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The Ancients have already employed the majority of the natural postures,  

and if one will not take refuge in distortions and exaggerations like Bernini . . .  

it is quite difficult to invent something new. 

Thorvaldsen, in Hauch 1871, 238

Presso i Formatori in gesso si rinviene qualsivoglia Statua, Busto, Bassorilievo,  

Vaso, Candelabro e Ornamento Architettonico formato sul marmo; 

delle quali cose sono ripiene le Sale delle Accademie, gli Studj degli Artisti, 

non che ornati ancora i Palazzi e le Case.

Keller 1824, 21

Und doch, was für eine Freude bringt es, zu einem Gipsgießer hineinzutreten, 

wo man die herrlichen Glieder der Statuen einzeln aus der Form hervorgehen  

sieht und dadurch ganz neue Ansichten der Gestalten gewinnt! 

Alsdann erblickt man nebeneinander, was sich in Rom zerstreut befindet; 

welches zur Vergleichung unschätzbar dienlich ist.

Goethe, Italienische Reise 25 December 1786
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Work on Thorvaldsen’s collection of casts was initiated in 2008 due 
to a generous grant from the Velux Foundation. In my application 
a separate, minor field of study was also listed: copies of Ancient 
Greek stelai in Danish cemeteries from c. 1830 onwards. The  
pioneer of these copies was the sculptor Hermann Ernst Freund, 
who worked in Thorvaldsen’s studio in Rome from 1818 to 1827, and 
from the following year until his untimely death in 1840 he was a 
professor at the Royal Danish Academy of Fine Arts. Throughout, 
he was a most loyal assistant to Thorvaldsen. The artists’ close  
relationship and their shared fascination with Ancient art, which 
influenced their own art, made the studies attractive. 

The grant covered invaluable periods of study in Athens and  
in Rome. It moreover made it possible to bring Hans Effenberger, 
the cast specialist from Dresden, to Copenhagen to determine  
the techniques used in the production of all the casts.

The research took longer than anticipated. The work on the  
stelai was completed in 2011, and the study of the casts caused the 
protraction. The catalogue work soon revealed itself to be a tool 
only for a first investigation of how and, not least, why Thorvald-
sen acquired these casts in particular. How did he get them? How 
many altogether were available for him to select from? How do the 
ones he decided on relate to his art? Prerequisites for answering 
these questions were the study of the market and – for comparison 
– the study of the cast collections of artists in Rome from the same 
period, as well as of academies of fine arts in Rome and the rest of 
Europe. My first thoughts on these matters were sketched in a pa-
per given at a conference in Possagno in 2008. In 2012 my research 
profited from the opportunity to arrange a new permanent exhibi-
tion of Thorvaldsen’s casts at the Thorvaldsen Museum and to 
write an accompanying book in Danish, in which my approach, 
ideas and results were first formulated. In 2014 the first draft of the 
entire manuscript was completed.

From the very beginning it has been a great privilege and pleas-
ure to be part of the devoted and friendly team of the Thorvaldsen 
Museum, until 2016 directed by Stig Miss, who encouraged my 
research in every way, as did Annette Johansen, Director since 
2017. The books has benefited from the generous and mutual ex-
change of information with Ernst Jonas Bencard, Karen Benedicte 
Busk-Jepsen, Nanna Kronberg Frederiksen, Kira Kofoed and  
(until 2011) Inge Lise Mogensen Bech, of the invaluable project  
The Archives – a documentation centre on Thorvaldsen, in which 
many documents of great relevance were published for the first 
time. My sincere thanks go to Kristine Bøggild Johannsen, who 
until 2019 was curator of Thorvaldsen’s casts, and has been  
invaluable with regard to the exhibition, the Danish book and the 
development of the present publication. In 2016 Kristine Bülow 
Clausen also contributed to the editing of the book. I am grateful 
to them all for constant encouragement and many discussions 
from which I have profited greatly. I direct the same thanks to 
Emma Salling of the Danish Royal Academy, who imparted much 
vital information about the archives of the academy.

Collaborators:

Ole Haupt, Copenhagen, photographer
Hans Effenberger, Dresden, author of the technical  

descriptions in the catalogue
Thomas Christiansen, PhD in Egyptology, author of the  

study of the Roman obelisks in Vol. II, Comments 3.
At the Thorvaldsen Museum: Liv Carøe, Julie Lejsgaard  

Christensen, Jakob Faurvig and Kristina Lindholdt.  
Ida Hornung diligently curated the ‘apparatus’ of the  
illustrations with contributions by Frida Kuhn Nicolaisen. 
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a. A.R. Mengs, Self-portrait, c. 1778, oil on panel 
(Staatliche Museen zu Berlin, Gemäldegalerie, 
inv. 1986).

b. Stefano Tofanelli (attr.), Carlo Albacini, c. 1783, 
oil on canvas (Accademia Nazionale di San Luca, 
inv. 471). 

c. Carl Gotthelf Küchler, Johann Martin Wagner, 1836, 
etching (ThM inv. E790).

The subject of this book is a collection of plaster casts of statues, 
busts and reliefs from Antiquity and the Early Modern period. It is 
a large collection of 657 pieces that has been preserved almost  
intact ever since it was created, between 1797 and 1838. Moreover, 
we know its originator and owner – the Danish Neoclassical sculp-
tor Bertel Thorvaldsen (1770–1844) – and the cities where it was 
founded and then preserved – Rome and Copenhagen respectively. 
It is the best-preserved artist’s cast collection of its time, remark-
able also for the wide diversity of its motifs and themes. The only 
comparable collection is that of the German painter Anton Raph-
ael Mengs (1728–1779) (Fig. 1a), whose casts are preserved today 
in Madrid and in Dresden. Of the latter and larger group, 480 of  

c. 833 are preserved.1 The third-best-preserved artist’s cast collec-
tion of the period was made by the sculptors and restorers Carlo 
Albacini (c. 1735–1813) (Fig. 1b) and his son Filippo (1777–1858), but 
all that remains of this are 155 of 255 busts that were acquired by 
the Trustees’ Academy in Edinburgh in 1838.2 Scores of other col-
lections belonging to artists, art schools, academies, universities 
and art museums are documented only by inventories and brief 
descriptions, or have not yet been subjected to any scholarly treat-
ment. The important collection of the painter, sculptor and collec-
tor Johann Martin von Wagner (1777–1858) (Fig. 1c), whom Thor-
valdsen knew very well, consisted for example of 634 casts and was 
thus of nearly the same size. It was destroyed during the Second 

chap ter 1 

Introduction and overview

1.  Portraits of the three artists and collectors of plaster casts Anton Raphael Mengs, Carlo Albacini and Johann Martin von Wagner.
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World War, but it is fortunately known from an excellent catalogue 
of 1887.3 The best documented and studied of the public collec-
tions from the period is that of the Akademisches Kunstmuseum 
der Universität Bonn. It was formed by the German philologist 
Friedrich Gottlieb Welcker (Fig. 2b), the admirer and biographer 
of the Danish archaeologist and art critic Georg Zoëga (1755–1809) 
(Fig. 2a), Thorvaldsen’s mentor from the time of his arrival in 
Rome in March 1797. Welcker spent about eighteen months in 
Rome and his remark – at the age of 21 – in a letter from 1807 about 
the plaster casts in the Académie de France à Rome illustrates the 
high standing of casts in the period:

Ich gehe izt oft in die Villa Medicis hier nah auf unserm  
Berg, wo die Gypsabgüsse der französischen Akademie  
immer zugänglich ein schönes Heer alter Kunst ausmachen. 
Die Niobe, die Juno Ludovisi, Pallas von Velletri, die Kolosse-
köpfe von Monte Cavallo, die Venus Medicis, der Apollo  
– fast alle die herrlichen Werke von Rom, Neapel und Florenz. 
Was ist die Beschäftigung mit Büchern gegen das Anschauen  
solcher Werke, und wie leblos ist uns Sophokles selbst gegen 
die göttliche Höhe, Freude und Reiz, die von alle Seiten immer 
unerschöpft in einem Saal guter Antiken strömt! – Wenn wir 
von schönen Wissenschaften reden, so sag’ ich armes Land, 
wo man nicht einmal Gypsabgüsse der Antiken hat!4

1.1 The objectives of this book

The main objective of this study has been to establish the contents 
and nature of Thorvaldsen’s collection: which originals have been 
copied, where they were in the period in question and where they 
are now. Closely connected with this is the issue of the date and 
origin of each specific plaster cast and – sometimes – of its mould. 
It is also important to study how they were made; moulds and casts 
can be produced in various ways that influence the degree of sim-
ilarity between original and reproduction, and this can help to  
establish the workshop of origin. Part of the work at this stage, 
moreover, has been to date the originals and ascertain their style 
and peculiarities. By these means a basis is formed for an overall 
appraisal of the collection, and its distinctiveness or special char-
acter. Only then are we on solid ground and ready to proceed  
to the questions of how and why the collection was formed. 

Yet the inquiry is extremely complex. Several ‘agents’ are in-
volved: the market and the artistic milieu in Rome on the one hand 
and the artist Bertel Thorvaldsen on the other. Rome is mentioned 
first intentionally because at a certain point in its history Thorvald-
sen entered the scene. He then put his stamp on developments. 
With regard to his plaster casts, he was able to choose from among 
all the available moulds, and he was probably in a position to select 
further originals to be moulded. Insight into the market for plaster 

16  thorvaldsen and his c ollection of pl a ster ca sts

2 a. Bertel Thorvaldsen, Wilhelm von Humboldt and Georg Zoëga, 1804–1805, pencil on paper (ThM inv. C79v). 2 b. Adolf Hohneck, Friedrich  
Gottlieb Welcker, 1840, engraving  
(Voit Collection).
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casts is therefore indispensable in developing a proper under-
standing of Thorvaldsen’s role and contribution.

Artists’ collections of plaster casts are of particular interest  
because they form a special group in the overwhelming variety of 
art works that surrounded and inspired the artists of the period. 
One might consider the casts in any artist’s collection to have been 
selected for training and inspiration because of the qualities of 
their originals. This may be true of the canonical works, but the 
casting of ancient statues and reliefs also regularly took place in 
connection with the restoration of new (as well as old) finds. First 
the individual parts of the usually fragmented pieces were moulded 
to form the basis for restoration, and finally the ‘complete’ statue 
was moulded. Accordingly, the flow of new finds of varying qual-
ity to some degree determined what became available as casts. 
Many sculptors, moreover, made their living from selling statues, 
either as copies in marble or as plaster casts, and holding a fair 
selection of moulds and casts was a prerequisite for this business. 
Their choice of models would naturally reflect the demands of the 
customers, and the moulds would accumulate as they were trans-
mitted from generation to generation either through inheritance 
or commerce. On the whole we must consider the market for plas-
ter casts from the Antique as a dynamic one subject to the law of 
supply and demand – the latter constantly changing with current 
aesthetic theories and fashions. 

