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Terra-cotta Venus
Asia Minor, about first century B.C.
Gift of Charles William Lewis, Jr., 1946



VENUS IN THE ROMAN EAST

By DOROTHY KENT HILL
The Walters Art Gallery

In 48 B.C. on the night before Julius Caesar faced
Pompey on the field of Pharsalus, he vowed that if
successful in the coming encounter he would dedi-
cate a temple to Venus, the supposed ancestress of
the great soldier himself and of the long line that he
was about to set upon a throne. Returning victori-
ous from Pharsalus to Rome, Caesar fulfilled this
vow by erecting a Temple of Venus Genetrix in his
new forum, a non-commercial addition to the great
Forum of Rome. Of course the temple housed a cult
statue of the goddess; it was by Arkesilaos.! Neither
temple nor statue remains (the visible ruins are from
a rebuilding under Trajan), and a lengthy battle of
wits has been waged over the appearance of the
famous image. Scholars agree that it was a draped
Venus. Two major contestants for the honor, both
duplicated over and over, frequently on a small
scale, are represented by two gifts to the Walters Art
Gallery, here illustrated for the first time (figs. 1-3).

For many years the favorite claimant for the post
of Venus Genetrix was the type of figure 1, a terra-
cotta statuette.2 A queenly woman stands relaxed
with her weight resting more heavily on her left leg,
wearing a thin garment (chiton) that perfectly
reveals every curve of her body, arranging a cloak
(himation) tocover herself. This cloak which spreads
across her entire back is uplifted by her raised right
hand and is wound around her left forearm, cas-
cading down beside both of her legs. The thin
undergarment was fastened by a circular brooch on
each shoulder but garment and brooch have slipped
down the left arm, partially exposing the left breast.
The goddess, if such she is, has long curls reaching
to her shoulders, wears earrings, and firmly grasps
an apple in her lowered left hand.

With minor variations of coiffure and jewelry,
this figure occurs frequently in marble, life size, as

well as in bronze and terra cotta, usually miniature.
No extant example is very old, in terms of Greece
and Rome. The terra cottas begin just before the
birth of Christ3 and the marbles and bronzes per-
haps even later. But the drapery style, with that
transparent effect, had been achieved first in the
fifth century B.C., being fully developed on the
Parthenon pediments (about 439-432 B.C.). The
appealing statue has been credited to a sculptor of
that age; specifically, it has been given to Alka-
menes, pupil of Pheidias, who created the cele-
brated ‘Aphrodite in the Gardens’* which was later
adapted by Arkesilaos as the Venus Genetrix for
Caesar’s forum. Correctly or otherwise, both titles
will continue to be used for this type, a favorite in
ancient as well as in modern times.5 But the claims
have been disputed, first and foremost by M. Bieber
in 1933.% Her alternative candidate for Venus

1 Dio Cassius, xliii, 22; Pliny, Natural History, vii, 126;
ix, 116; xxxv, 156; xxxvii, 11; Appian, Bellum Gallicum, ii,
102.

2 Walters Art Gallery, Inv. no. 48.1932. Gift of Charles
William Lewis, Jr., 1946. Said to be from Asia Minor.
Ht. 10% in. (0.265 m.). Missing piece of base and another of
drapery, as shown; single vent hole in back. White slip, no
traces of color but extensive black deposit. Deeply impressed
on back of base: MHNA. For the type in terra cotta see
F. Winter in R. Kukele von Stradonitz, Die antiken Terra-
kotten, 111, 2, Typen, 1903, p. 214; S. Mollard-Besques,
Catalogue raisonné des figurines et reliefs en terre-cuite grecs
et romains, 11, Myrina, Musée du Louvre, 1963, pp. 15 f., pls.
12-14.

3 Dorothy Burr, Terra-cottas from Myrina in the Museum
of Fine Arts, Boston, 1934, p. 18.

4 Pliny, Natural History, xxxvi, 16. A. Furtwingler,
Masterpieces of Greek Sculpture, 1895, p. 82.

5 For the development of this type for portrait statues see
G. M. A. Richter, Proceedings of the American Philosophical
Society, XCV, 2, 1951, pp. 189 f., and figs. 36 ff. on pp. 202 f.

