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Abstract: The following paper explores the provenance, typology, and significance of the 

pre-Actium Type portraits of Augustus Caesar. These types are the Béziers-Spoleto Type, 

Lucus Feroniae Type, and Type B. The provenance, when available, is traced to the 

location of origin and analyzed in historical context. A detailed typological analysis is 

offered for each type with a focus on Stirnlockenanalyse. Deviations from the ideal 

model are addressed and evaluated. Finally, the significance of the three types is 

reevaluated in light of the provenance and new typological analysis.  
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I 

Introduction 

 Scholars of Augustan portraiture typically agree that three types exist: the Actium 

Type, the Forbes Type, and the Prima Porta Type. Dietrich Boschung refers to the 

Actium Type as the Alcudia Type. Most scholars recognize the Actium/Alcudia Type as 

the earliest. The Forbes and Prima Porta Types follow the Actium Type with some 

dispute over which of the two types came into being first. Most scholarly research 

focuses on the Actium, Forbes, and Prima Porta types since they are, for the most part, 

unrefuted. However, enough attention has been paid to the study of variations and 

consistencies in Augustus’s physiognomy and hairstyle to render it possible to identify 

earlier portrait types. Otto Brendel raises an important question, “How is it possible, that 

such an insignificant and seemingly quite easily alterable detail, as is the case with the 

hair in a portrait, would be preserved in almost all known likenesses of the Emperor?”1 It 

is my goal to demystify this question.  

 In his 1931 doctoral dissertation, Otto Brendel divided Augustan portraiture into 

four Types: A-D. It is my understanding that scholars accept Type B as the earliest 

portrait type, rather than Type A, because Type A depicts too young an individual for the 

sculptures selected by Brendel to actually be images of Augustus. My thesis asserts that 

Type B, rather than the accepted Actium Type, is among the earliest of Augustan portrait 

types. Similarly, in his 1993 book Die Bildnisse des Augustus Dietrich Boschung creates 

                                                
1 Brendel  “Ikonographie Des Kaisers Augustus,” Badischen Ruprecht Karls-Universität Heidelberg, 

Dissertation, 1931, 12. 
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two new pre-Actium Types: the Lucus Feroniae Type and the Béziers-Spoleto Type. All 

three of these portrait types share characteristic facial features that date them to the period 

of time leading up to Octavian’s consolidation of power. Josiah Osgood refers to this 

period of literary works as the “Triumviral period of literature,” from 43-28 BC.2 This 

title can likewise be applied to the portraiture of that period.  

 All of these portraits were either set up in Rome or disseminated throughout the 

Roman Empire. In his work Dynastic Commemoration and Imperial Portraiture in the 

Julio-Claudian Period Charles Brian Rose states that to date, “historians of ancient art 

have generally concentrated on portrait identifications without investigating the political 

conditions that motivated the production of the statues.”3 This idea served as the primary 

inspiration for this study of early Augustan portraiture. The original provenance of these 

portraits could play a key role in understanding which locales were essential the earliest 

Augustan propaganda. Additionally, the composition of the portraits themselves will 

offer insight into the dynamics of the political games during the period of the transition to 

and development of the Empire during the tumultuous end of the Republican era.   

 Very little scholarly work has been devoted to Augustan Type B. To date, only 

five scholars openly accept its existence. These scholars are A. K. Massner, G. Grimm, 

R. R. R. Smith, E. Simon, D. Boschung, and K. Galinsky. Massner provides detailed 

                                                
2 Josiah Osgood, Caesar's Legacy: Civil War and the Emergence of the Roman Empire, (Cambridge: 

Cambridge University Press), 2006, 4. 

3 Charles Brian Rose, Dynastic Commemoration and Imperial Portraiture in the Julio-Claudian Period, 

(Cambridge: Cambridge University Press), 1997, xvii. 
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descriptions of some of the characteristics of Type B and expands the category to include 

portraits other than the original four named by Brendel. This set comprises the corpus of 

Type B portraits I will be working with. Simon barely touches on the subject of Type B, 

but asserts that it deserves recognition. Grimm likewise barely discusses it, but affirms its 

existence and dates its inception to 43 BC.4 Smith asserts that Type B first appeared on 

coins of 38/7 BC and that there are seven gem versions of it as well as more than a dozen 

sculptures of it.5 I disagree with his assertion that the coins and gems can be described as 

Type B based on comparison to the sculptures belonging to the category. Boschung states 

that Type B raises questions about the earliest images of Octavian. Though this statement 

may not seem particularly significant, it means that Type B remains in the dialog of 

Augustan portraiture and still puzzles those who study the period. I believe that the fact 

that it raises questions suggests that it merits further examination.6  

 Galinsky states that eighteen copies of Type B exist, but does not offer a list of 

these copies, nor a footnote explaining where that number comes from. He also states that 

a slight beard characterizes Type B.7 Conversely, several prominent scholars, namely K. 

Fittschen, P. Zanker, and J. Pollini openly refute the existence of Brendel’s Type B. 