The market for casts during the lifetime of Thorvaldsen is thus 
inseparably bound up with the history of finds, of restoration and 
of ‘layers’ of fashions in demand. It forms a complex part of the 
artistic milieu, and defining it is of great interest in itself. The  
ultimate concern in the present context, however, is understanding 
the specific rationale(s) behind Thorvaldsen’s selection of plaster 
casts. Like most artists he collected for training and inspiration, 
and he decided that the casts should be an integral part of his mu-
seum in Copenhagen, the monument to his artistic work and to his 
lifelong passion for Antiquity and for acquiring its art and objects.

1.2 Thorvaldsen among artists, scholars,  
art dealers and art collectors

Only a week after his arrival in Rome in March 1797, Thorvaldsen 
spent some days in the Colli Albani together with the learned Dane 
Georg Zoëga, who until his death in 1809 generously supported, 

advised and greatly influenced the newcomer. Zoëga (Fig. 2a) set-
tled in Rome in 1783 and throughout his career received substan-
tial support from Denmark. From 1788 until 1792 he contributed 
‘antiquarian communications’ to the Danish Crown Prince Fred-
erik (from 1808 King Frederik VI). In these he discussed, amongst  
other things, new scholarly publications and important archaeo-
logical discoveries. Moreover, he was assigned to “assist Danish 
and Norwegian compatriots with advice and information they 
might need from him during their sojourn in Rome”.5 In 1790  
he was appointed as official correspondent to the Danish Royal 
Academy and from 1790 to 1801 he contributed letters to the Heir 
Presumptive Frederik in his capacity of President of the Danish 
Royal Academy of Fine Arts 1772–1804. These letters were pub-
lished in the Danish periodical Minerva and Zoëga now also wrote 
with great insight about artists and exhibitions, including the  
annual expositions at the French Academy in Rome.6 In 1798 he 
was appointed Danish agent and consul to the Papal States. Not 
least, Zoëga was a great scholar with a profound knowledge of  
Roman and Egyptian antiquities. His learned work on Roman  
obelisks De origine et usu obeliscorum was being prepared for pub-
lication in the year of  Thorvaldsen’s arrival. From before 1796 
until his death he also worked on a publication of all reliefs in 
Rome.7 Zoëga introduced Thorvaldsen to his Italian colleagues 
and to other friends and acquaintances, among whom were the 
Danish author Friederike Brun (Fig. 66) and the Germans Carl 
Ludwig Fernow from Mecklenburg-Vorpommern and Wilhelm 
(Fig. 2a) and Caroline von Humboldt from Prussia, who became 
great admirers and advocates of Thorvaldsen’s art. The farewell 
party for Friederike Brun in May 1803 is illustrative of Thorvald-
sen’s acquaintances:8 the artists Antonio Canova, Antonio d’Este, 
Wilhelm Friedrich Gmelin, Angelika Kauffmann, Heinrich Keller, 
Johan Ludvig Lund, Friedrich Rehberg and Johann Christian  
Reinhart, as well as Carl Ludwig Fernow, Georg Zoëga, Wilhelm 
von Humboldt and the banker Giovanni Torlonia, were among the 
guests and they all figure in this book. 

A brief account of Thorvaldsen’s standing and integration in the 
Roman artistic and antiquarian circles will set the scene for his life 
and work, and his collecting. The turning-point in his career came 
in 1802–1803 with his creation of the statue Jason with the Golden 
Fleece (Fig. 3) and the relief Briseis Led away from Achilles by Agam-
emnon’s Heralds (Fig. 4). Soon he was considered a pre-eminent 
sculptor, ranking with the famous Italian Antonio Canova. He also 

chap ter 1 ·  introduction and overview  17




CONTENTS

This page is protected by copyright and may not be redistributed

had a splendid career in the pontifical hierarchy: in 1808 he be-
came an ordinary member of the Accademia di San Luca, in 1812 
he became a professor (“cattedratico”) at the same institution, in 
1816 a member of the Commissione Generale Consultiva di Belle 
Arti,9 in 1817 a member of La Pontificia Accademia Romana di 
Archeologia (in 1836 an honorary member),10 and in 1827–1828 
president of the Accademia di San Luca. He was also elected a pro-
fessor or honorary member of the academies of Florence (1804), 
Bologna (1805), Milan (1811), Perugia (1816), Carrara (1818), Leg-
horn (1824), Turin (1826), Lucca (1834) and Arezzo (1835) – just to 
mention the Italian ones. On 21 April 1829, he was one of the 
founding fathers of the Instituto di Corrispondenza Archeologica 
on the Capitoline Hill together with, amongst others, the three 
Germans – the archaeo logist Eduard Gerhard and the diplomats 
and art lovers August Kestner (Fig. 5a) and Christian von Bunsen 
–11 as well as the papal antiquarian Carlo Fea.12 The latter he knew 
very well from both the Commissione di Belle Arti and the Acca-
demia di Archeologia. From this institution as well as from the  
Accademia di San Luca, he was also familiar with another promi-
nent Italian antiquarian and author, Giuseppe Antonio Guattàni, 
who taught there from 1812 until 1830.13 Thorvaldsen owned sev-
eral of his books, in which five sculptures of which Thorvaldsen 
possessed casts were published.14

As a result of these widespread activities and his high standing, 
Thorvaldsen came into close contact with everybody of impor-
tance and was very well informed about all new archaeological 
discoveries and all developments on the art scene. As a famous 
artist, moreover, his international network was colossal, as  
appears from the list of his customers from all over Europe and 
North America, and of the many visitors to his studio(s) close to 
the Piazza Barberini. Together with a visit to Canova’s studio, this 
was a sight not to be missed by any educated tourist. 

At the time Rome was the capital of the fine arts and archae - 
o logy, and the European nobility, European artists and scholars,  
as well as prosperous tourists, gathered there in great numbers  
– of Englishmen alone there were more than 2,000 in the winter 
of 1818–1819.15 Social life was hectic. The diary of the English 
banker, author and collector of antiquities and fine arts Samuel 
Rogers may serve to shed some light on the intertwining of the 
tourist and artistic milieu. Rogers stayed in Rome from the end of 
November 1814 to March 1815, interrupted by a month in Naples 
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3. Bertel Thorvaldsen, Jason with the Golden Fleece, 1802–1803, marble  
(ThM inv. A822, ATw33).
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4. Bertel Thorvaldsen, Briseis Led away from Achilles by Agamemnon’s Heralds, 1803, plaster (ThM inv. A490, ATw34). Cf. Fig. 178 for details and Fig. 180 for a second  
version of the scene from 1837.

a. August Kestner, Self-portrait, 1840 (Museum 
August Kestner, Hanover).

b. José de Madrazo, Portrait par Wicar, [s.a.],  
engraving (Bibliothèque Municipale de Lille,  
portefeuille 66-1, 1).

c. Jean-Auguste-Dominique Ingres, Self-portrait, 
1822, drawing (National Gallery of Art, Washington. 
Accession no.1995.47.51. Collection of Mr. and  
Mrs. Paul Mellon).

5. Portraits of three collectors who – like Thorvaldsen – bequeathed their collections to their native cities and had museums named after them:  
August Kestner, Jean-Baptiste Wicar and Jean-Auguste-Dominique Ingres.
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and its surroundings. He spent his time visiting sites, museums 
and artists’ studios, looking for antiques and art works to buy, 
meeting people (not least compatriots) and attending soirées in 
the palaces of the Roman nobility. On 17 December he “purchased 
a bronze foot of Greek workmanship” together with the numis-
matist, archaeologist and art agent James Millingen, and later he 
“called at Mr. Tolwaltzern”. Two days later he looked at statues 
with Edward Dodwell, antiquarian, collector and art agent. On  
2 and 4 January he visited “Torwalson’s studio” and that evening 
“he and Millingen dined with us”. On 17 January he “Went to  
the Teatro Argentino with Tolwalzern. Millingen’s converzatione.” 
On 23 March “Tolwaltzen called in the Evening, & Irwin.”16  
Finally, it is worth noting that on 23 January Rogers met Carlo “Fea 
at Dodwell’s concerning the marbles”.17

In the Thorvaldsen Museum Archive, letters from both Mill-
ingen and Dodwell are represented, and Thorvaldsen’s library  
has books by both.18 It appears from a letter of 1828 that Millingen 
presented the second volume of his work Ancient Unedited Monu-
ments, in which he for example described two art works of which 
Thorvaldsen owned casts (L37, L353). Moreover, Thorvaldsen had 
a plaster cast (L3) the original of which Rogers owned, and alleg-
edly he restored a marble head that Crown Prince Ludwig of  
Bavaria acquired from Dodwell in 1820 (cf. L195).

These four – Dodwell, Rogers, Millingen and Thorvaldsen – 
were all passionate collectors of antiquities. The importance and 
size of the collections of the first two are known from the auction 
catalogues after their deaths.19 Dodwell and Millingen were  
also art agents, as were several others in Thorvaldsen’s circle of  
acquaintances, including his colleague in the Accademia di San 
Luca, the painter Jean-Baptiste (Giovanni Battista) Wicar (Fig. 5b), 
and the above-mentioned sculptor Johann Martin von Wagner, 
with whom Thorvaldsen often worked closely. They both collect-
ed antiquities as well as casts – Thorvaldsen, moreover, owned 
several of the casts from original works in their possession.20  
Wagner’s and Thorvaldsen’s collections in particular have many 
congruencies.21 Yet innumerable people, many also among  
Thorvaldsen’s acquaintances, amassed collections at the time. 
Two more should be mentioned: the French painter Jean-Auguste-
Dominique Ingres (Fig. 5c), who between 1806 and 1820 lived  
in the same block of buildings as Thorvaldsen, and the above-
mentioned August Kestner, who lived in the same place from 1827 
onwards.22 Each of the four latter had a museum in their native  

city named after them, respectively Musée Wicar in Lille, Martin 
von Wagner Museum in Würzburg, Musée Ingres in Montauban 
and Museum August Kestner in Hanover, as did Thorvaldsen in 
Copenhagen.