6 M. Bieber (Deutsches Archdologisches Institut. Mitteil-
ungen. Roemische Abteilung, XLVIII, 1933, pp. 261-83)
considers the type of figure 1 to be an eclectic work of the time
of Augustus. A third type of draped Venus, known only from
reliefs, was nominated for Venus Genetrix by C. Weickert in
Festschrift Paul Arndt, 1925, pp. 52 f.
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Marble Venus with Trace of Child on Shoulder Marble Venus (back of figure 2)
Probably from Syria, Roman times Gift of Robert Garrett, 1953
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Genetrix is rather similar (compare fig. 2 with fig. 1):
the same pose, the chiton identical on the shoulders
and down to the waist and over the left leg, but the
himation not ready waiting to be draped but already
wrapped around the body, covering the right side
and stretched to form a concealing triangle across
the front, secured in position by the left arm.” And
something was on the left shoulder.

It is easy to guess what the something was by
looking at the back (fig. 3) and at the six examples
which Dr. Bieber assembled, illustrating four, all
having a child, mostly winged but in some cases so
rough that one cannot be sure, seated on Venus’
left shoulder or hoisting himself there from behind.
Of the six, one was from Rome, one from Saloniki,
two from Syria, one from Naples and one of un-
known provenience. Five more can now be added
to that list. Ours (figs. 2, 3) was given to the Wal-
ters Art Gallery by Robert Garrett in 1953.8 Behind
the left shoulder are the legs of a child who is raising
himself to the shoulder by his hands. The goddess’
right hand is broken away ; probably it held, in addi-
tion to a corner of the himation, a folded floral
wreath or diadem, such as appears on other ex-
amples.? A repaired break across the base of the
neck invites a query as to whether the head belongs;
if it does not, it comes from a statuette of this same
type, since it not only has the requisite visage and
hair arrangement but also a projection on its left
side, obviously to meet the child’s extended hand.

Further additions to Dr. Bieber’s list are three
marble statuettes in the National Museum in
Damascus. Two are illustrated here (figs. 4, 5).10
Another was in trade in the 1950’s and its present
whereabouts is unknown to me; mere traces of the
child remain on the shoulder, but beside the goddess
stands a second child, as is the case with statuettes
previously known.11

7 The derivation is obviously from a work attributed to a
fifth-century artist and exemplified in a famous copy called
the ‘Hera Borghese’. See P. Zancani Montuoro, Bulletino
Communale, LXI, 1933, pp. 25-58.

8 Walters Art Gallery, Inv. no. 23.212. Ht. 14% in. (0.37 m).
Several marble fragments were attached with plaster but since
they do not join they have been removed; among them are
what purports to be the upper part of a winged child and a
fragment of an arm of too great diameter.

91 doubt the interpretation of this attribute as a sandal
with which to punish the infant. The crossed lines on the
front do suggest sandal straps but also could be crudely

FIGURE 4

DAMASCUS, NATIONAL MUSEUM
Marble Venus with Draped Child, Floral Diadem and Apple

rendered flowers. The medial line indicating that the object,
is a strip folded in half is clear in figure 4 and also in Bieber,
op. cit., p. 262, fig. 1.

10 Figures 4, 5 through the kindness of M. Abu-I-Faraj
Al-Ush. Nos. C. 5759 and C. 5029; published without
illustration in his Catalogue du Musée National de Damas,
1969, p. 85. C. 5759 from Homs. My recollection is of still
another in the museum. Another published in Guide de
I’exposition des derniéres découvertes classiques en Syrie, 1969,
p. 19, vitrine 21 and plate.

11 C. Vermeule and D. von Bothmer, American Journal of
Archaeology, LX, 1956, p. 335, pl. 105, fig. 7.
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This amplified list suggests a plausible proveni-
ence for the Walters’ acquisition (figs. 2, 3). Since
Robert Garrett was a member of the American
Archaeological Expedition to Syria (frequently
called the Princeton Expedition) in 1899 and 1900 it
seems likely that he bought it in Syria at that time.
This would be the sixth Syrian piece in a total of
eleven. Clearly, this type of draped Venus was a
Syrian favorite. But does this provenience mitigate
against its having been the Venus Genetrix, the
revered portrayal of the ancestress of the reigning
house? At first thought one might so contend,
arguing that the Julian favorite would hardly have
been represented more frequently in Syria than any-
where else. But, in fact, all Venus types occur fre-
quently in Syria, in bronze and in marble, continu-
ing into Roman times a very ancient tradition of
worshipping the mother goddess.12

Two of the known replicas that have come to light
have the second child, not a winged one, identified
as Iulus for Bieber’s argument, standing beside the
goddess. These two belong to the minority that have
not Syrian provenience.!3 It seems just possible that
the Venus Genetrix in Caesar’s forum was of this
statuary type and wore a chiton partially covered by
a himation, and carried her son Cupid on her
shoulder and led her mortal grandson, lulus, by the
hand. Then, Syrian sculptors took over the idea,
omitting the mortal child who was not of the slight-
est interest to Syrians! But such a solution cannot
now be proved and will never be proved unless more
evidence is forthcoming.