                                                
4 G. Grimm, “Die Porträts Der Triumvirn C. Octavius, M. Antonius Und M. Aemelius Lepidus. 

Überlegungen Zur Entstehung Und Abfolge Der Bildnisse Des Kaisers Augustus,” Römischen Mitteilungen 

96 (1989): 357. 

5 R. R. R. Smith, Hellenistic Ruler Portraits, (Oxford: Clarendon Press, 1988), 137. 

6 Dietrich Boschung, Die Bildnisse des Augustus, (Berlin: Gebr. Mann, 1993), 52. 

7 Karl Galinsky, Augustan Culture: An Interpretive Introduction, (Princeton, NJ: Princeton University 

Press, 1996), 167. 
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Pollini has a specific reason for refuting the existence of Type B. He believes that 

Brendel’s Type B portraits actually represent Gaius Caesar. I will return to this assertion 

later. 

 Very little work has been done with respect to the Lucus Feroniae Type and the 

Béziers-Spoleto Type other than Boschung’s original publication. Pollini published a 

review of Die Bildnisse des Augustus in which he agrees with much of Boschung’s work, 

but he asserts that Lucus Feroniae and Béziers-Spoleto should not really be considered 

standalone types. Rather they are subcategories of the Actium Type. However, there 

seems to be a consensus that these types do indeed depict Augustus.  

 All three of these portrait types merit further exploration since they have the 

potential to alter our understanding of the origins of Augustan portraiture. Much work 

remains to be done in order for Type B to become an accepted category of Augustan 

portraiture. The most important portion of this work consists of a full typological analysis 

of the existing replicas and variants comprising Type B. Not until we reach a fuller 

understanding of what characteristics comprise this type will scholars be able to 

recognize it and study it further. As for the Lucus Feroniae Type and the Béziers-Spoleto 

Type, Boschung’s typologies need to be reexamined by returning to traditional 

techniques such as Stirnlockenanalyse (analysis of the forehead locks), detailed formal 

analysis, and comparative studies.  

 The method of typological analysis has addressed, but has fallen short of solving 

the attribution of the portraits in question. Typological analysis draws comparisons 

among all surviving replicas and variations of a given sculpted image. The goal is to 
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establish the distinguishing features that characterize an original ideal model that may 

exist or that may be an abstract combination of elements from various replicas. One must 

account for deviations in these distinguishing features in the variations and exclude any 

representations whose characteristic features vary too far from the pattern established by 

the model. 

 My thesis will examine the extant copies of Type B, Lucus Feroniae Type, and 

the Béziers-Spoleto Type, explore the rationale behind these types deserving separate 

categories, offer a detailed description of the characteristics of each type, explain the 

significance of the existence of types that predates the Actium type, map the provenance 

if available, explore the political implications of the locations, and attempt to attribute the 

sculptures without provenance to a geographical location if possible. 

 I begin by plotting the locations of the sculptures of known provenance on a map. 

I discuss the potential political and propagandistic rationale for locating these types of 

images where they were discovered. I intend to employ as much detailed information 

about their original location as possible, including questions of about the type of area in 

which it was discovered and the context or other items that were discovered along with it.  

  Following the discussion of provenance I will reiterate Boschung’s typology of 

Béziers-Spoleto Type and delineate its distinctive details. I then reassess Boschung’s 

typology, looking for inconsistencies and a general lack of evidence and, where 

necessary, offer my own typology. I follow the same procedure for the Lucus Feroniae 

Type. Finally, I conduct formal and typological analysis of the Type B sculptures. 
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 The key features for my typological analysis are brow ridge, set of the mouth, 

strength and shape of the jaw line, protrusion of the ears, evidence or lack of a beard, cast 

of the eyes, turn of the head, prominence of the nasal ridge, depth of the nasolabial folds, 

and forelock analysis. In Stirnlockenanalyse (forelock analysis) one analyses the precise 

directionality of each individual lock of hair in each portrait. My focus will be on the 

pieces framing the face and forehead. Through this painstaking scrutiny of the hair, clear 

patterns arise. For instance, in every incarnation of Type B, three locks form an M shape 

over the left eye.  

 Once I have identified these key features in each sculpture I will compare them to 

each other and establish an ideal model. Then I examine the deviations and rank the types 

in relation to the ideal Type B, the Lucus Feroniae Type, and the Béziers-Spoleto Type. 

 Since I am working with such a detail-oriented project, I present some of my 

evidence in graphic form. I have traced the details each particular sculpture on Mylar 

sheeting and have scanned the tracings to create images that highlight the salient features 

of the portraits. This proves most useful for the Stirnlockenanalyse, which can seem 

abstract and simply hard to follow when one just reads about it. I have labeled the 

photographs of each portrait fig. 1A-fig. 19A. The corresponding line drawing for each 

photo is referred to as fig. 1B-fig. 19B. The forelocks on each line drawing are numbered 

as well. For example, fig. 4B.5-8 refers to line drawing number 4, locks 5-8.  