When the Thorvaldsen Museum opened to the public in 1848, 
a total of 20 rooms on the first floor or ‘piano nobile’ were reserved 
for Thorvaldsen’s large collections of contemporary paintings, of 
books and of antiquities: Greek and Roman vases, sculptures in 
marble, bronzes, terracottas, coins and gems, as well as Egyptian 
antiquities (Fig. 199).23 Most of these were, and still are, on perma-
nent display. This was not possible, however, with the large collec-
tion of plaster casts, the greater part of which was placed in a series 
of eight rooms in the basement as a study collection or open store 
(Fig. 199, Rooms 52–59). A large room (Room 34) on the first floor 
was reserved, though, for the casts from nine of the most famous 
statues of Antiquity (Fig. 201), and selected busts and reliefs were 
displayed in several of the rooms with antiquities and on top of the 
bookshelves in the then library (Room 41).

The plaster casts were moreover elevated to the status of ceiling 
decorations for the museum, a use not made of any of the antiqui-
ties in Thorvaldsen’s collection, but as a parallel – although in  
a modest way – to the antique vases being carried in Jørgen Sonne’s 
frieze on the outer south and east sides of the building.24 A selected 
number of casts thus provided the models for the vignettes of ten 
Olympian gods on the ceiling above the grand stairway leading 
from the ground floor up to the first floor (Fig. 6).25 The overall 
decorative scheme copies a stucco ceiling in the Casa del Labirinto 
in Pompeii, which was excavated in the early 1830s.26 The model 
was first used in the museum in 1843 for the decoration of the  
ceiling in Room 10 on the ground floor and then in 1844 for the 
stairway, finished the following year.27 The panels with bucrania 
and with sacrificial utensils, though, are seen neither in the model 
nor in Room 10; they underline the sacral character of the ceiling. 
The models for the vignettes (Fig. 7) were selected from two groups 
of plaster cast reliefs: the two famous Barberini candelabra in the 
Vatican (L260–L264) and the two frieze reliefs (L607a–b), for which 
the originals – perhaps created in Thorvaldsen’s lifetime – are  
unknown. Halfway up the stairway stands Thorvaldsen’s huge 
statue of Hercules from 1843, as if on his way into Olympus, and his 
apotheosis may well be the main programme for the room. The 
subject could be an allegory of Thorvaldsen’s achievements and at 
the same time a visual play on the visitor’s ascent to the first floor. 
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6. The stairway with Bertel Thorvaldsen, Hercules, 1843, original plaster model (ThM inv. A14, ATw235). The paintings with casts are shown in the panels, four of which 
are visible here.
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7. The position of the Olympic gods in the ceiling of the stairway (as seen from below) copied from two candelabra (L260–L264 and two reliefs (L607a–b) in Thorvaldsen’s collection:  
Jupiter, Juno, Apollo, Diana, Neptune and Ceres, Mercury, Minerva, Mars, Vulcan. 
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1.3 How to use this book

The backbone of this publication is the main catalogue, in which 
each entry is divided into four main parts: the Plaster Cast, the 
Original or Model, References and Comments. All the evidence 
pertaining to the piece is presented, as well as documentation and 
references for the discussions throughout the book. Details relat-
ing to the individual paragraphs in the catalogue are to be found 
in the second volume, in the section “The design of the catalogue”. 

Part I: Chapter 1 presents an introduction to Thorvaldsen’s  
career and milieu, as well as an overview of the contents and char-
acter of the 657 pieces in the collection.

Part II: Chapter 2 aims at presenting the agents in the Roman  
plaster cast market in chronological order by means of 41 case 
studies (referred to as “cases”); that is sales lists of mould-mak-
ers and artists, and inventories of collections of architects, paint-
ers and sculptors, of academies and of private customers on their 
Grand Tour. The list of agents and buyers cannot claim to be com-
plete. Much of the evidence presented is unpublished or has been 
brought together for the first time from a variety of sources in 
many countries. They only represent the tip of the iceberg, how-
ever; many more sources are still in archives and collections wait-
ing to be found, recorded and made available. Although the cases 
have been selected with a view to throwing new light on Thorvald-
sen’s casts and showing how he could have obtained them, many 
more casts are discussed. Only with these references can we know 
the range of casts available to him. His preferences may also  
appear from what he did not acquire for his collection. The 41 
cases are believed to be representative both of the range of agents 
involved and of the plaster casts that were available and sought  
out (cf. discussion below, Chapter 3.6). A total of 1243 items, a fair 
selection of those mentioned, are listed in table 1 in the chrono-
logical order of the respective documents. This table is referred to 
throughout the text and the catalogue and constitutes an impor-
tant tool in the discussion of the market. table 2 shows the same 
1243 entries, but now arranged in alphabetical order according  
to the named originals (Opus, altogether 564+ Aegina 565-584), as 
they are named and misnamed. Thus, the varying appellations 
and the various places where one could acquire casts are revealed, 
as well as their prices. 

Chapter 3 focuses on the study of the socles for the busts and 
demonstrates that they were quite often acquired without socles 
and were first mounted in Thorvaldsen’s workshop. Moreover,  
a fair number of them form groups and in several cases their com-
mon origin with a particular cast-maker can be established  
– whether his name is known or remains to be ascertained. This 
information constitutes a valuable supplement to the comparison 
of seams in establishing whether Thorvaldsen’s cast and an item 
in another collection originated from the same cast-maker. 

Part III: In Chapter 4 the written sources for ascertaining where 
and why Thorvaldsen acquired his casts and how he used them  
are discussed.

Chapter 5 discusses the possible relations between Thorvalds-
en’s art and his casts, and sums up the results of the foregoing chap-
ters and of the main catalogue with regard to inspiration from the 
casts in his art works and the trading of his workshop in casts and 
copies from antique originals. Works by Thorvaldsen are referred 
to with ‘ATw’ and numbered consecutively in chronological order 
in Index 7: he often signed his works “AT” (Alberto Thorvaldsen)28 
and the ‘w’ stands for work. A comparison of the contents of his 
collection with other artists’ cast collections and academy collec-
tions reveals that his collection had its own distinct character. The 
inspiration he took from others, and even his copying of their plas-
ter casts, are often obvious, but there are also numerous examples 
of casts of sculptures that he did not own. Five ways in which Thor-
valdsen used ancient models have been established: copy, restora-
tion, imitation/incorporation, appropriation and inspiration.

Part IV: In Chapter 6 the fate of the casts in the Thorvaldsen  
Museum from its opening until today is presented; for example, 
their availability to students and the public, as well as the way the 
museum has presented them on site and in the catalogues for 
visitors. Unlike other collections, the casts were zealously cared 
for and survived the general ‘low tide’ of curatorial interest during 
the twentieth century without suffering damage.

In Chapter 7 the focus is again directed towards the casts as  
objects in their own right, in terms of technical matters, and con-
nections are made with the main catalogue of all the casts. There 
is a table in English and German establishing both the terminol-
ogy and the questions raised during the technical appraisal of the 
casts. It is to be hoped that the table Fig. 215 will set a new standard 
in a field of great diversity. 
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Volume II, which contains the main catalogue, first presents com-
ments on seven groups of casts that go beyond the general charac-
ter of the discussion on the individual pieces in the main catalogue. 

Then follows a description and ‘key’ to the design of the main 
catalogue that forms the major part of the volume and documents, 
bar a few exceptions, all Thorvaldsen’s casts from Antiquity and 
the Early Modern period.

Volume III presents tables and Indices that are meant as useful 
tools for exploiting the many kinds of information contained  
in the book. These are followed by the photographs, one by one,  
of all the items in Thorvaldsen’s collection.

1.4 Ludvig Müller’s catalogue design

The first catalogue of the cast collection was written by the first 
director of the museum, Ludvig Müller, and published in 1850.  
It comprises 657 pieces altogether and the collection’s inventory 
system, still used today, is based on this catalogue.29 Eleven of  
the published casts are lost, but five of these can be identified with 
certainty from descriptions and old photographs. Only 20 pieces 
reproduce originals from the Renaissance or Early Modern period 
– in addition to about 18 pieces that Müller (and probably Thor-
valdsen) considered to replicate Antique originals, but which mod-
ern scholarship has demonstrated or argued to be post-Antique art 
works or pastiches.

In connection with a revision of the inventory system in 1948  
the numbers referring to the casts from the Antique were designated 
with the prefix ‘L’, and the post-Antique casts with a ‘G’. Only six 
pieces were omitted by Müller and were thus given a number after 
his time, and one other has been renumbered for systematic reasons. 

The total number of casts, however, is congruent with neither 
the number of entries in Müller’s catalogue nor the modern inven-
tory numbers. This is because Müller occasionally included  
several pieces in one number. Hence, three parts of a relief from 
the front of a sarcophagus were given one number (L299), while 
two parts from another sarcophagus, though prepared in the same 
way, were given two numbers (L302–L303). Three casts with  
two figures or two heads were given double numbers (L272–L273, 
L313–L314, L315–L316), while an entire scene (no. 72) from Trajan’s 
Column, which is divided into three reliefs, was given just one 

number (L322). The altogether 271 small casts, mostly heads from 
the Column, were, however, numbered collectively (L323–L336), 
according to their subjects (bare-headed and helmeted Romans, 
barbarians, horse’s heads, etc.).

In this publication Müller’s numbering, as adjusted in 1948, is 
maintained.30 In certain respects this is very impractical because 
the overview, many interconnections and even the reckoning of  
the exact number of casts in the collection are blurred. The aim of 
Figs. 8–9 below is to establish not an actual concordance, but  
an overview to clarify some of these problems and to reconcile  
the discrepancies among Müller’s numbering, the 1948 number- 
ing and the items treated in the present study. It is moreover an 
ambition to create an overview of the discrepancies between  
the number of casts and of originals that are represented in the 
collection.

Thorvaldsen’s collection also contains a considerable number 
of casts from ancient scarabs and coins, as well as from gems of  
the eighteenth and early nineteenth centuries in so-called dac-
tyliothecs. With the exception of one set of these (G140), they are  
not treated in detail in the present publication. The main reason 
for this is that Thorvaldsen collected the small-scale casts from 
the Antique alongside the originals, and their study thus cannot 
be separated from research into the latter, which is beyond the 
scope of this work. Nevertheless, one tray of c. 45 casts from Egyp-
tian scarabs (L641) and two trays of 196 Roman coins (L491–L492) 
are briefly mentioned below in Group 9. Similarly, nine dactylio-
thecs (G134–G141, G163) totalling about 2000 pieces are briefly 
mentioned below in Group 12. They are all listed at the end of the 
catalogue in short form.