A Syrian light also illuminates the small marble
replica of a great Aphrodite-Venus statue, illus-
trated in figures 6-7. It has been known since 1905 or
earlier and was acquired by Mr. Walters at an un-
known date, perhaps shortly after 1905, which

12 A. de Ridder, Collection De Clercq, 111, Les Bronzes,
p. 3. Proveniences in this book are chiefly Tortosa and
Amrith. See also my note on a Syrian bronze Venus, Bulletin
of the Walters Art Gallery, 1970, XXII, no. 6.

13 Other explanations for the second child are, of course,
possible. He could be another Eros, for multiple Erotes do

occur. G. Elderkin thought that such was the case and that FIGURE 5 DAMASCUS, NATIONAL MUSEUM
the Eros on the shoulder indicated that Aphrodite was . . . .
recently victorious at the Judgment of Paris: American Marble Venus with Winged Cupid, Diadem and Apple

Journal of Archaeology, XLII, 1938, pp. 371 ff., with good
illustrations of the four then known examples. For summary
of the whole subject see R. Schilling, La religion romaine de
Venus(Bibliothéquedes Ecoles Francaisesd’ Athénes et de Rome
178), 1954, pp. 311 f,

10
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Marble Venus
Replica of Knidian Aphrodite of Praxiteles
Probably Syrian

FIGURE 7

WALTERS ART GALLERY
Marble Venus (back of figure 6)
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would have been early in his career as a collector.4
It has been displayed intermittently at the Walters
Art Gallery and I confess that, prior to a trip to
Syria, I had entertained doubts of its authenticity,
despite the extravagant praise bestowed upon it at
the time of its publication in 1905.15 But a visit to
the National Museum in Damascus!®é convinced me
that there is nothing extraordinary about a perfectly
preserved marble, only nine and one half inches
tall, copying that masterpiece of all time, Praxi-
teles’ Knidian Aphrodite, provided one can trace it
to a Syrian origin, as indeed is the case here; its
provenience was given as Sidon, which was in Syria
in Roman times and also in 1905, after which time
it was said to have been brought to Europe by a
Mrs. Wood of Brooklyn. If only Mrs. Wood could
now come forward!

Praxiteles carved the most famous of all statues of
Aphrodite for the people of Knidos, on the rocky
west coast of Asia Minor, just about 340 B.C. em-
ploying Phryne as model.17 Unlike most of his great
contemporaries, he chose marble for his medium,
the marble that approximates the color of the
human skin. The weak point in a marble statue
comes at the ankles; Praxiteles provided a support
in the form of a water jar, over which Aphrodite
drapes her clothing, gripped in her left hand. The
action, then, is preparation for the bath. The right
leg bears the weight, the right hand delicately tries
to conceal the goddess. The head turns just slightly
to the right and tips forward. The hair is parted at
center front, brushed back from the forehead on
both sides, and is bound with a narrow band which
disappears behind the bun of hair on the back of
the head.

The Knidians installed their statue in a circular
colonnade to be visible from all angles. At that
time, sculpture demanding to be considered from
all aspects was a recent achievement; however, the
Greeks were in the coming centuries to develop
along this line to such an extent as to make the
Aphrodite seem to later Greeks and to ourselves

12

markedly quadrangular. Centuries later the emper-
or Hadrian constructed a replica of the circular
colonnade to house a replica of the statue in his
villa at Tivoli near Rome.18

Praxiteles’ masterpiece was the first statue, or the
first great statue, to represent the goddess quite
nude. It sparked a long line of slightly different types
that inevitably reveal their parentage. The majority
of them shift the weight to the left leg while retain-
ing the interest at the left side; thereby, they lose
some of the symmetry of the first creation. Beside
these adaptations are real copies. The best are actual
size, made from the original by the pointing process
at which the Romans excelled. Others are eye copies,
these being mostly smaller than the original. Rela-
tively scarce are very small copies, such as ours.