 Finally, I reassess each type in light of my new formal analysis and its original 

location. I conclude by discussing the roles of Type B, Lucus Feroniae Type, and 

Béziers-Spoleto Type in the canon of Augustan portraiture and politics.  
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Methodology 

 My primary method of analysis, Stirnlockenanalyse, a typically German practice, 

derives from the tradition of connoisseurship. The roots of connoisseurship stem from the 

works of Giovanni Morelli and Bernard Berenson. Berenson states that, 

“Connoisseurship is based on the assumption that perfect identity of characteristics 

indicates identity of origin—an assumption, in its turn, based on the definition of 

characteristics as those features that distinguish one artist from another.”8 This idea can 

be applied to attribution of a type rather than an artist. He also states that, “The Sense of 

Quality is undubitably the most essential equipment of a connoisseur.”9 According to 

Morelli,  

  The study of all the individual parts, which go to make up ‘form’ in a  
  work of art, is what I would recommend to those who are not content with  
  being mere dilettanti, but who really desire to find a way through the  
  intricacies of the history of art, and to attain, if possible, to a scientific  
  knowledge of art.10 

These ideas seem inherently counterintuitive, however a fastidiously acquired “Sense of 

Quality,” born from arduous study of a set of works, lends itself to the scientific approach 

to the study of Art History that is connoisseurship.   

                                                
8 Bernard Berenson, Rudiments of Connoisseurship: Study and Criticism of Italian Art, (New York: 

Schocken Books, 1902), 122. 
9 Berenson, Rudiments of Connoisseurship, 147. 

10 Giovanni Morelli, Italian Painters: Critical Studies of Their Works, Trans. Foulkes, Constance Jocelyn, 

Vol. 1, (London: John Murray, 1900) 75.  
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 The goal of connoisseurship typically aims to attribute works to a specific artist. 

Stirnlockenanalyse can be employed to attribute portraits to a subject and style rather 

than an artist. For Morelli the treatment of details such as the hands and ears are the most 

telling signatures of an artist in question. The practice of Stirnlockenanalyse hinges on 

the idea that, for ancient portraits, the arrangement of the forelocks determines first, who 

is the subject of a work and second, to which type or classification of that subject the 

portrait belongs.  

 In his introductory discussion of connoisseurship Kleinbauer states that,  

  The logical starting point for any investigation is the work of art   
  itself, for it alone can justify interest and scholarship in art history.   
  When proceeding from the object, the art historian is first called to   
  examine its physical properties: size, condition, materials, and technique  
  of execution. Close analytical examination of these properties can disclose 
  invaluable clues about the creator, date, and provenance of the works.11 

Stirnlockenanalyse allows one to scrutinize Augustan portraiture in the manner employed 

by Morelli and Berenson and potentially determine the date and provenance of disputed 

portraits of Octavian/Augustus Caesar.  

 

 

 

 

                                                
11 W. Eugene Kleinbauer, ed. Modern Perspectives in Art History: An Anthology of 20th- Century Writings 

on the Visual Arts, (New York: Holt, Rinehart and Winston, Inc., 1971) 38. 
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II 

Available Provenance and Significance of Location 

 The purpose of this chapter is to trace the provenance of the portraits from my 

corpus back to their place of origin. The goal of tracing the source of these sculptures is 

to gain a better understanding of their political significance during the period of civil 

strife following the execution of Julius Caesar. Six of the nineteen portraits can be 

tracked back to their supposed initial location. The cases in which the full archaeological 

context of the sculpture in question was reported are the most useful for these purposes, 

though simply knowing the town in which a given portrait was initially erected still offers 

some insight.  

 This section requires some background knowledge about the dissemination of 

ruler portraits throughout the Roman Empire. According to M. Stewart’s interpretation of 

E. H. Swift, “for the production of imperial portraits outside Rome, use was made of 

standard types or canons which originated in Rome in authoritative works, and were then 

sent out in the form of clay or waxen models to be reproduced in monumental form in the 

provinces.”12 These clay and wax models are known as imagines. Alternatively, some 

scholars believe all portraits were created in Rome then disseminated throughout the 

empire. Meriwether Stuart espouses the latter theory and suggests that significant 

evidence exists for portrait production in the provinces. Stuart also calls into question 

what the provincial artists would have worked from. He suggests the aforementioned clay 

                                                
12 Meriwether Stuart, “How Were Imperial Portraits Distributed Throughout the Roman Empire?” 

American Journal of Archaeology 43.4 (1939): 601. 
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or wax imagines or even potentially sketches.13 If one ascribes to this school of thought, 

one must assume a master portrait or ideal model existed in Rome for each portrait type. 

Based on the sheer number of extant portraits of Augustus and their proliferation 

throughout the empire a multitude of these imagines must have existed. Since mechanical 

reproduction was not an option each of these imagines would have differed at least 

slightly accounting for some of the variation in portraits of the same type. Once these 

already slightly deviant representations arrived at their destination they were again 

copied, likely by an artist who never laid eyes on the ideal model. This process accounts 

for even further deviation from the initial ideal model. Additional possibilities that 

account for differences between portraits of the same type will be addressed in a later 

chapter. 