The size of the collection has now been established and the head-
ings have revealed some basic information about the contents. De-
spite the obvious deficiencies of Müller’s classification, the arrange-
ment nevertheless remains fairly useful because it is characteristic 
of the period; it neatly reflects the well-established practice in the 
academies of fine arts, where the collections were divided into 
groups of statues, busts, reliefs and limbs according to the same 
general principles. Only artistic qualities mattered, and despite 
vague ideas about the supremacy of Greek art, the history of the 
pieces was considered of virtually no importance. It was less a his-
torical collection than an artistic study apparatus, which was a ma-
jor factor in the market for plaster casts, where complete statues or 
parts of statues – whether heads, torsos or limbs – could be obtained.
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Nos. Inventory numbers Sold 184931

Statues  
and parts  
of statues

99 L1–L7, L10–L28, L30–L96, L98, 
L602–L603; G100, G110, G111

Statues 37 L1, L2, L3, L5, L6, L18, L26, L27, 
L30, L31, L32, L33, L34, L35, L36, 
L38, L40, L41, L42, L43, L44,  
L45, L46, L47, L48, L49, L50,  
L51, L52, L53, L54, L93, L94, L95, 
L96, L98; G110, G111

Torsos 17 L28, L37, L39, L55, L56, L57, L58, 
L59, L60, L61, L62, L63, L64, L65, 
L66, L67, L68

Limbs 42 L10, L11, L12, L13, L14, L15, L16,  
L17, L19, L20, L21, L22, L23, L24, 
L25, L69, L70, L71a+b, L72, L73a+b, 
L74, L75, L76, L77, L78, L79, L80, 
L81, L82, L83, L84, L85, L86, L87, 
L88, L89, L90, L91, L92, L603

Statuettes 3 L4, L602; [–1] 

Small copy 1

Busts and 
heads

116 L8, L9, L29, L99–L203, G129, G246;
G101, G104, G112–G115 

Busts 59 L99, L101, L103, L105, L107, L108, 
L109, L113, L115, L117, L121, L122, 
L123, L124, L125, L126, L127, L128, 
L131, L132, L135, L137, L138, L141, 
L144, L145, L150, L152, L153, L154, 
L157, L158, L161, L162, L163, L164, 
L165, L166, L168, L170, L171, L174, 
L175, L176, L180, L181, L182, L183, 
L184, L185, L186, L187, L188, L189, 
L191, L193, L194, L196, G113 [−2]

2

Heads 21 L8, L29, L102, L104, L106, L111, 
L118, L129, L133, L134, L140, L155, 
L156, L160, L190, L192, L197, L198, 
L203; G101, G112

Herms 6 L110, L112, L139, L142, L148, L200

Masks 30 L9, L100, L114, L116, L119, L120, 
L130, L136, L143, L146, L147, L149, 
L151, L159, L167, L169, L172, L173, 
L177, L178, L179, L195, L199, L201, 
L202, G129, G246; G104, G114,  
G115 [−1]

1

Nos. Inventory numbers Sold 1849

Reliefs 438 L204–L354, L600, L601, L605, 
L606;
L607, G102–G103, G105–G109,  
G 116, G117 

Obelisks 52 L204–L252, L253, L254, L255 [−1]  

Greek and  
Roman  
reliefs +
Trajan’s  
Column

99

274

L256a–i, L257–L284, L286–L321 
[−2], L328aaaa, L337–L349,  
L351–L353, L605, L606
L322a–c–L328øøø,  
L328bbbb–L336 [−2], L350

2

Early  
Modern
Thor- 
valdsen?

11

2

L607a+b, G102–G103,  
G105–G109, G116, G117
L285, L354

Cameos 4 L600, L601a–c [−2]

657 Eleven of which are missing:  
L4, L9, L108, L251, L282, L307, 
L328fff, L335i, L601a+c, G117 
One has been re-numbered:  
L97 = G100
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8. Overview of the collection divided into the three groups as established  
by Müller: pieces from Antiquity (Müller I); those from the Renaissance  
and Early Modern period (Müller II, in italics); and cameos (III). The inventory 
has 657 numbers. Eleven of these are missing [in square brackets], however, 
and one has been re-numbered. The present collection consists of 646 pieces. 
The pieces are listed according to their type (statues, busts and reliefs) reflect-
ing the structure of his catalogue. The right column draws attention to a few 
pieces in the collection that were excluded and sold in 1849; see Chapter 6.1.
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Inv. nos. Müller + Müller – Original

L6–L25 20=1 Aphaia temple, Aegina 

L26–L29, L286 5=1 Parthenon temple

L30, L89, L104 3=1 Apollo Belvedere

L48, L77 2=1 Discophorus

L39a, L39b + 1 1=2 Diadoumenos, Hermes

L62, L63 2=1 Graces

L70, L125 2=1 Aiax–Patroclus group

L71a–b + 1 1 Capitoline Camillus

L73a–b + 1 1 Antinous Braschi

L84, L122 2=1 Hercules Farnese

L85a–b + 1 1 Arm

L86, L88 2=1 Dying Gaul

L137, L138 2=1 Homer

L204–L222 19=1 Obelisk, Montecitorio

L223–L233 11=1 Obelisk, Pincio

L234–L252 19=1 Obelisk, Trinita 
de’Monti 

L256a–i + 8 1 Puteal Albani

L260–L262 3=1 Barberini candelabrum

L263–L265 3=1 Barberini candelabrum

L270–L271 2=1 Horai, Vatican

L272/L273 – 1 2=1 Horai, Uffizi

L287, L337 2=1 Arch of Constantine

L292–L293 2=1 ‘Altar’, Sala dei Busti

L296a–d, L328aaaa + 4 1 Medici Vase

L299a–c + 2 1 Gigantomachy 
sarcophagus

L300–L301 2=1 Niobe sarcophagus

L302–L303 2=1 Hore sarcophagus
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Inv. nos. Müller + Müller – Original

L308–L309,  
L311–L321 

− 2 13=1 Arch of Titus

L322a–c 
L323a–L328øøø 
L328bbbb–L336s, 
L350

 + 258 16=1 Column of Trajan

L601a–c + 2 1=3 Cameos, Vienna 

L607a–b + 1 1=2 Procession of gods

[276] 137=29

Müller 354+17+4 
and six addenda in 
1948=381

657 in Fig. 8
646 
preserved

381–137+29=
273 originals/
monuments

9. Overview of the discrepancies between the number of entries in Müller’s 
catalogue and the actual number of casts, altogether 273 entries versus  
657 casts (those from scarabs, coins and gems excluded). The first column lists  
the inventory numbers referring to casts from the same originals. The second 
column presents the divergences between Müller’s entries and the actual  
number of casts. The third column shows how 137 of the pieces originate from  
31 monuments, and it is concluded that the collection comprises casts from  
altogether 273 different monuments.
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1.5 Overview of the collection

The following presentation of the collection, in which it is divided 
into twelve groups with a view to the realities of the plaster cast 
market and to questions raised in the present discourse, is meant 
as an elaborated version of the overview presented in Fig. 9. The 
headings of the groups are ‘open’ inasmuch as there are several 
overlaps. Many pieces, for example, appear in both Group 1 and 
Group 4; similarly, the casts from models considered to be copies 
or pseudo-antique works are mentioned both in their ‘Müller con-
text’ and in Groups 10 and 11.

Canonical works and other statues (Group 1)

This conspicuous group of 46 complete and partially cast originals 
comprises all the major statues in the collection, as well as a few 
selected busts. They all belong to the steadily increasing number 
of art works from Antiquity found in Italy from the fifteenth cen-
tury on, which at the time of their discovery were highly praised 
by artists, antiquarians and collectors including European royalty. 

The sculptures were frequently and widely copied for repre-
sentative purposes and were studied under the protection of the 
owners or independently by artists in art schools and academies. 
In 1568 the Italian painter and art historian Giorgio Vasari listed a 
canon of six such statues, and four of them recur in the list of eight 
masterpieces published 200 years later by Diderot.32 All these 
pieces are represented among Thorvaldsen’s casts (Fig. 11): the 
Apollo, Antinous and Torso Belvedere, the Laocoön, the Hercules 
Farnese, Silenus with the Infant Bacchus, the Warrior Borghese/
Dying Gaul and the Venus Medici. In their masterly Taste and the 
Antique. The Lure of Classical Sculpture 1500–1900 (1982), which is 
based on a wide selection of sources, Francis Haskell and Nicholas 
Penny have defined and studied a group of 95 “principal sculp-
tures, which were at one time accepted as masterpieces”.33 Very 
few of these, three in all, are busts.34 Two of them are also repre-
sented in Thorvaldsen’s collection (L135, L152). However, several 
of the busts and heads in the collection originate from other fa-
mous statues and convey, at least partially, the qualities that made 
them famous. They are therefore included in the list of canonical 
works in the collection (below), along with a selection of busts and 
heads which, based on the criteria discussed above, could also 
very well have been included in the canon as defined by Haskell 
and Penny (cf. also Ch. 2.6, below). 

One could argue that the presence in the collection of the stat-
ues and busts regarded as ‘masterpieces’ in Thorvaldsen’s lifetime 
is a factor of tradition only. And so it is in a certain – positive – 
sense: Thorvaldsen and his contemporaries fully acknowledged 
the heritage from Antiquity. The fact that several works are only 
represented in part in the collection – apart from possible prob-
lems of space – suggests that they were pieces for study. The head 
of Laocoön, other heads and especially limbs are thus linked with 
the large number of fragments (cf. Group 3, below) that from the 
fifteenth century on formed part of the teaching and study appa-
ratus of every sculptor and art school, as well as their stock of 
moulds.