The only noticeable variation from type in this
case is the vase. Instead of the hydria, the traditional
water jar with three handles set so that all three are
apparent, we see a simple jar which allows its
handles, if any, to be concealed by the drapery. But
what a minor variation this is! To the Syrians who
owned the statuette, including a possible Syrian
lady who took it into her grave, this would be a
perfect representation of the goddess as conceived
by the greatest Greek sculptor.

14 Walters Art Gallery, Inv. no. 23.98. H. 9% in. (0.242m).
A low-grade marble or limestone, white with yellowed sur-
face, extensively pitted. For all the large replicas of the Knid-
ian statue see C. Blinkenberg, Knidia, 1933, passim.

15 A. Sambon, in Le Musée, 11, 1905, pp. 79 ff., pl. III.
Sambon’s articles in this periodical frequently, though not
invariably, dealt with objects offered for sale at the time. Also
reproduced by S. Reinach, Repertoire de la statuaire grecque
et romaine, 1V, p. 216, 7.

16 Catalogue du Musée National de Damas, p. 86. The
Venus statuettes there mentioned include this type and iden-
tical material.

17 Ancient references collected and translated by J. J.
Pollitt, The Art of Greece. 1400-31 B.C., 1965, pp. 128 ff.
The date 340 B.C. is assigned by H. K. Siisserott, Griechische
Plastik des 4. Jahrhunderts vor Christus, 1938, p. 163.

18 The Temple of Aphrodite was found at Knidos in 1969
by the expedition of Long Island University, directed by Iris
Love. For the replica at Tivoli, excavated 1958, see S. Auri-
gemma, Villa Adriana, 1961, p. 44, pl. 2; K. Schefold, in
Antike Kunst, VII, 1, 1964, pp. 56 fT., pl. 2.
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ANTOINE-LOUIS BARYE
Boxers, after Géricault

BARYE’S USES OF
SOME GERICAULT DRAWINGS*

By GLENN F. BENGE

Tyler School of Art, Temple University

Antoine-Louis Barye (1796-1875), the French
romantic-realist sculptor, worked exclusively in
Paris.! A contemporary and friend of Eugéne Dela-
croix (1798-1863),2 Barye was only five years

* This essay is based upon research conducted for my
Ph.D. dissertation entitled, The Sculpture of Antoine-Louis
Barye in the American Collections, with a Catalogue Raisonné,
2 vols., accepted at the University of lowa, lowa City, in
February 1969. I wish to thank the staff of the Walters Art
Gallery for its help in this study, particularly Edward S. King,

younger than Theodore Géricault (1791-1824),
whose drawings he so carefully studied.

Barye’s sculpture was often of small size and
dealt with animal rather than human protagonists—

former Director, Richard H. Randall, Jr., Director, William
R. Johnston, Assistant Director, Winifred Kennedy, Regis-
trar, and Marvin C. Ross, former Curator. I am indebted to
them for allowing me direct access to the Barye material
during visits in 1964 and 1967, and for the use of the Gallery's
superb photographs.
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ANTOINE-LOUIS BARYE
Elk Attacked by Two Hounds
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ANTOINE-LOUIS BARYE
Drawing of an Elk
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FIGURE 4

NEUILLY, PRIVATE COLLECTION

EDME-PIERRE BALZAC
Tureen, 1757-1758 (detail)

a very romantic and intensely personal choice.3
‘Elk Attacked by Two Hounds’ (fig. 2),4 shown in
the Salon of 1833, illustrates the range and character
of the sources of Barye’s art: nature itself, the art of
recent goldsmithery, and the animal sculpture of
antiquity. As one of Barye’s typical, measured
drawings of an elk (fig. 3)5 clearly indicates, the artist

1 The exceptions were occasional visits to the Chateau of
Versailles and to the Barbizon forest. The chief biographical
sources for Barye are: A. Alexandre, Antoine-Louis Barye,
Paris, 1889; C. DeKay, Barye, Life and Works, New York,
1889; R. Ballu, L’GEuvre de Barye, Paris, 1890; S. Lami,
‘Barye’, Dictionnaire des sculpteurs de I’école francaise, Paris,
1914, 1, pp. 69-85; C. Saunier, Barye, Paris, 1925; C. O.
Zieseniss, Les Aquarelles de Barye, Paris, 1956.

