahmer, G. 1923. “Stilphasen der hellenistischen Plastik;,
RM 38-39, 138-184.

Krahmer, G. 1927. ‘Die einansichtige Gruppe und die
spithellenistische Kunst, Nachrichten der Gesellschaft
der Wissenschaften zu Gottingen Philologisch-bisto-
rische Klasse 1927,53-91.

Kunze, C. 2008. ‘Zwischen Griechenland und Rom. Das
“antike Rokoko” und die verinderte Funktion von
Skulptur in spathellenistischer Zeit, in Original und
Kopie. Formen und Konzepte der Nachahmung in der
antiken Kunst, eds. K. Junker & A. Stihli, Wies-
baden, 77-108.

Landwehr, C. 1985. Die antiken Gisabgiisse aus Baiae.

Griechische Bronzestatuen in Abgiissen romischer Zeit

(AF, 14), Berlin.


https://doi.org/10.30549/opathrom-05-07
https://doi.org/10.2307/j.ctt6wq734
https://doi.org/10.1017/cbo9781107298262

Landwehr, C. 1998. ‘Konzeptfiguren. Ein neuer Zugang zur
romischen Idealplastik’, JdI 113, 139-194.

Leibundgut, A. 1999. “Von der “Listernheit des Auges”
Gedanken zu den Gruppen Pan-Daphnis und “Leda
ignuda” im Antiquarium des Kardinals Federico Cesi
in Rom), in Hellenistische Gruppen. Gedenkschrift

fiir Andreas Linfert, ed. P.C. Bol, Mainz am Rhein,
365-425.

Lippold, G. 1950. Die griechische Plastik (Handbuch der
Archiologie, 5), Munich.

Lippold, G., P. Arndt & W. Amelung 1920. EA Serie 9
(Nos. 2401-2700), Munich.

Manderscheid, H. 1981. Die Skulpturenausstattung der
kaiserzeitlichen Thermenanlagen (Monumenta Artis
Romanae, 15), Berlin.

Mansuelli, G.A. 1958. Galleria degli Uffizi. Le Sculture 1,
Rome.

Marconi, P. 1926. ‘Una testa di ermafrodito, BullCom 54, 3-33.

Marquardt, N. 1995. Pan in der hellenistischen und kaiser-
zeitlichen Plastik (Antiquitas. Reihe 3. Abhandlungen
zur Vor- und Frithgeschichte, zur klassischen und
provinzialrédmischen Archiologie und zur Geschichte
des Altertums, 33), Bonn.

Martin, ER. 1923. “Two bibelots from Alexandria,
BurlMag 43:247,194-197.

Marvin, M. 1997. ‘Roman sculptural reproductions or
Polykleitos. The sequel} in Sculpture and its reproduc-
tions, eds. A. Hughes & E. Ranfft, London, 7-28.

Mathiesen, T.J. 1999. Apollo’s lyre. Greek music and music
theory in antiquity and the Middle Ages, Lincoln,
Nebraska.

Matz, F. 1968a. Die dionysischen Sarkophage 1 (Die antiken
Sarkophagreliefs, 4), Betlin.

Matz, F. 1968b. Die dionysischen Sarkophage 2 (Die antiken
Sarkophagreliefs, 4), Betlin.

Matz, E. & F. von Duhn 1881. Statuen, Hermen, Biisten,
Kipfe (Antike Bildwerke in Rom mit ausschluss der
grosseren Sammlungen, 1), Leipzig.

Meischner, ]. 2003. ‘Die Skulpturen des Hatay Museums von
Antakya, JdI 118, 285-384.

Meyer, H. 1995. ‘A Roman masterpiece. The Minneapolis
doryphoros), in Polykleitos, the doryphoros, and tradi-
tion, ed. W.G. Moon, Madison, Wisconsin, 65-115.

Licensed to <openaccess@ecsi.se>

THE INVITATION TO THE DANCE + JULIA HABETZEDER - 461

Michaelis, A. 1882. Ancient marbles in Great Britain, Cam-
bridge.

Minneapolis Institute of Arts 1970. ‘Catalogue of accessions),
The Minneapolis Institute of Arts Bulletin 59, 69-100.

Moreno, P. 1994. Scultura ellenistica 1, Rome.

Moreno, P. & A. Viacava 2003. I marmi antichi della Gal-
leria Borghese. La collezione archeologica di Camillo e
Francesco B orghese, Rome.

Morricone, M.L. 1981. Il Museo dei Gessi dell’ Universita
di Roma (Itinerari dei musei, gallerie e monumenti

d’Italia, 114), Rome.

Muthmann, F. 1931. ‘Fragmente einer Wiederholung des
“Satyrs mit der FuPklapper™, AM 56, 87-89.

Muthmann, F. 1951. Statuenstiitzen und dekoratives Beiwerk
an griechischen und romischen Bildwerken, Heidelberg.

Neudecker, R. 1988. Die Skulpturenausstattung romischer
Villen in Italien (Beitrige zur ErschlieBung hellenis-
tischer und kaiserzeitlicher Skulptur und Architek-
tur, 9), Mainz am Rhein.