Several other statues in Thorvaldsen’s collection were recog-
nized as masterpieces at the time too, although they were not 
deemed worthy of this exalted status by Haskell and Penny (cf. list, 
Fig. 12). In addition, many casts were made from quite recent finds 
or had only recently become available on the market. Thorvaldsen 
restored several of these (L41, L60) for Crown Prince Ludwig of 

10. Apollo Belvedere,  
cf. Fig. 25, Fig. 242  
and Vol. II Comments 7  
for information about  
the dactyliothec  
(ThM inv. G140,1).
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Title and period of discovery Inventory number 1568 1763 H&P

Known from the Middle Ages 

The Capitoline She-Wolf L5 (without Romulus and Remus) 93

The Spinario L49 78

The Quirinal Colossi or Dioscuri L123–L124 (the heads only) 3

The equestrian statue of Marcus Aurelius L171 (the head only) 55

Discovered in the fifteenth century

The Belvedere Torso L55 x x 80

Apollo Belvedere L30, L89, L104 (the two latter being casts from the head and left hand) x x 8

Discovered in the sixteenth century

The Laocoön group L128–L129 (two heads only) x x 52

Bust of the ‘Dying Alexander’ L135 2

Bust of Lucius Junius Brutus L152 14

The Antinous Belvedere L38 x 8

The Borghese Silenus with the Infant Bacchus L40 x 77

Hercules Farnese L84, L122 (a knee and the head only) x x 46

The Dying Niobids L130–L132 (the heads only of Niobe, a daughter and two sons) 66

Bust of Caracalla L174 18

Bust of ‘Hesiod’ L176

Bust of ‘Solon’ L180

Discovered in the seventeenth century

The Hermaphrodite Borghese L44 48

The Borghese Warrior (‘Gladiator’) L47 x? 43

Barberini Faun L90 (right hand only) 33

Apollino (Medici Apollo) L31 7

Venus Medici L32 x 88

The Capitoline Venus L33, L106 (the latter being the head of another Roman copy) 84

The Dying Gaul (‘Gladiator’) L86, L88 (the right arm and hand only, both modern restorations) x? 44

Bust of Homer L137–L138

Bust of Pseudo-Cicero L189

Discovered in the eighteenth century

The Kneeling Venus L34 86

Cupid and Psyche L36 26

Capitoline Flora L43 40

Balbus the Younger’s horse L94 (the head only) 12

Minerva Velletri L102 (the head only) 69

Antinous as Osiris L166 (the head only)

Bust of the young Marcus Aurelius L168

Capitoline Camillus L71a–b (the feet only) 16

The Pasquino group L69–L70, L125 (hand and arm, legs, head; from two different copies of the 
famous group)

72

Two busts of Antinous L164–L165

The Antinous relief in Villa Albani L284 (the mask only) 6

11. Canonical works in Thorvaldsen’s collection, Vasari 1568, Diderot 1763, Haskell & Penny 1982.
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Bavaria, who also acquired some of the other recently discovered 
works (L39, L54) listed below. Others came to the Königliche  
Museen in Berlin (L56, L58), to The British Museum in London 
(L46), or were acquired by other private collectors such as the 
Danish Crown Prince Christian Frederik (L52). The fine woman’s 
torso (L61) that the Danish archaeologist P.O. Brøndsted excavat-
ed on the Greek island of Keos in 1811–1812 is a special case,  
considering his close friendship with Thorvaldsen.

Title and time of discovery Inventory number

Psyche of Capua, 1726 L37

Urania, 1779 L42

Ganymede,35 before 1637 L45

Discophorus, 1771 L48

Girl playing knucklebones,36 1730/1732 L50

Boy with a Duck37 (?) L51

Group of Three Graces, c. 1800(?) L62–L63 (two of the graces)

Horse Head, before 1585 L93

Discovered and/or on the market  
in Thorvaldsen’s lifetime

Cupid with the Bow L35

Diadoumenos torso L39

Clio L41

Westmacott Boy L46 (the head and bust only)

Boy with Grapes L52

Erotic group L54

Torso of Ganymede L56

Torso of Stephanus Boy, c. 1790 L58

Artemis L60

The Brøndsted Torso, 1812 L61

12. The time of the discovery of selected originals from  
which Thorvaldsen owned casts.

Several of these pieces are unrestored, unlike the older finds. 
This may be a sign of a new awareness of the integrity of the orig-
inals. However, a more likely reason – as was certainly the case 
with the Artemis (L60) – is that the casts were made at the time 
when they entered an artist’s studio to be restored (see below,  
Ch. 4.5). That the casts render unrestored originals thus does not 
necessarily signify that they remained so. Unrestored, too, are a 
much-battered Child with Grapes (L53) in the Vatican, a torso (L57) 
in the Albani Collection, four statuettes (L65–L68) and finally  
the mediocre pieces, a Boy’s Torso (L59) and a Female (Venus?) 
Torso (L64), for which the location of the originals is unknown. 
However, these pieces should perhaps rather be compared to 
‘plain’ study pieces like the fragments and selections of statues 
discussed below. 

 
Greek and Italo-Etruscan originals (Group 2)

Very few Greek originals were known, and even fewer were avail-
able in Western Europe before the first third of the nineteenth 
century. Accordingly, very few casts of these were available to 
eighteenth-century collectors. Greek originals had, however, 
come to Italy as booty, or had been acquired from Turkey and 
Greece. Important pieces such as the so-called Weber-Laborde 
head from the Parthenon (L29) (Fig. 223), two tomb reliefs (L266, 
L268) and the two votive reliefs (L280, L291) belong to this cate-
gory and all date to the Classical period.38

The great ‘breakthrough’ came in the second decade of the 
nineteenth century, with the acquisition of the Phigaleia and Elgin 
Marbles by The British Museum in 1814 and 1816 respectively,  
and the acquisition of the Aeginetan sculptures by Crown Prince 
Ludwig in 1812 (first exhibited in Munich in 1828).39 These were all 
moulded before 1820 and the casts distributed by their owners as 
gifts or in exchange for other casts,40 or sold by special permission. 
As early as 1820 Pope Pius VII was presented with casts from both 
the Elgin and the Aegina marbles, and the Archduke of Tuscany 
also received casts from the former.41 In the same year – through 
the influence of Antonio Canova – the academies of Naples, Venice 
and Milan (Brera) also received casts from the Parthenon mould-
ed by the British sculptor Richard Westmacott. Brera was even 
given a complete set of the Phigaleian frieze.42
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In Thorvaldsen’s collection there are several casts (L6–L25) 
from the Aeginetan marbles that were restored in Rome in 1816–
1817 with his cooperation and were moulded in plaster in 1819.43 
The casts can be considered a special case – as ‘residue’ from his 
work with their restoration. Except for the two acroteria shaped  
as korai (L6–L7) and the part of a body (L18), the casts show the 
pre-restoration state.

Particularly interesting are the five casts from the Parthenon. 
The arrival of the originals in Western Europe caused a sensation 
and Antonio Canova contributed markedly to their fame by refus-
ing to undertake the restoration. Thorvaldsen appropriated the 
horsemen of the Parthenon frieze (from published drawings) in 
his Alexander Frieze as early as 1812 (Fig. 175) and would of course 
have been eager to study the sculptures in detail. The only piece 
from the frieze in his collection, however, is the tiny head of Cupid 
(L286), which, like the so-called Weber-Laborde head (L29) from 
one of the pediments, did not form part of the Elgin Marbles. The 
latter are represented by a section of the body of ‘Dione’ (Fig. 216) 
(L26) and the head of Selene’s horse (L27), both from the east  
pediment, and the reclining ‘Ilissus’ (Fig. 222) (L28) – without his 
left arm and drapery – from the west pediment. The assemblage 
from the Parthenon seems casual and sparse, considering Thor-
valdsen’s many English clients.

However, the collection also includes casts from less well-
known items such as the fragment of a Greek relief (L605) of un-
known origin, and a fine mirror case (L353), which is the only 
Greek specimen of the minor arts in the collection.

Surprisingly, there are only three casts from Etruscan originals. 
These are the now-lost cast of a bronze statuette of a helmeted 
warrior (L4), the head of a panther (L98) and the Capitoline bust 
of ‘Lucius Junius Brutus’ (L152). Another important bronze origi-
nal must also be mentioned here, however, although it has already 
been referred to above in the appropriate context of the master-
pieces: the Capitoline She-Wolf (L5) (cf. Figs. 13, 30), which was 
considered until quite recently to be an Etruscan/Italic work of the 
fifth century BC, but has now been asserted to be Romanesque.

Limbs and other body parts (Group 3)

As already mentioned, from the fifteenth century on a selection  
of limbs were not only an object of study in the sculptor’s training 
in the academies, but also used as working models in the studios.44 
A clear example of the importance of this kind of study material  
is the gift made in 1818 to the Cork Society for the Promotion of the 
Fine Arts in Ireland by the English Prince Regent, the later George 
IV, of a total of 219 plaster casts. The 9 masks, 21 faces and 79 parts 

13. “The She-Wolf that  
nurses the two children  
Remus and Romulus in Capitol” 
(ThM inv. G140,77). The text  
is not correct; the model for  
the depiction is a relief in the 
Vatican. (Cf. L5 without the 
children for references.)

14. The ‘Barberini Faun’  
(ThM inv. G140,105), cf. L90.  

Thorvaldsen owned only  
the right hand of the Faun.
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of statues constitute 40% of the gift.45 For comparison, in 1834 
there were 25 limbs from ancient sculptures and 118 from life in 
the collections of the Royal Danish Academy.46 The significance 
of limbs as study material is also evident from the huge selection, 
indispensable in the sculpture workshops, that was accordingly 
available on the Italian market.47

Thorvaldsen’s collection of casts comprises 24 feet, legs, arms 
and hands (L69–L70, L71a–b, L72, L73a–b, L74–L92) (Fig. 14) in 
addition to the 15 pieces from the Aegina pediments (L10–L17, 
L19–L25). The latter must obviously be included because, like the 
others, they have holes for suspension. A penis (L603) belongs to 
this context too, as does a fragment (L18) that includes a part of an 
abdomen and legs. One additional relief (L288) is a masterly study 
of legs and feet in various positions.

Furthermore, several of the torsos discussed above in Group 1 
could also be added to this group, because some of them (e.g. L65–
L68) easily can be studied from all sides. Also among the casts 
from reliefs are parts of bodies (e.g. L289–L290, L606). The above-
mentioned section of the body of ‘Dione’ (L26) from the east  
pediment of Parthenon was another piece for study. A lug shows 
that it was originally hung on a wall, like the limbs (Fig. 216a). The 
masks of faces from busts (L151, L201–L202) and from reliefs 
(L284, L286) basically belong to the same category, just as the  
numerous masks from sculptures (L100, L114, L116, L120, L130, 
L136, L143, L146–L147, L149, L159, L167, L169, L173, L177–L179, 
L195, L199, G104, G114–G115) were definitely made for study  
purposes.

Thorvaldsen’s total of 248 casts with heads from Trajan’s Col-
umn (L323–L328øøø, L328bbbb–L336) constitute another, very 
large group that was clearly intended for the study of facial types 
and expressions. Both the bodies of the figures and their narrative 
contexts are missing, which is why the small reliefs should be com-
pared with masks and other details of statues.