 Three of the fourteen Type B portraits have an associated provenance. The 

Aquileia portrait, currently housed in the Aquileia Museo Archeologico Nazionale, was 

discovered in Aquileia (Map 1, A).14 Excavators discovered the Arles Octavian alongside 

two mutilated hands apparently belonging to two different statutes. One likely belonged 

to a statue of Agrippa while the other probably came from a statue representing the cult 

                                                
13 Stuart, “How Were Imperial Portraits Distributed,” 602. 

14 Franca Maselli Scotti, “Salla Della Scultura Dal Passato, Donne Uomini e Ricordi di Eroi,” (Museo 

Archeologico Nazionale di Aquileia, 2005), 11.  
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of Rome or the cult of Rome and Augustus (Map 1, B).15 According to Brendel, the head 

from Verona was discovered in the Piazza del Duomo in Verona (Map 1, C).16  

 The provenance of both examples of the Béziers-Spoleto Type can be traced back 

to the respective areas of installation. In April 1844 the Béziers head was discovered on 

the Rue Paul Riquet along with representations of Tiberius, Agrippa, Germanicus, Drusus 

II, and three female portraits. It now resides in the Musée Saint-Raymond in Toulouse 

(Map 1, D).17 The Spoleto head, which now stays in Museo Nazionale dell’Umbria in 

Perugia, was discovered in Spoleto in the ancient theater (Map 1, E).18  

 Of the Lucus Feroniae Type, only one provenance is known. The portrait that 

gives the type its name, the Lucus Feroniae example, was discovered in January 1959 in 

an annex to the basilica in the forum. Along with it excavators discovered a portrait of the 

Late Republican era, three togate statues, and five clothed female statues (Map 1, F).19 

 The original locations of these portraits have varying significance. Béziers and 

Arles are in Cisalpine Gaul, which Julius Caesar granted “comprehensive local 

jurisdiction,” in 49 BC.20 The second Triumvirate established a colony in Béziers in the 

                                                
15 Fernand Benoit, “Le Sanctuaire D'Auguste et les Cryptoportiques D'Arles,” Revue Archéologique 39 
(1952): 57. 
16 Otto Brendel, “Ikonographie des Kaisers Augustus,” (Badischen Ruprecht Karls-Universität Heidelberg, 

Dissertation, 1931), 66. 

17 Boschung, Die Bildnisse des Augustus, 107. 

18 Boschung, Die Bildnisse des Augustus, 107. 

19 Boschung, Die Bildnisse des Augustus, 108. 

20 M. Cary, “The Municipal Legislation of Julius Caesar.” The Journal of Roman Studies 27 (1937): 48. 
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Languedoc region of Gaul.21 Arles and Béziers are both colonies that were established by 

Julius Caesar or the second Triumvirate. They were known in the Roman world as 

Arelate Sexanorum and Baeterrae Septanorum respectively and they were founded during 

the period from 45-30 BC.22 Arelate Sexanorum served as Julius Caesar’s base of 

operations for the siege of Massila.23 Julius Caesar’s sixth legion settled in Arelate 

Sexanorum in 45 BC.24 Julius Caesar’s seventh legion relocated to Baeterrae Septanorum 

in 36 BC.25 The town of Spoleto was an important stop along the Flaminian Way.26 

Lucus Feroniae, located just to the Northeast of Rome, was a colony established by 

Augustus and the site of an annual festival to the goddess Feronia.27 

 

 

 

 

 

                                                
21 Osgood, Caesar's Legacy, 149. 

22 Charles Ebel, “Southern Gaul in the Triumviral Period: A Critical Stage of Romanization,” The 

American Journal of Philology 109.4 (1988): 576. 

23 Ebel, “Southern Gaul in the Triumviral Period,” 581. 

24 Ebel, “Southern Gaul in the Triumviral Period,” 578. 

25 Ebel, “Southern Gaul in the Triumviral Period,” 579. 

26 Courtlandt Canby and David S. Lemberg, “SPOLETO [ancient Spoletium] (Italy).” Encyclopedia od 

Historic Places, Rev ed. vol. 1, Facts on File, 2007, 1237. 

27 L. R. Taylor, "The Site of Lucus Feroniae," The Journal of Roman Studies 10 (1920): 29. 
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III 

Béziers-Spoleto Type 

 Before delving into analysis, allow me to define a few key terms. For the purposes 

of this study the words “lock” (German Locke) and “tuft” (German Buschel) are 

interchangeable. They are derived from translation of traditional German 

Stirnlockenanalyse. A lock or tuft refers to a cluster of hair in which individual hairs 

cannot be discerned. In certain cases a lock or tuft may contain a line of demarcation, 

however these lines are not incised deeply enough to merit referring to the sections on 

either side as disparate locks or tufts. The term pincer refers to a specific shape 

reminiscent of a pair of pincers which are similar to scissors, but the blades are concave 

rather than straight.  

 The Béziers-Spoleto portraits display features that mark them definitively as 

Octavian, yet certain variations render them worthy of separate consideration. 