Nielsen, A.M. 2002. Imperial Rome 2, Copenhagen.

Ohly, D. 1963. ‘Athen. Kerameikos—Grabung), ArchDelr 17
(1961-1962), 16-20.

Orr, M. 2003. Intertextuality. Debates and contexts,
Cambridge.

Overbeck, J.A. & A. Mau. 1884*. Pompeji in seinen Gebiiu-
den, Alterthiimern und Kunstwerken, Leipzig.

Paribeni, E. 1959. Cazalogo delle sculture di Cirene. Statue e
rilievi di carattere religioso (Monografie di archeologia

Libica, 5), Rome.

Paton, .M. 1904. ‘Archacological news, 4/A 8:3,338—401.
https://doi.org/10.2307/497084

Pollite, J.J. 1986. Art in the Hellenistic age, Cambridge.

Poulsen, F. 1951. Catalogue of ancient sculpture in the Ny
Carlsberg Glyptotek, Copenhagen.

Pozzi, E., R. Cantilena, E. la Rocca, U. Pannuti & L. Scatozza
1989. La scultura greco-romana, le sculture antiche
della collezione Farnese, Le collezioni monetali, le
oreficerie, la collezione glittica, Rome.

Récz, 1. 1965. Antikes Erbe. Meisterwerke aus Schweizer Sam-
mlungen, Zurich.

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


https://doi.org/10.2307/497084

462 + JULIA HABETZEDER - THE INVITATION TO THE DANCE

Rathmayr, E. 2011. ‘Die Skulpturenausstattung des C. Laeca-
nius Bassus Nymphaeum in Ephesos), in Roman sculp-
ture in Asia Minor. Proceedings of the international
conference to celebrate the 50th anniversary of the Ital-
ian excavations at Hierapolis in Phrygia, beld on May
24-26, 2007, in Cavallino (Lecce) (JRA Suppl., 80),
eds. F. D’Andria & 1. Romeo, Portsmouth, 130-149.

Reinach, S. 1909% RSGR 2:2, Paris.
Reinach, S. 1920%. RSGR 3, Paris.
Reinach, S. 1924. RSGR 5, Paris.

Richter, H. 2011. Idealskulptur der romischen Kaiserzeit 2
(Staatliche Kunstsammlungen Dresden. Skulptu-
rensammlung. Katalog der antiken Bildwerke, 2),
Munich.

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

Ridgway, B.S. 1994. Greek sculpture in the Art Museum,
Princeton University. Greek orz'gz'mzls, Roman copies
and variants, Princeton, New Jersey.

Roller, M.B. 2013. ‘On the intersignification of monuments
in Augustan Rome}, 4/P 134:1, 119-131.
https://doi.org/10.1353/ajp.2013.0008

Ruesch, A. 1908. Guida illustrata del Museo Nazionale di
Napoli, Naples.

Schmitz, T.A. 2007. Modern literary theory and ancient texts.
An introduction, Malden, Massachusetts.
https://doi.org/10.1002/9780470692295

Schneider, R.M. 1991. Dionysischer Rausch und Gesell-
schaftliche wirklichkeit. Grossplastische Satyrbilder
hellenistischer Zeit 2. Katalog, Unpublished habilita-
tion thesis, Ludwig-Maximilians-Universitit.

Schneider, R.M. 2000. ‘Lust und Loyalitit. Satyrstatuen in
hellenistischer Zeit, in Gegenwelten zu den Kulturen
Griechenlands und Roms in der Antike,
ed. T. Holscher, Munich, 351-389.

Schneider, R.M. 2009. ‘Gegen die Norm? Lachen im
Medium antiker Bilder) in Uberraschendes Lachen,
gefordertes Weinen. Gefiible und Prozesse Kulturen
und Epochen im Vergleich, eds. A. Nitschke, J. Stagl &
D.R. Bauer, Vienna, Cologne & Weimar, 539-587.

Schraudolph, E. 2007. ‘Beispiele hellenistischer Plastik
der Zeit zwischen 190 und 160 v.Chr., in Hellenis-
tische Plastik (Die Geschichte der antiken Bild-
hauerkunst, 3), ed. H. Richter, Mainz am Rhein,
189-239.

Licensed to <openaccess@ecsi.se>

Smith, A.H. 1904. A catalogue of sculptures in the Department
of Greek and Roman Antiquities. British Museum 3,
London.

Smith, R.R.R. 1991. Hellenistic sculpture. A handbook,
London.

Sotheby’s London 1931. Cazalogue of the collection of Egyp-
tian, Greek, Roman, medizval and modern works of
art. The property of Madame M. Charles K. Sursock of
Cairo. Monday the 4th of May, 1931, and following
day, London.

Sotheby’s New York 2005. Sotheby’s, New York, sale on De-
cember 7th 2005, New York.

Stdhli, A. 1995. “Statuengruppe sog. “Aufforderung zum

Tanz”, in Standorte. Kontext und Funktion antiker
Skulptur, ed. K. Stemmer, Betlin, 419-421.

Stihli, A. 1999. Die Verweigerung der Liiste. Erotische Grup-
pen in der antiken Plastik, Betlin.