Among the marble statuary in Thorvaldsen’s Collection of  
Antiquities are, moreover, 13 limbs, feet, legs, arms, faces and 
parts of heads,48 as well as 15 unrestored torsos and statuettes,49 
which are worth considering in this connection.

In addition to the objects discussed above it is evident from the 
inventories for the transport of Thorvaldsen’s belongings from 
Rome to Copenhagen with the frigate Gefion in 1844 (see Chapter 

4.6) that many casts of limbs carved from life were originally  
also in his possession. Such objects are well documented in most 
academies and artists’ studios. However, they were not deemed  
appropriate for the Thorvaldsen Museum, and most of them were 
sold in 1849 (see Chapter 6.1).The absence of depictions of body 
details and of anatomical studies among his drawings is also sur-
prising.50 A note by the American painter R. Peale, who visited 
Rome in 1829–1830, indicates that Thorvaldsen, in fact, practised 
drawing body details from life: 

Thorwaldsen . . . studied at Rome to become an artist  
with singular assiduity, although contending with the most 
distressing poverty, till the age of thirty. His practice at the 
academy was to draw from the life only those parts of the  
figure which chanced to please him.51

For some unknown reason such drawings are not preserved; per-
haps they, too, were considered of no interest to the Museum.

Busts, herms, heads and masks (Group 4)

In his catalogue of the collection, Ludvig Müller listed 105 human 
busts, heads and masks from Antiquity in his catalogue (L99–
L203). Three additional pieces, two from the Aphaia pediments 
(L8–L9) and one from the Parthenon (L29), were presented along 
with the other pieces from the respective temples. The goddess 
(G129), now also recognized as antique, and the ‘Commedia’ 
(G246) were only catalogued later.

The group is heterogeneous. Some casts reproduce entire  
Roman originals, such as a herm of a Greek general (L148), a bust 
of Antinous (L163) and a bust of Marcus Aurelius (L168). Other 
casts show only the head, occasionally with a part of the original 
bust, from statues like the Horse of Balbus (L94), ‘Pallas Velletri’ 
(L102), Apollo Belvedere (L104), ‘Campo Iemini Venus’ (L106), 
Pan (L117), the Hercules Farnese (L122), the Quirinal Dioscuri 
(L123–L124), the Laocöon group (L128–L129), the Niobe group 
(L130–L133), two seated poets (L140–L141), Trajan (L160), Anti-
nous as Osiris (L166), the Capitoline Marcus Aurelius (L171),  
‘Diomedes’ (L182) and an African (L203). Most of them, however, 
are heads from statues or heads on modern busts,52 the original 
statues or busts of which are lost or unknown. In 20 cases (18%), 
only the mask or a part of the face is reproduced. This detail,  
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together with the number of selected parts from the original  
statues, really set the collection apart from the antique originals 
in the contemporary museums and princely collections.

Regarding subjects and styles, however, the collection seems  
to present a representative selection of the contents of contem-
porary museums and private collections – perhaps with certain 
exceptions. Three subgroups (described in detail below) are easily 
discernible, which together represent a wide spectrum of styles:  
a) 45 representations of gods and mythological figures; b) 19 por-
traits of Greeks; and c) 46 portraits of Romans. The high percent-
age of Roman portraits is remarkable.

a. Gods, their children and their close followers

This group includes Jupiter Otricoli (L99), another Jupiter(?) 
(L120), Asclepius(?) (L100), Serapis (L101), ‘Minerva Velletri’ and 
another bust from the same original (L102–L103), Apollo Belve-
dere (L104), Apollos of the Giustiniani and Anzio types (L105, 
L109), Venus (L106–L108, G129), Bacchus (L110–L113), his follow-
ers (L114–L116, L118), ‘Commedia’ (G246), Pan (L117) and Roma 
(L121). Three unidentified pieces, a mask (L199) and two idealized 
faces (L201, L202) may also represent gods, as may the mask of  
a bearded head (L119). The children of Jupiter are certainly repre-
sented by the colossal Hercules Farnese (L122) and the Quirinal 

Castor and Pollux (L123–L124). These and the followers of Bacchus 
are shown with their heads turned and either frowning or laugh-
ing, in contrast to the serenity of all the gods, except the pathetic  
Apollo of the Giustiniani type. The display of emotions is very 
marked in several mythological figures from various famous  
dramatic groups, such as the ‘Aiax’ (Menelaus) from the group 
with the body of Patroclus (L125) (Fig. 15), Laocoön and his elder 
son (L128– L129), Niobe and two of her children (L130, L132–L133) 
and a giant(?) from an unknown group (L135). Relatively calm are  
the hero of the Borghese Ares type (L126), the Paris (L127), the 
indeterminate women (L131), the Amazon (L136), the ‘Alexander/
Helios’ (L151) and the ‘Diomedes’ (L182).

b. Portraits of Greeks

This series comprises portraits of the poets Homer (L137–L138), 
Euripides (L139) (Fig. 16), Hesiod (‘Pseudo-Seneca’, L176),  
Menander (L185, modern?) and ‘Sappho’ (L200); the philosophers 
Antisthenes (L142), Theophrastus (L143), Poseidonius (L144)  
and Chrysippus (L175); the orators Lysias (L145) and Demosthenes 
(L146); the helmeted generals (L147–L149, L195) and an unknown 
general (L180); and the kings ‘Alexander Rondanini’ (L150) and 
‘Antiochus III’ (L194). The ‘Margam Head’ of a struggling youth 
(L134) from an unknown context is both emotive and dramatic.

15. Aiax (ThM inv. 
G140,22), cf. L125.

16. Euripides  
(ThM inv. G140,56), 
cf. L139.

chap ter 1 ·  introduction and overview  33




CONTENTS

This page is protected by copyright and may not be redistributed

c. Portraits of Romans

Two heads from the statues of seated Greeks, the ‘Pseudo- 
Menander’ (L140) and the poet Posidippus (L141) form the transi-
tion to this group, as they are both Roman copies from Greek orig-
inals recarved as Roman portraits. Chronologically, however,  
the bronze head of ‘Lucius Junius Brutus’ (L152) from the third 
century BC, one of the masterpieces mentioned above in Group 1, 
belongs to the beginning of the series.

The rich group of Roman portraits, listed here in roughly 
chrono logical order, differs considerably from the sequence im-
posed by Müller. Roman portraits – especially those of emperors 
– were much sought after by collectors. It is therefore hardly sur-
prising that several of them are modern. 

Eight heads are dated to the Late Republican period. None of 
them has been identified with certainty, but they have often been 
tentatively named ‘Cnaeus Domitius Corbolo’ (L158), ‘Marcus  
Licinius Crassus’ (L159), ‘Spurius Postumius Albinus’ (L186), ‘Gaius 
Marius’ (L187), ‘Pseudo-Cicero’ (L189) and ‘Scipio Africanus’ 
(L190). In addition, there are a few unknown ones (L184, L188  
– modern?). Two modern heads of Caesar (L192(?), L193) close  
this period. 

The series of emperors and their close entourages is selective 
and with clear preferences for those of the second century AD. 
There are three portraits of Augustus (L154–L156) and one of a 
relative (L153) formerly named ‘Marcus Junius Brutus’. Then come 
two portraits of Trajan (L160–L161), in addition to the eight  
on Trajan’s Column (L324, L328g, bb, zz, kkk, lll, mmmm and 
pppp). There are two of Hadrian, the head (L181) and the relief 
(L339) that has only recently (and not unanimously) been identi-
fied and proved to be antique. There are as many as four of Anti-
nous (L163–L166) (Fig. 17), plus a part of the favourite’s face from 
a relief (L284). Hadrian’s designated successor Aelius Verus is 
represented by one bust (L162), and Antoninus Pius by one mask 
(L167). Of Marcus Aurelius there are again four (L168–L171),  
and of his co-emperor Lucius Verus there is one ancient (L172) and 
one modern (L173) portrait. The bust of Caracalla (L174) is prob-
ably antique. 

Besides emperors there are several portraits of officials, as well 
as of private Roman citizens. A high-ranking official, perhaps  
T. Caesernius Statius, is shown in a fragment in high relief from  
a state monument (L338). The fillet and the emblem possibly  
designate another male portrait (L157) as representing a priest. He 
is not identified; nor are the sitters in a series of other, tentatively 
named portraits: ‘Diogenes’ (L178), ‘Persius’ (L179), ‘Brutus’ 
(L183) and the elderly men (L177, L191). 

It is surprising that Thorvaldsen only owned three portraits of 
Roman women: one of the empress Sabina (L198) and two uniden-
tified ones (L196–L197). 

The series of Roman busts ends with the ‘portrait’ of an African 
athlete (L203) that is most likely modern.

If the casts with heads in relief are taken into account, the number 
of heads and faces in Thorvaldsen’s collection is far greater than 
the 110 listed above: 248 from Trajan’s Column (L323–L328øøø, 
L328bbbb–L328ssss, L330–L335), 16 from other state monuments 
(L287 and L337, L308–L309, L311–L321, L338) and 17 from various 
types of monuments (L256a–i, L284, L296a–d, +L328aaaa, L310, 
L339 and L605). This makes 282 casts, which, together with the 
109 busts etc., come to 391 pieces, 60% of the total number of 
casts. The heads in many reliefs are noted in the following Groups 
5, 6 and 8.

17. Antinous  
Mondragone  
(ThM inv. G140,107), 
cf. L164.
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Egyptian sculpture and ‘Egypto-Roman’ obelisks  
(Group 5)

The casts from three contemporaneously discovered Egyptian 
sculptures (L1–L3) show that Thorvaldsen was obviously fasci-
nated by Egyptian art, as also demonstrated by his large collection 
of Egyptian artefacts.53 In addition, the casts are evidence of Italy  
being an entrepôt for Egyptian art on its way to collectors and  
museums in Western Europe. This interest, however, is in no way 
reflected in his oeuvre.