2 Four letters written by Delacroix to Barye between 1828
and 1833, cited in R. Escholier, Delacroix, peintre, graveur,
écrivain, Paris, 1926, I, pp. 247-8, confirm their artistic con-
tact and their mutual enthusiasm for the dissection of a
recently dead lion. Considerable internal artistic evidence
strongly suggests a sustained and specific awareness of
developments in each other’s art, manifest in their simul-
taneous use of similar motifs and style, and in the case of
Delacroix’s late years, a return to shared motifs of the
twenties. See G. F. Benge, The Sculpture of Antoine-Louis
Barye, Ph.D. dissertation, I, pp. 196-209, and figs.
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studied nature with the impassioned enthusiasm,
and often with the technical methods of the zoolo-
gists of his day.® Barye’s earliest artistic training
was as a goldsmith, and this art offered general
artistic prototypes for his small bronzes. Compare,
for example, the Walters ‘Elk Attacked by Two
Hounds’ with the decorative finial on a high rococo,

3 Barye’s choice of animal rather than human protagonists
has continued to provoke the wrath of academic critics who
maintain that such a choice is inherently inferior, and that
Barye is therefore an inferior artist. For discussions of the
earlier literature, see G. Hubert, ‘Barye et la critique de son
temps’, Revue des Arts, V1, 1956, pp. 223-30, and G. Benge,
Sculpture, 1, pp. 24-42, especially pp. 27-9. Barye’s animal
protagonists are in fact a completely logical development
within a larger context of romantic nature imagery. See G. F.
Benge, Sculpture, 1, pp. 72-119.

4 The Walters Art Gallery, Inv. no. 27.147, H. 114 in. This
proof is apparently unique in American collections, and was
formerly in the George A. Lucas collection. It has the usual
block letter, integrally cast signature, BARYE, which, how-
ever, has also been chased and retains a sharp burr. It is
inscribed on the interior of the base, DAIM TERRASSE
PAR 2 LEVRIERS d’ALGERIE. PIECE UNIQUE.
MODELE LUCAS. Patina is a light brown, and surface
detail is superb.
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FIGURE 5

ROME, VATICAN COLLECTIONS

Stag Harried by Hounds
Greek, Hellenistic
(Based on rendering in Reinach, ‘Repertoire de la statuaire, grecque et romaine’, 1930, I, p. 754)

silver soup tureen (fig. 4), designed by Edme-Pierre
Balzac, dated 1757-58, and certainly known to
Barye in the collection of the Duc d’Orléans.” Barye
maintained the verism, the narrative idea, and the
small scale of the prototype. Yet significantly, he
divorced the image from its role as a mere embellish-

5 The Walters Art Gallery, Inv. no. 37.2249, pencil draw-
ing, about 9 X 6 in. Purchased in 1949 from Fabius Fréres,
Paris.

6 Documentation of Barye’s knowledge of recent scholarly,
zoological studies of the Gavial crocodile of India is noted by
G. H. Hamilton, ‘The Origins of Barye’s Tiger Hunt’, Art
Bulletin, XVIII, 1936, pp. 250-3, easily the most revealing
study of Barye’s conceptual and technical methods in the
whole of the earlier literature. However, Hamilton’s severe
final judgment of Barye’s brilliant ‘Tiger Hunt’ (Walters Art
Gallery, Inv. no. 27.176), as a merely ‘absurd’ table decora-
tion, need dismay us no longer, in light of its clear ‘origins’—
as a lavish table decoration, in the tradition of French high
rococo goldsmithery. For the suggestion of the goldsmith’s
art as a conceptual source for Barye, I am indebted to
Professor Wallace Tomasini.

71 wish to thank Mme. Arturo Lopez-Willshaw for her

ment on a useful object, and elevated it to the
qualitative and conceptual level of a free, major art
form. Furthermore, both the royal goldsmiths and
Barye worked with a full cognizance of antique
prototypes,8 such as the monumental Hellenistic
group in the Vatican (fig. 5).

very kind permission to publish a photograph of the tureen
now in her collection at Neuilly, and M. Jean Digras, Cultural
Attaché of the French Consulate General, for facilitating our
communication. A color photograph of the tureen, together
with a reference to its documentation in the Orléans collec-
tion appears in Jacques Helft, Jean Babelon, Yves Bottineau,
and Olivier Lefuel, French Master Goldsmiths and Silver-
smiths from the Seventeenth to the Nineteenth Century, New
York, 1966, pp. 166-7. During the thirties Barye executed
major commissions for the two sons of the Duc d’Orléans,
designs quite in the spirit of high rococo goldsmithery. In
fact, Barye’s famous surtout de table of nine sculptural groups
was initially to have been cast in silver rather than bronze.
See Benge, Sculpture, I, pp. 175-82, and figs.