Boschung’s assertion that the Béziers and Spoleto heads belong in the same category is 

correct based on several factors. This chapter formally analyzes the Béziers-Spoleto Type 

portraits delving deeper into the analysis of forelocks and especially facial features than 

Dietrich Boschung did in his original typological analysis of the type. Additionally, the 

purpose of a further typological study of the Béziers-Spoleto Type that includes analysis 

of facial characteristics is to establish credence of the type as a unique category as well as 

to open the door for new scholarship that could potentially expand the corpus of the type.  

 The Béziers version (fig. 1A), currently in Toulouse, features the sharp, 

prominent brow ridge, heavily lidded eyes, straight and narrow nose (although largely 

broken off), and the pouty mouth that characterize all pre-Actium Type portraits of 



 
14 

Octavian. Additionally, the Béziers Octavian exhibits a harshly hewn, square jaw-line. 

Though lacking one ear due to damage, the remaining one lies comparatively flat to the 

head like the other pre-Actium Type portraits. This portrait does not show any 

discernable wrinkles, nasolabial folds, or evidence of a beard.    

 The hair appears tamed and combed with neatly ordered locks covering the head. 

In my discussion of directions, “right” and “left” refer to the right or left of the head from 

the point of view of the subject not the viewer. Beginning with the proper right side of the 

head, one lock points down next to where the right ear should appear. Above that lies one 

horizontal lock pointing away from the face. Above that lock the forelocks proper begin. 

The forelocks begin with five right-curling locks (fig. 1B.1-5). The following locks 

change directionality. Three tufts curl to the left (fig. 1B.6-8). The last of these three 

locks forms the right arm of an open pincer (fig. 1B.8). A lock falling diagonally to the 

right closes the pincer (fig. 1B.9). An inverted V shaped void appears above the inner 

third of the right eye. Two tightly gathered locks swept to the right follow this void (fig. 

1B.10-11). Next to lock 11 (fig. 1B.11) three locks with more space between them fall 

across the forehead decreasing in length in order to end on a level plane with the rest of 

the forelocks (fig. 1B.12-14). Lock 12 (fig. 1B.12) curls to the right while lock 13 (fig. 

1B.13) hangs diagonally to the right and lock 14 (fig. 1B.14) extends horizontally to the 

right. Lock 14 is the last of the forelocks. Below and slightly to the left of this section one 

long downward strand curls back towards the left ear. Below this, adjacent to the ear, one 

downward pointing strand ends at the top of the earlobe.  

 The Spoleto portrait (fig. 2A), currently located in Perugia, features the hallmark 

sharp brow ridge, yet it is less pronounced than on its brother, the Béziers version. The 
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nose has suffered too much damage to discern any useful information from it. Though the 

mouth has likewise undergone damage, it apparently retains the same basic shape as on 

the Béziers head. The typical heavily lidded eyes are present. The jaw-line, though still 

square, rounds at the edges rendering it less sharp than on the Béziers example. Again 

like the Béziers example, the portrait includes ear that lie relatively flat to the head as far 

as can be gleaned through the breakage as well as no visible wrinkles or nasolabial folds 

or trace of beard.  

 The Spoleto portrait sports a more voluminous, tousled, chunky hairstyle than its 

Béziers counterpart. Beginning again on the right side, two crescent locks hang in front of 

where the right ear should be. The forelocks begin with one vertical lock (fig. 2B.1) 

followed by an upside-down V shaped space and three locks with ends curling to the 

right (fig. 2B.2-4). The third of these aforementioned locks creates the right arm of an 

open pincer (fig. 2B.4). A straight lock hanging diagonally to the right closes the pincer 

(fig. 2B.5). This combination echoes the Béziers formation. Three closely bunched locks 

with right swept ends follow to the left of the left arm of the pincer (fig. 2B.6-8). The hair 

splays into an inverted V shaped void, akin to the one seen on the Béziers portrait, 

however this one appears above the outer rather than inner third of the left eye. Two 

locks curling to the left follow the V void (fig. 2B.9-10). Lock 9 hangs above lock 10. 

Lock 10 completes the forelocks. Below those locks a single lock sweeps to the left. The 

final lock sprouts parallel to the top of the ear, ending at the top of the earlobe, curling 

towards the face.  

 Boschung’s assertion that the Béziers and Spoleto heads belong in the same 

category is correct based on several factors. Dietrich Boschung’s original typology of the 



 
16 

Béziers-Spoleto Type focuses primarily on the arrangement of the hair around the faces 

of the two portraits. He sees the hair lying between two bifurcations at the corners of the 

eyes. The majority of the hair mass consists of five or six locks swooping towards the 

portrait’s right side. He states that the hair on the head from Spoleto is more fanned out 

while the hair locks are more clustered together on the head from Béziers. Boschung 

notes that, “The outer branch of main pincer forms three thick crescent locks laid 

parallel,” and the peaks of these strands point across the right eye towards the nose.28 

Next to this lie two shorter and thinner pieces which lie parallel to the outer arm of the 

main pincer. Next to these locks Boschung sees a grouping of three strands pointing 

downwards. This group is followed by two hair ends together: the first extends slightly 

further down than the second, which has a slight curvature. Next to these two ends lies a 

shorter sickle lock.  