Steinhauer, G. 2001. The Archaeological Museum of Piraeus,
Athens.

Stewart, P. 2004. Statues in Roman society. Representation
and response, Oxford.

Strong, E. 1908. ‘Antiques in the collection of Sir Frederick
Cook’, JHS 28:1, 1-45.
https://doi.org/10.2307/624554

Stuart Jones, H. 1912. A catalogue of the sculptures preserved
in the municipal collections of Rome. The sculptures of
the Museo Capitolino, Oxford.

Traversari, G. 1986. La statuaria ellenistica del Museo Archeo-
logico di Venezia, Rome.

Trimble, J. 2011. Women and visual replication in Roman
imperial art and culture. Visual replication and urban

elites, Cambridge.

Vermeule, C.C. 1955. ‘Notes on a new edition of Michaelis.
Ancient marbles in Great Britain,
AJA59:2,129-150.
https://doi.org/10.2307/501104

Vermeule, C.C. 1969. ‘Greek, Roman, and Etruscan sculp-
tures in the Museum of Fine Arts, Boston),

CJ 65,49-74.

Vermeule, C.C. 1980. Greek art. Socrates to Sulla (Art of
Antiquity, 2), Boston, Massachusetts.

Vermeule, C.C. 1981. Greek and Roman sculpture in America.
Masterpieces in public collections in the United States
and Canada, Berkeley, California.


https://doi.org/10.1353/ajp.2013.0008
https://doi.org/10.2307/624554
https://doi.org/10.2307/501104

Vermeule, C.C. & D. von Bothmer 1959. ‘Notes on a new
edition of Michaelis. Ancient marbles in Great Bri-
tain. Part three: 2}, A4 63:4, 329-348.
https://doi.org/10.2307/501786

Villefosse, H. & E. Michon 1922. Musée national du Louvre.

Catalogue sommaire des marbres antiques, Paris.

Visconti, C.L. 1885. I monumenti del Museo Torlonia ri-
prodotti con la fototipia 1, Rome.

von den Hoff, R. & R. Kinel 2007. ‘Die Plastik der Diado-
chenzeit, in Die bellenistische Plastik, (Die Geschich-
te der antiken Bildhauerkunst, 3), ed. H. Richter,
Mainz am Rhein, 1-42.

von Mosch, H.-C. 2007. ‘Eine “Aufforderung zum Tanz” in
Kyzikos und Pautalia. Der Beitrag der Miinzen zum
Verstindnis eines hellenistischen Meisterwerks,

JNG 53,91-125.

von Prittwitz und Gaffron, H.-H. 1994. ‘Die Marmortondi,
in Das Wrack. Der antike Schiffsfund von Mahdia 1,
eds. G. Hallenkemper Salies, H.-H. von Prittwitz und
Gaffron & G. Bauchhenf, Cologne, 303-328.

von Prittwitz und Gaffron, H.-H. 2007. ‘Die hellenistische
Plastik von 160 bis 120 v.Chr., in Hellenistische Plas-
tik (Die Geschichte der antiken Bildhauerkunst, 3),
ed. H. Richter, Mainz am Rhein, 241-271.

Vorster, C. 1993. Museo Gregoriano Pmﬁmo ex Lateranense.
Katalog der Skulpturen 2.1 (Monumenta Artis Roma-
nae, 22), Mainz am Rhein.

Licensed to <openaccess@ecsi.se>

THE INVITATION TO THE DANCE + JULIA HABETZEDER - 463

Vorster, C. 2004. Museo Gregoriano Pmﬁzno ex Lateranense.
Katalog der Skulpturen 2.2 (Monumenta Artis Roma-
nae, 34), Wiesbaden.
https://doi.org/10.29091/9783954909025

Vorster, C. 2007. ‘Die Plastik des spiten Hellenismus.
Portrats und rundplastische Gruppen, in Hellenis-
tische Plastik (Die Geschichte der antiken Bild-
hauerkunst, 3), ed. H. Richter, Mainz am Rhein,
273-331.

Waldhauer, O. 1931. Die antiken Skulpturen der Ermitage 2
(Archiologische Mitteilungen aus Russischen
Sammlungen, 3), Berlin & Leipzig.

Walters Art Gallery 1971. The Walters Art Gallery Annual
Report 39, 8.

Weis, A. 1992. The hanging Marsyas and its copies. Roman
innovations in a Hellenistic sculptural tradition (Ar-
chaeologica, 103), Rome.

Wieseler, F. 1859. Die Sammlungen des archiologisch-nu-
mismatischen Instituts der Georg-Augusts-Universitdt,
Gottingen.

Wolters, P. 1893. ‘Athena des Kephisodot), JdI 8, 173-180.

Wiinsche, R. 1989. ‘Berichte der staatlichen Kunstsammlun-
gen. Neuerwerbungen. Glyptothek und Antikenssa-
mlung), MiiJb 40, 235-246.

Yacoub, M. 1982. Le Musée du Bardo. Musée Antique, Tunis.



Licensed to <openaccess@ecsi.se>



	OpAthRom-14-01-pp_3-4
	OpAthRom-14-19