8 For a discussion of goldsmiths’ use of antiquities also
known to Barye, see Benge, Sculpture, 1, pp. 180-1, and figs.
For Barye’s own use of antique sources, see ibid., I, pp. 120~
49, and figs.
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ANTOINE-LOUIS BARYE
Horse Subjects and Boxers, after Géricault



FIGURE 7 ART INSTITUTE OF CHICAGO

THEODORE GERICAULT

Study after Officer of the Light Cavalry Charging
Chicago Album, detail of fol. 57

FIGURE 9 PARIS, LOUVRE

THEODORE GERICAULT
Officer of the Light Cavalry Charging, 1812 (detail)

FIGURE 8 (left) ART INSTITUTE OF CHICAGO

THEODORE GERICAULT

AR ~\‘ & TR hE Ry . Horse’s Heqd
7 4 G RO PR 0 S SEA ¢ 4 Chicago Album, detail of fol. 47
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FIGURE 10 ART INSTITUTE OF CHICAGO

THEODORE GERICAULT

Mounted Officer at the Halt
Chicago Album, detail of fol. 37vo

Once Barye’s major sources in nature, gold-
smithery, and antique art are clarified, it is possible
to examine yet another source, the drawings of the
painter Theodore Géricault. Like his friend Dela-
croix, Barye became fascinated with Géricault’s
drawings, and may have studied them at the post-
humous sale of Géricault’s studio effects in 1824,
when some thirty-three of the painter’s sketchbooks
were sold.? Barye’s leaf of drawings of horse sub-
jects and boxers (fig. 6), now in the Walters Art
Gallery,10 clearly proves his close scrutiny of a

20

variety of drawings in an album by Géricault, now
in the Art Institute of Chicago, and published by
Professor Lorenz Eitner in 1960.11 While Barye’s
drawing motifs are unquestionably copied from the
Géricault album, they also embody a distinct trans-
formation of their sources, one that is typical of his
personal artistic taste.

The inspiration for Barye’s sketch at the upper
left (fig. 6) was Géricault’s drawing after his paint-
ing in the Louvre, ‘Officer of the Light Cavalry
Charging’. The drawing is found in the Chicago
album on folio 57r (fig. 7).12 The sculptor’s chosen
medium of pen and tracing paper might at first
glance suggest that we actually have a tracing.
Yet the many subtle differences of proportion
between Barye’s copy and the original indicate a
free rather than mechanical copy. One notes in
Barye’s copy the smaller face and shorter torso of
the officer, and the narrower breadth of the horse’s
body. Perhaps the most telling detail which per-
suades us that this drawing was Barye’s actual
model, rather than the related paintingin the Louvre
(fig. 9), is the careful delineation of the leopard’s
mask and pelt used as a saddle blanket. Barye’s
drawing conveys the essential features and hypnotic
force of the mask and pelt with a fine economy of
means, whereas Géricault’s painted version mini-
mizes the impact of this feline mask by closing its
eyes, and by rendering it with an undramatic real-
ism. Barye typically records the essential contours
of the form, in a selective and rather tactile trans-
formation of Géricault’s fluid, Rubens-like proto-
type.

Barye’s copy of a mounted officer at the halt, seen
on the upper right of this leaf (fig. 6), is patterned
upon a similar figure on folio 37 verso in the
Géricault sketchbook (fig. 10). This work Barye
copied with greater precision of proportion, but
again only the major contours are set down, and the
elaborate shading so lovingly developed by Géri-
cault is ignored.

Barye’s copy of another mounted officer holding

9 L. Eitner, Géricault. An Album of Drawings in the Art
Institute of Chicago, Chicago, 1960, p. 4, note 2.

10 [nv. no. 37.2020; pen on tracing paper, about 13 < 14 in.
Purchased from Fabius Fréres, Paris, 1949.

11 See note 9 above.

12 This drawing was made roughly two years later than the
painting in the Louvre, Eitner, Géricault. An Album, p. 41.



+  BARYE’S USES OF SOME GERICAULT DRAWINGS

a second, unmounted horse beside him, seen at the
lower right of the Walters leaf, derives from folio 36
verso (fig. 11). Barye’s analytical contours are still
more summary than in the preceding drawing, and
where Géricault chooses not to depict anatomical
data in favor of a painterly development of light and
shade, Barye simply leaves empty space, as with the
shoulders and forelegs of the horses. It is almost as
though Barye were vigorously seeking to delineate
an aspect of design that held little interest for

FIGURE 11

Géricault.