  Here he continues by discussing the differences and similarities of the two heads 

in question. He states that the strand following the sickle lock on the head from Perugia, 

or the Spoleto head, is, “does not reach into the forehead.”29 It is a rather flat strand that 

runs close to another forelock. This lock on the head from Toulouse, the Béziers head, 

splits off and extends up the forehead. Boschung says that additionally,   

  …the arrangement of the left brow corner is not uniform: the head from  
  Spoleto shows here two sickle locks (8 and 9), of them the external  

                                                
28 Boschung, Die Bildnisse des Augustus, 25. 

“Den äußeren Arm der Hauptzange bilden drei dicht nebeneinander gelegte Sichellocken…” 
 
29 Boschung, Die Bildnisse des Augustus, 25. 

“…daran angeschoben und reicht nicht bis in die Stirn.” 
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  reaches further down. They correspond nearly symmetrically to the pincer  
  locks 2-4. The replica from Beziers draws the second outermost strand (8)  
  straight and the same wide down as the last one (9).30 

He continues by stated that the hair on the Perusian head is more voluminous. The two 

portraits from Toulouse and Perugia utilize a similar lock motif on the right temple. In 

describing further similarities he states that,  

  The outer branch of the core group becomes reinforced in the main hair  
  through a parallel row of staggered sickle locks; around this they slide  
  themselves above, from the calotte, small hair tufts drawn towards the  
  front. Towards one striking bifurcation a big area follows on the right  
  temple, which is divided into multiple backstitched strands. Underneath  
  spring forth long, likewise backcombed locks, that lead from the ear to  
  the short strands, whose ends point to the face with a counter movement.  
  Around the ear muscle lays nearly horizontally a tuft pointing back  
  divided in two. At the left side the long strands are layered above each  
  other and combed to the back; in front of the ears their tops twisted to the  
  face, the long cheek hair.31  

Because of the hair alone, he clearly demonstrates his rationale for grouping these two 

portraits together. However, he takes his analysis a step further and discusses the facial 

features.  

                                                
30 Boschung, Die Bildnisse des Augustus, 25. 

“…die Gestaltung der linken Stirnecke ist nicht einheitlich: Der Kopf aus Spoleto zeigt heir zwei 
Sichellocken (8 und 9, von denen die äußere weiter herabreicht. Sie entsprechen annähernd symetrisch den 
Zangenlocken 2-4. Die Replik aus Béziers zieht die zweitäußerste Strähne (8) gerade und gleich weit herab 
wie die letzte (9).” 
31 Boschung, Die Bildnisse des Augustus, 25. 

“Der äußere Ast der Hauptzange wird im Haupthaar durch eine Reihe parallel gestaffelter Sichellocken 
verstärkt; über diese schieben sich oben, auf der Kalotte, kleine nach vorne gezogene Haarbüschel. Nach 
einer markanten Gabelung folgt an der rechten Schläfe eine große Fläche, die vielfach in zurückgestrichene 
Strähnen geteilt ist. Darunter wachsen lange, ebenfalls zurückgekämmte Locken hervor, die vor dem Ohr 
zu den kurzen Strähnchen überleiten, deren Spitzen mit einer Gegenbewegung zum Gesicht zeigen. Über 
der Ohrmuschel liegt fast waagrecht ein zweigeteiltes, nach hinten gekämmt; vor den Ohren überlagern ihre 
Spitzen die langen, zum Gesicht gedrehten Wagenhaar.” 
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 Boschung states that the face on both of these heads is broad and short. Next to 

the nose skin recesses appear suggesting a contraction of the brow. The small, narrow 

eyes slope downward at the outer corners. The eyelids are clearly disconnected from the 

cheeks. He refers to the lower face as, “strikingly structured.”32 The lower face is broad, 

yet lean and all of the angles of the face originate at the point of the chin and recede 

backwards.  

 Based on his commentary it appears that Boschung sets up the example from 

Béziers as the model in this group. For the purposes of this study I shall take the same 

approach. Despite his thorough description of the ordering of the forelocks, Boschung 

neglects to delve into much detail regarding the differences between the sculptures. A 

comparison of the modeling of the hair forms one of the most notable differences 

between the two works. The arrangement of the hair on the head from Béziers appears 

more orderly and well kempt. The Spoleto head sports an unruly, yet ordered style 

reminiscent of Alexander the Great and Pompey Magnus. The Spoleto head has more 

forelocks than the Béziers head. The locks on the Spoleto Octavian fall in larger, 

delineated clumps, whereas the Béziers Octavian has less space between strands. The jaw 

of the Béziers portrait features sharper angles than its counterpart from Spoleto. A hint of 

puffiness appears under the eyes of the Béziers example. The combination of the rounder 

jaw and lack of under eye bags on the Spoleto head lend themselves to a somewhat 

younger appearance. However, these differences are not enough to discount these two as 

belonging to a single type.  
                                                