Another group of casts comprises 52 slabs with sunken or intaglio 
reliefs from three Roman obelisks, those on Montecitorio (L204–
L222) (Fig. 18), by Trinità de’ Monti (L234–L252) and on Monte Pin-
cio (L223–L233), as well as three fragments (L253–L255) of panels 
from other obelisks. The obelisks were among the wonders of 
Rome, but this group of casts is almost unique in the context not 
only of academy and artists’ collections, but also of the later univer-
sity and museum collections. There can be little doubt that Thor-
valdsen inherited the casts from his mentor Georg Zoëga, who  
in 1797 published the important work De origine et usu obeliscorum 
on the Roman obelisks (see p. 146 and Vol. II, Comments 3).54

The bust from the statue of Antinous as Osiris in Egyptian cos-
tume (L166) is one of a total of five portraits of him (L163–L166, 
L284). To these should be added the two occurrences on the  
Monte Pincio obelisk (L223–L224), where he stands in front of  
enthroned Egyptian gods.

Miscellaneous Greco-Roman reliefs  
(Group 6)

This heading covers 40 Hellenistic and Roman reliefs that are 
highly heterogeneous in both style and subject, although they are 
mostly of a mythological character. 

Unique in the group is the relief with a standing griffin with one 
foreleg lifted (L340), which was certainly part of an antithetical 
group with griffins flanking a candelabrum.

A few have portraits of Antinous and Hadrian, and an unknown 
Greek (L284, L339, L605, referred to above).

Nine pieces with mainly human or mythological characters are 
casts from Roman terracotta slabs also known as Campana reliefs, 
named after the collector Giovanni Pietro Campana (L341–L346, 
L348–L349 and L351). 

Regarding the figurative motifs, one ‘group’ can be singled out. 
It shows carriages with teams of four horses (L275–L276, L344),55 
two horses (L351) and in one case two boars (L306). The latter is 
driven by a cupid.

Two unidentified pieces are torsi in dynamic motion (L289–
L290) and masks of a satyr and a maenad (L282). The originals  
of the casts from the standing Victories (L258–L259) are also  
unknown. Perhaps they are modern, but heavily inspired by the 
sacrificing Victoria in the archaistic relief with Diana, Latona  
and Apollo (L257). The latter, as well as a relief with three city god-
desses (L278), shows a procession. This motif also appears on a  

18. Sphinx, Montecitorio Obelisk (ThM inv. G140,86), cf. L204 and Fig. 228 in 
Vol. II.

19. ‘Alcibiades’ 
(ThM inv. 
G140,139), two 
figures from the 
relief L281.
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relief with Hercules and a Hore (L342), and another with two  
Horai – the second only partly preserved (L343) – and on two re-
lated reliefs with twelve gods and goddesses (L607a–b). 

Two reliefs show bucolic, sacred scenes with cattle (L304–
L305), a major group shows groups of one to three figures, some 
dancing (L270–L273, L345–L346, L348) and some confronting each 
other (L277, L279, L341). There are outstanding works among the 
mythological reliefs: one of the birth of Erechthonius (L267), an-
other with a woman harnessing a bull (L274), the erotic scene with 
a man and three women (L281) (Fig. 19), the fragment of a large 
mythological scene with Theseus and the Minotaur (L288), the 
fragment with a satyr (L606) and finally the Tabula Iliaca (L352).

Reliefs from Roman candelabra, puteals, vases,  
‘altars’ and sarcophagi (Group 7)

The reliefs in this group – 32 in all – show mythological scenes from 
Roman decorative and funerary monuments, almost exclusively 
in the Vatican and Capitoline museums. Only the so-called Fagan’s 
puteal (L298) and a crater (L294) are complete. From the Medici 
vase, only the heads of five figures have been copied (L296a–d, 
L328aaaa). Similarly, the single head from a sarcophagus (L310), 
like the above-mentioned ones from the Arch of Titus and Trajan’s 
Column, appears to be a physiognomic study object.

The composition of the group appears somewhat random, 
though with a certain preference for the Olympian gods and  

cupids. The Olympian gods are shown at full length on reliefs from 
the Barberini candelabra (L260–L265) (Fig. 20) and on the puteal 
showing Apollo, Minerva, Victoria and Jupiter with the eagle 
(L297). From the ‘Capitoline puteal’ (L256a–i) only their heads are 
shown. On ‘Fagan’s puteal’ a combination of the myths of Narcis-
sus and Hylas is depicted. Dionysus and his entourage figure on a 
relief from a large pedestal (L292) and on two craters (L294, L295); 
on the latter, however, together with weapon dancers. A magnifi-
cent gigantomachy in three pieces (L299) from the chest of a  
sarcophagus is the second largest relief in the collection. From the 
lids of other sarcophagi come the reliefs ‘The Slaying of the  
Niobids’ (L300–L301) and ‘The Seasons with Cupids’ (L302–L303). 
Other reliefs render a Nereid and cupids on a sea-horse (L307), 
Cupid and Anterus burning a butterfly (L293, from the same mon-
ument as L292) and the seated satyr in a domestic setting from  
a candelabrum now in Warsaw (L347). 

The relief with a racing cupid (L285) and the small relief with  
an Amazonomachy (L354) are modern (see below Group 11). 

Reliefs from triumphal arches and Trajan’s  
ColumnTrajan’s Column (Group 8)

The 274 casts from Trajan’s Column make up nearly 42% of the con-
tents of the collection in numerical terms, though not in volume. 
There are only three complete and adjoining slabs, rendering Vic-
toria flanked by trophies (L322a–c). Another piece (L329) shows 

20. Minerva  
(ThM inv. G140,15)  
from the relief L263. 

21. Trajan and  
Decebalus (ThM  
inv. G140,83).  
An invention by  
Antonio Berini,  
but still a proper  
representation  
for this group  
of casts.
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most of a naked body, while three examples depict children carried 
by their father or mother (L335a–b, L335d) and 13 pieces show two, 
three or (once) four heads (L326z and L326uu, L327y, L328vv–zz, 
and L328ddd, L328rrr, L328llll, L331h, L333a, L335f ). Except for 13 
pieces with horse’s heads, five with other animals (L336a–s) and one 
with a quadriga (L350), all the rest depict single heads: four of wom-
en (L325i, L335e, L335g and L335h), the rest of males: the Emperor 
(Fig. 21) and his officers, Roman soldiers, auxiliaries and Dacians. 

Many artists made drawings of the heads from the column and 
similar casts have ended up in several museums (see below, Vol. 
II, p. 29). However, only two collections match Thorvaldsen’s in 
extent. In the collection of the Academy of Fine Arts in St. Peters-
burg there are as many as 225 heads, as well as several substantial 
parts of slabs, preserving a considerable part of the narrative.  
Martin von Wagner’s collection with 197 heads comes close to 
Thorvaldsen’s because almost all the casts show single heads.56 It 
is from the same time as Thorvaldsen’s, but was destroyed during 
the Second World War.

Particularly interesting are the eleven reliefs with thirteen 
heads from the Arch of Titus (L308–L309, L311–L321), which to my 
knowledge have only survived in one other collection, but  
are documented as having been in several contemporary ones.57 

Other pieces that are very unique or rare are the two heads from 
the Arch of Constantine (L287 and L337) and the head (L338) from 
a fragmentary state monument in the Museo Gregoriano, men-
tioned above. The cast from the poor fragment of a state monu-
ment (L269), now in the Museo Nazionale Romano, otherwise 
appears only to be documented in the collection of the Academy 
of Fine Arts in Copenhagen.

Cameos, scarabs and coins (Group 9)

Exceptional in the collection are two fine velvet-lined cases (L600–
L601), the first with a cast of the Gemma Augustea and the second 
with the Gemma Claudia next to both a Ptolemaic one and a minor 
modern one. Thorvaldsen was a passionate collector of gems and 
was also regarded as an expert on the subject during his lifetime.58 
As mentioned above, he owned one dactyliothec of Egyptian scar-
abs (L641) and several dactyliothecs of modern intaglios, in addi-
tion to the above-mentioned examples (see below Group 12).

The 192 sulphur casts from Roman coins in two cases of three 
trays each (L491–L492) (Fig. 22) accord well with his interest in  
ancient numismatics, as can be seen from his many books on the 
subject and his large collection of mainly Greek coins.59

22. Sulphur casts from 91 Roman coins and medals in three wooden trays, with a printed catalogue: “Indicazione del Supplemento” L492. 
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Romanesque, Renaissance and Early Modern busts  
and reliefs (Group 10)

This group has a truly random character and the limited number 
of casts in it, only 18, shows that Thorvaldsen had no specific inter-
est in owning post-antique casts. A portrait of Michelangelo (G101) 
(Fig. 23) and one relief each by Donatello (G105), Verrocchio (? 
G103), Michelangelo (G102) and Giambologna (G106) are cer-
tainly appropriate possessions for one of their great successors. 
There are also certain isolated items, however: the statuette of a 
bull by Giambologna (G100), a Renaissance helmet (G109) and 
two plates (G107 and G108) lavishly decorated with ornaments 
and mythological subjects. A collection of eight cupids in the style 
of Duquesnoy (G110–G117) – some entire, some only heads – forms 
a distinct group, though. There are numerous cupids not only  
in Thorvaldsen’s oeuvre, but also in his collection of antiquities, 
so their presence is not surprising.

The Capitoline She-Wolf (L5) was certainly not acquired by 
Thorvaldsen as a sample of Romanesque art (cf. Group 1, above).

Eighteenth- and early nineteenth-century reliefs  
(Group 11)

Perhaps the finest in this group of contemporary reliefs is a small 
piece with a cupid as a horseman (L285). Müller already suspected 
the piece to be modern because he noted that it had been produced 
in a waste mould. It is, in fact, a copy after a detail from the lid of 
a sarcophagus in the Vatican. The Amazonomachy (L354), too, was 
created in a waste mould. The model was the Amazon sarco-
phagus in Vienna. Both pieces are of high quality and it is tempting 
to attribute them to Thorvaldsen (cf. below p 149). The Medusa 
(L283) (Figs. 24, 112) is a fairly similar, reduced copy after the  
Medusa Rondanini. No ancient model has been ascertained and 
it is almost certainly modern too.

The reliefs with a procession of the twelve Olympian gods 
(L607a–b) were not catalogued by Müller, who may have been  
uncertain about their authenticity as antique. The original is un-
known, but several replicas are preserved or documented in other 
collections, where they are considered to be modern.

23. Michelangelo (ThM inv. G140,182),  
cf. the head G101.

24. Medusa Rondanini  
(ThM inv. G140,103 and 104),  

cf. L283 and Fig. 112.
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Dactyliothecs (Group 12)

The nine above-mentioned dactyliothecs (G134–G141 and G163) 
do not form an integral part of this publication of Thorvaldsen’s 
casts from the Antique and the Early Modern period, because they 
reproduce small-scale copies in quite another genre albeit in plas-
ter. Nevertheless, they are briefly listed in the main catalogue and 
illustrated because they are of interest to both classical archaeo-
logists and art historians in terms of the significance of this genre 
for the diffusion of knowledge of (mainly) ancient art.