The image of an elaborately bridled horse’s head
seen just above and to the left of this officer, is
closely patterned upon a study on folio 47 recto
(fig. 8). Barye again minimizes painterly tonal
changes in favor of a more tactile, more purely
descriptive approach. Even the exotic bridle is
transcribed not as an ornate surface pattern but
rather as a structural diagram. The eye of Barye’s
horse seems a lifeless button by comparison with

ART INSTITUTE OF CHICAGO

THEODORE GERICAULT

Mounted Officer Holding a Second Horse
Chicago Album, detail of fol. 36vo
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FIGURE 12

ART INSTITUTE OF CHICAGO

THEODORE GERICAULT
Boxers
Chicago Album, fol. 13

Géricault’s elaborately humanized symbol of ro-
mantic frenzy. The note-taking detachment, the
intellectualism of Barye’s drawing, is quite apparent.

Barye’s copy of the torso of a boxer facing to the
right, his guard up, is based upon folio 12 recto in
the Chicago album (fig. 13), rather than upon the
related, mirror-image figure in Géricault’s 1818
lithograph of two boxers. The economy Barye
practiced is perhaps the most notable difference
between the two drawings. Géricault for example
redrew the major contours repeatedly, almost ob-
sessively, as though he were not convinced of their

22

accuracy. One notes a lapse of precision in Barye’s
copy, in the distorted narrowness of the head, al-
though the peculiar shaggy haircut is well pre-
served. Comparison with Géricault’s 1818 litho-
graph (fig. 15) reveals that Barye did not copy from
its mirror-image pose. Furthermore, the boxer in
the lithograph is placed with his shoulders more
parallel to the surface plane, that is, with a front-
ality closer to that of antique sculpture. Numerous
details, such as the deep indentation of the boxer’s
lattissimus dorsi muscle group, are not seen in the
more summary forms of the drawing.



FIGURE 13 ART INSTITUTE OF CHICAGO FIGURE 14 ART INSTITUTE OF CHICAGO

THEODORE GERICAULT THEODORE GERICAULT
Boxer Facing to the Right Boxer Facing to the Left
Chicago Album, detail of fol. 12 Chicago Album, detail of fol. 10

FIGURE 15 NEW YORK, METROPOLITAN MUSEUM OF ART

THEODORE GERICAULT
Lithograph: Two Boxers, 1818 (detail)
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FIGURE 16

PARIS, LOUVRE

Apollo Piombino
Graeco-Roman
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Neither was Barye's copy of the second boxer
facing to the left based upon the lithograph. It does
not reproduce the mirror image, nor stress the
Negroid facial features that seem so prominent an
aspect of the lithograph but are quite undeveloped
in Géricault’s preliminary drawing on folio 10 recto
(fig. 14), the actual source of Barye’s image. With a
very few swinging contour lines Barye captures the
essential proportions, volumes, and gesture. Again,
the intricate modeling of the back musculature is
ignored.

A second leaf of boxer drawings by Barye
(fig. 1)!3 not only furnishes further proof of his
careful study of Géricault, but even contains visual
ideas Barye will utilize in his bronze mythological
group, entitled ‘Theseus Combatting the Minotaur’
(fig. 17).14 Barye’s copies of the two largest boxer
motifs at the extreme left and right of this leaf, are
based upon the Chicago album folio 13 recto
(fig. 12). The tall, eyeless boxer at the left is an un-
mistakable copy. The back view of two grappling
boxers at the right is also immediately identified as
a copy, by the peculiar intertwining of the figures.
Memories of antique combats of ‘Herakles and
Anteus’ come to mind, as does their famous renais-
sance counterpart by Antonio Pollaiuolo.!5 Géri-
cault’s drawing conveys a sense of hesitancy, and an
analytical interest in clarifying the complex relation-
ship between two moving figures. Barye’s copy of
the Géricault group is more assured in its structural
logic, and its abrupt contours create an assertive
rhythm. It is precisely this Géricault boxer group
that Barye chose to refine further in his bronze of
‘Theseus Combatting the Minotaur’ of about 1840
(fig. 17).
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