32 Boschung, Die Bildnisse des Augustus, 25. 

“…markant gegliedert…” 
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IV 

Lucus Feroniae Type 

 As with the Béziers-Spoleto Type I shall open the discussion of the Lucus 

Feroniae Type with a detailed description of each portrait comprising the type. The 

example from Lucus Feroniae has several of the hallmarks of the pre-Actium Types: 

pouty lips, sharp brow ridge, and heavily lidded eyes (fig. 3A). It also features jutting 

ears and does not show any signs of a faint beard. Evident above the left eye are muted 

traces of two horizontal wrinkles. The lower lids of the eyes puff out slightly 

accompanied by a faint hollowness below them. The portrait has a sharp, square jaw-line. 

The cheekbones are more prominent than in other types with a more visible prominence 

and a slight depression below the cheekbone. These features combined with the defined 

jaw-line create a severe, angular look to the face. The head turns slightly right. This 

chapter analyzes each portrait separately and considers the group as a whole to 

approximate the ideal model. Furthermore, as with the Béziers-Spoleto Type, the 

following analysis takes the facial characteristics into account to a greater extent than 

Boschung did in his original analysis. Again, the aim of this deeper scrutiny is to lend 

credence to the type, to open the door for further study, and to create the possibility of 

expanding the corpus.   

 The hair on the portrait from Lucus Feroniae lies fairly flat to the head in a cap-

like fashion. It gives the overall impression of being tamed by a comb and neatly 

organized (fig. 3A). The organization of the forelocks recalls the coiffure of Pompey 

Magnus. The face-framing hair begins with a solitary vertical lock next to the middle 

portion of the right ear. Above this lock lay two vertical tufts. The forelocks begin with 
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four left-curling locks to the right of the pincer (fig. 3B.1-4). The right arm of the pincer 

curls to the left (fig. 3B.5). Another lock follows it immediately giving the impression of 

closure to the pincer (fig. 3B.6). Lock 7 (fig. 3B.7) clumps together with the left arm of 

the pincer. To the left of this group are two clumped locks sweeping back to the right 

(fig. 3B.8-9). The hopefully now familiar trope of a V shaped void occupies the area 

above the inner half of the left eye. A single short tuft (fig. 3B.10) followed by two 

longer ones (fig. 3B.11-12) sweeping to the left encloses the V shape. Next, a longer, 

lower strand sweeps away from the face, framing it from the side (fig. 3B.13). Lock 13 is 

the last of the temple hairs. Below lock 13 lays a horizontal lock. One short strand and a 

longer one sprouting from the same source as the horizontal lock, yet hanging vertically 

curl in towards the face and cover the area from just above the top of the ear to the top of 

the lobe.   

 The head from Venice features one strongly evident difference: in this 

representation Octavian wears a veil (fig. 4A). The brows are damaged, but the hallmark 

rigidity and angularity remain discernable. The heavily lidded eyes feature the same 

slight puffiness accompanied by a certain hollowness below the lower lids as the example 

from Lucus Feroniae. The nose suffered too much damage in order to offer any useful 

information. The ears jut away from the head prominently. The sculpture’s mouth shares 

the typical full, poutiness apparent on the other pre-Actium Type sculptures. However, 

the corners of this mouth are slightly swollen. Rather than the square jaw-line present on 

the other sculptures, the artist rendered the jaw-line of this example in a more oval 

fashion. Again, the cheekbones are prominent with a depression directly below them, 
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however the prominence is not as pronounced as on the portrait from Lucus Feroniae. 

The head turns slightly right.  

 Though essentially only the forelocks and face-framing locks are visible, the hair 

appears wilder in that the locks are larger and do not lie as close to the head as on the 

portrait from Lucus Feroniae. Beginning at the far right one vertical lock lies in front of 

the middle of portion of the ear with two more vertical locks growing out of the head just 

above the ear. Above these two tufts one visible lock flips back towards the veil. The 

familiar V shaped negative space appears above the two vertical locks. Above the V the 

forelocks begin. Locks 1-5 (fig. 4B.1-5) sweep to the left. The following lock forms the 

right arm of the closed pincer by sweeping to the left (fig. 4B.6). One shorter, right swept 

lock, lock 7 (fig. 4B.7), closes the pincer. Lock 8 (fig. 4B.8) branches off from lock 7 and 

does not extend as long to the right. A skinny, short piece falls between locks 8 and 10 

(fig. 4B.9). A second V shaped negative space appears over the inner half of the left eye 

just as it does in the example from Lucus Feroniae. To the left of the V one short lock 

curls left (fig. 4B.12). Locks 13 and 14 (fig. 4B.13-14) extend down to the middle of the 

forehead and swoop left. Below locks 13 and 14 a short lock (fig. 4B.15) hangs above the 

ear and curl down towards it. One more lock to the left of lock 15 completes the forelocks 

(fig. 4B.16). It originates farther up than lock 15 and extends ever so slightly longer, 

curling more drastically to the left. 