One of the dactyliothecs, La serie de Musei, Monumenti Publici, 
ed uomini illustri (G140) (Figs. 10, 13-21, 23-25, Vol. II, Fig. 242) is, 
however, of particular interest because of its primary focus on  
famous artworks from Antiquity, as well as the Early Modern  
period. It consists of one cast from a medal and one from a coin, 

and 198 impressions from modern intaglios that reproduce vari-
ous artworks, mostly sculptures in Rome, Naples and Florence. 
The selection may therefore function as a kind of companion and 
supplement to Thorvaldsen’s selection of works famous in his  
period in Rome (cf. Ch. 2.6, table 5 and Vol. II, Comments 7).

The dactyliothec has a mix of famous highlights – sculptures, 
buildings, paintings – and images of ancient and recently promi-
nent persons (mainly authors and artists), and was certainly made 
as a kind of erudite souvenir for visitors to Italy.60 The latest piece 
is a cast of a coin with the portrait of Pope Gregory XVI from 1831,61 
but it could be a replacement for the image of an earlier pope. In 
fact, Nathaniel Marchant, who made a selection of 100 impres-
sions that was put up for sale in 1792 and was widely copied, made 
about a third of the intaglios for the impressions.62 These were 
distributed by other dealers and gem-cutters, for example Gio-

25. The three trays of the dactyliothec (ThM inv. G140) from the 1830s, with 200 pieces.
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vanni Pichler (cf. G141), Angelo Antonio Amastini and his son  
Niccolò; Bartolommeo and Pietro Paoletti; and Marchant’s neph-
ew William, who resided in Rome and sold examples of them well 
into the nineteenth century.63 This explains why the dactyliothec 
contains impressions of statues in “La Villa di Borghese” that were 
sold to France in 1807, as well as some pieces acquired, for exam-
ple, for Munich by Crown Prince Ludwig around 1815. The present 
selection can be attributed to the workshop of B. Paoletti and  
his son Pietro, who lived at Piazza di Spagna 49.64

138 of the pieces (including three uomini illustri) reproduce  
statues, busts and reliefs in the ratio c. 5:6:3. They are shown either 
complete or in part. Some cannot be termed copies, but were obvi-
ously inspired by a known model. 134 impressions show antique 
sculptures,65 while only seven render Early Modern works. All the 
latter – except Canova’s Venus in the Palazzo Pitti in Florence – 
were accessible in Rome.66 One of the remaining pieces shows an 
antique mosaic, while sixteen others render antique paintings.67 
Thirteen pieces show post-antique paintings.68 In addition,  
three impressions depict major buildings in Rome (St. Peter’s, the 
Colosseum, the Pantheon),69 while finally twenty-eight pieces 
show “illustrious men”.70

The 200 impressions in the dactyliothec are described in a 
handwritten list. Many of the original sculptures have captions 
indicating the museum they came from (cf. Vol. II, Comments 7), 
whereas those in public space (all in Rome), as well as the location 
of most of the paintings, are listed one by one. Only in the cases of 
the 28 depictions of famous persons is no location given. The ad-
dition of three Englishmen (W. Shakespeare, D. Garrick, G. Wash-
ington), as well as John Calvin and Napoleon Bonaparte with both 
his wives, certainly points to foreign visitors as the target market. 
This – together with many errors regarding the location of the 
originals – emphasizes that the dactyliothec formed part of the 
tourist/souvenir industry.

Fifty – about 36% – of the antique sculptures (or other copies 
after the same original) match statues, busts and reliefs in Thor-
valdsen’s collection, to which should be added the seven he copied 
in marble shortly after his arrival in Rome.71 Twenty-six of these 
also figure in Haskell and Penny’s selection. The selection is  
discussed in some detail below in Chapter 3.6 together with the 
selections made by Marchant, by the French in 1796/1797 accord-
ing to the Peace of Tolentino, by Thorvaldsen and by Haskell and 

Penny, and not least the selection of originals in table 2. The  
purpose is twofold: to check the value of the selection of originals, 
to find out how representative of the market it is, and to lay the 
ground not only for an appraisal of masterpieces like Haskell and 
Penny’s selection, mainly of sculptures in the round, but also for 
the canon of artists in terms of the busts and reliefs available  
in Thorvaldsen’s period.

1.6 Size and content of the collection

As appears from the overview above, the collection consists of 657 
pieces originating from a total of 274 different monuments. 

The bulk is made up of minor reliefs, busts and heads and parts 
of statues. Only 12 full-length statues are life-size or slightly larg-
er.72 Three torsos match these in size.73 Several other statues are 
complete, but of a smaller size.74 Most of the 39 casts from limbs 
are fairly small, except for a colossal arm (L85), which is 120 cm 
long. Several of the busts are quite large.75 The rest of the busts are 
of heroic or ‘natural’ size. Often only the head is reproduced.

The small size of many of the reliefs may be explained either by 
the size of the originals or by the fact that they only show a part  
of a larger piece. The exceptions are the series of reliefs from  
the Pincio obelisk (L223–L233),76 a tomb relief (L268)77 and two 
reliefs with personifications of Night and Day (L275–276).78 The 
Taddei Tondo (G102) is among the larger pieces.79 A sarcophagus 
front (L299) is also of large dimensions,80 but is divided into  
three pieces. This is also the case with the single complete scene 
(L322) from Trajan’s Column.81 Even though this is also divided 
into three parts, the individual parts are among the largest in the 
collection. 

The absence of large figures and reliefs and of statue groups sets 
the collection apart from those of the academies of San Luca and 
Brera. This might be explained by considerations of space, but it 
may equally be due to genre and subject priorities. Certainly,  
a very characteristic feature of the collection is the great number 
of heads and faces; counting busts, masks and reliefs, they make 
391 pieces altogether, 60% of the collection. To these can be add-
ed the 22 heads preserved on the statues.
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Another characteristic of the collection is the lack of casts from 
terracotta figures and works in the minor arts; there is only one  
of each.82 Likewise, there was only one copy of a statue on a  
reduced scale. The complete absence of ornaments and architec-
tural pieces is perhaps less surprising in a sculptor’s workshop and 
appears to be in accordance with Thorvaldsen’s practice. He often 
let other artists design the frameworks for his monuments, such 
as the funerary monument for the Italian painter Andrea Appiani 
in Milan,83 the one for Pius VII Chiaramonti in the Basilica of  
St. Peter84 and the one for the statue of Christ in the Cathedral  
in Copenhagen.85

A high proportion of partial casts

Most of the casts reproduce only a part of the art work from which 
the mould was taken. The 340 partial casts from Trajan’s Column 
(L322–L328øøø, L328bbbb–L336 and L350), the arches of Titus and 
Constantine (L308–L309, L311–L321, L287 and L337) and the ob-
elisks (L204–L255) account for more than half the total, but many 
more of the reliefs are selections from well-preserved sarcophagi, 
vases, altars and other types of monuments (L256a–i, L260–L265, 
L284, L286, L289–L290, L292–L293, L296a–d, L299a–c, L328aaaa, 
L347, G105, G106).

Many statues and busts were only partially moulded and/or 
cast, and some may be parts of spoiled plaster casts: 

From statues: L1–L2, L28, L43, L46, L94, L102, L104, L106, 
L114, L117, L122, L123, L124, L128, L129, L130–L133, L140, L141, 
L150, L166, L171, L203. Among these a special group is formed by 
the limbs from known statues (L71a–b, L73a–b, L77, L84, L86 and 
L88–L90), to which several more may be added once their models 
have been identified (L74–L76, L78–L83, L87, L91). 

From busts: L101, L103, L152. One distinct category of selec-
tions is the many masks from sculptures, busts and heads: L9, 
L100, L114, L116, L119, L120, L130, L136, L143, L146, L147, L149, 
L151, L159, L167, L169, L172, L173, L177, L178, L179, L195, L199, 
L201, L202, L284 (from a relief ) and G104, G114, G115, G129, G246.

In the context of the limbs from the Temple of Aphaia on  
Aegina (L10–L25) and the many unrestored statues, torsos and 
fragments of statues (L69–L70, L72), it becomes clear that ‘part’, 
‘section’ and ‘fragment’ are key words for describing the character 
of the collection.

Provenances

Altogether 339 pieces, 52% of the total number, are from Roman 
imperial monuments that were still in situ (Trajan’s Column  
and triumphal arches), or erected around 1800 (the obelisks).

A minority of the remaining 318 items, 38 pieces in all, comes 
from localities outside Italy. Three are from Egypt and 34 from 
Greece.86 Three pieces can be traced back to Greece and one per-
haps to Turkey;87 the last four, though, were kept in museums in 
Rome and its vicinity in Thorvaldsen’s lifetime. The oldest record-
ed provenance of a piece in the collection is the cameo “Gemma 
Augustea”,88 which was already in France in 1246.

Many of the remaining 280 pieces have a known or almost  
certain provenance in Italy or Rome. For the 154 remaining pieces 
no provenance is known (Index 1), but they were very likely also 
discovered in the latter area.

The predominantly Roman origin of the collection is fully con-
firmed by a look at the location of the originals no longer in situ, 
but dispersed throughout various museums and collections. Fifty-
two of these are in municipal or private museums in Rome and 64 
in the Vatican. The originals for other casts were previously in 
Rome, although they are now located elsewhere. This is the case, 
for instance, for the 15 pieces in the Museo Archeologico Nazionale 
in Naples and the 11 pieces in the Galleria degli Uffizi in Florence, 
which originate from the Farnese and Medici collections that were 
removed from Rome during the second half of the eighteenth cen-
tury.89 Only one antique piece and two pieces in these collections, 
respectively, do not come from Rome.90 Similarly, nine pieces that 
are today in the Louvre were originally part of the Borghese col-
lection, while three additional ones were seized from the Villa 
Albani.91

The originals of a further 18 pieces were already removed from 
Rome during the eighteenth century, namely those in St. Peters-
burg, Warsaw, Berlin and in certain English and Scottish collec-
tions, some of which have later ended up in The British Museum or 
in locations unknown today.92 Four pieces now in Munich were 
purchased in Paris in 1815/1816 in the wake of the Napoleonic wars 
(L103, L114, L115, L182). The remaining 58 were purchased and were 
either new finds in Italy or selected from old collections in Rome.93
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