 The London portrait (fig. 5A) shares the prominent brow ridge, straight, narrow 

nose, and pouty mouth, and heavily lidded eyes typical of the pre-Actium Type portraits. 

Like the other Lucus Feroniae Type portraits the lower lids show a slight puffiness 

accompanied by concavity below them. The ears jut away from the head at approximately 
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the same angle as on the example from Lucus Feroniae. The mouth is again puffy at the 

corners. The jaw-line is halfway between square and oval and comes to a point at the 

chin. The brows are subtly knitted. A solitary wrinkled settled in the middle of the 

forehead. The head tilts dramatically to the right.  

 The hair appears flatter and more cap-like than the other two Lucus Feroniae 

Type portraits, yet it retains the tousled, chunky appearance. The face framing begins 

with two parallel locks in front of the upper third of the right ear. Above those locks the 

forelocks begin. Locks 1-3 lay side-by-side locks curl leftwards (fig. 5B.1-3). The 

following group, locks 4-7 (fig. 5B.4-7), hangs tightly clustered all the way up to the 

right arm of the pincer formed by lock 8 (fig. 5B.8). All of these locks curl to the left. 

The left arm of the pincer, formed by lock 9 (fig. 5B.9), curls back towards the right 

coming into contact with the right arm of the pincer. Two additional tufts curl to the right 

next to the pincer (fig. 5B.10-11). The V of negative space appears above the inner third 

of the left eye in this case. Eight left pushed locks follow the V shape (fig. 5B.12-19). All 

of these locks curl away from the middle of the face. Lock 19 completes the forelocks 

(fig. 5B.19). Below the last of these pieces one lock lies horizontally and meets the top of 

the ear. Directly below this horizontal piece a short lock extends halfway down the ear 

and curls towards the face. A longer lock extends from the top of the ear to the top of the 

earlobe behind the shorter lock.       

 As with the Béziers-Spoleto Type, Boschung’s typology focuses on the analysis 

of the arrangement of the hair, or Stirnlockenanalyse. According to Boschung the hair 

pincers are set wider than in the Actium/Alcudia Type. In all three examples the pincer is 

almost closed. On the heads from London and Lucus Feroniae the inner arm of the pincer 
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consists of two locks. Six sickle locks fall parallel next to one another and hang further 

down than on the Alcudia Type examples. On the heads in Venice and Lucus Feroniae 

the first three locks are pushed closer together than the other three. According to 

Boschung the difference in this group of locks may trace to modern reworking of the 

area.33 Boschung says that, “The hair around the left eye on the heads in Venice and 

Lucus Feroniae is in three skinny, pushed together strands driven to the side; the 

following, foremost lock of the temple hairs is noticeably longer.”34 He continues by 

stating that on the London head this portion of hair is, “more subtly stated.”35 Boschung 

also points out that on the replicas from Venice and London there are, “two thin, outward 

facing strands (15 and 16) that are separated from one another. Parallel to that, over the 

temple hairs, lies a running pointed hair area (17).”36 He states that the hair deviates from 

the Alcudia Type on the right temple. The hair “forms two prominent articulated stages. 

Directly in front of the ear a clearly longer sickle lock (24) hangs down and turns towards 

the face.”37  

                                                
33 Boschung, Die Bildnisse des Augustus, 23. 

34 Boschung, Die Bildnisse des Augustus, 23. 

“Das Haar über dem linken Auge ist bei den Köpfen in Venedig und Lucus Feroniae in drei dünnen, 
zusammengeschobenen Strähnen zur Seite gefürrt; die folgende, vorderste Locke des Schläfenhaars ist 
deutlich länger.” 
 
35 Boschung, Die Bildnisse des Augustus, 23. 

“…kleinteiliger angegeben.” 

36 Boschung, Die Bildnisse des Augustus, 23. 

“…zwei dünne, nach außen gewandte Strähnen (15 und 16), die voneinander abgetrennt sind. Parallel dazu 
liegt über dem Schläfenhaar eine spitz zulaufende Haarfläche (17).” 
 
37 Boschung, Die Bildnisse des Augustus, 23. 
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 Unlike in his evaluation of the Béziers-Spoleto Type, Boschung describes some of 

the facial characteristics of the Lucus Feroniae Type, however not in great detail. 

According to his assessment the forehead is, “slightly contracted, so that two steep folds 

emerge above the nose bridge.”38 He describes the eyelids as, “the left lower eyelid is 

short and precisely outlined, while the right reaches further down and passes the cheek 

without sharp demarcation.”39 Boschung asserts that the eyebrows are divergent from the 

Actium/Alcudia Type in that they are uniformly curved, rendering the forehead more 

relaxed. Regarding the jaw-line, he contends that its proportions are shorter and wider 

than the Actium/Alcudia Type. About the cheeks he says that, “The meager cheeks are 

drawn firm over the jaw bone and chin, by which the skeleton of the face is emphasized; 

it still does not appear sunken.”40 Concluding his description of the Lucus Feroniae Type 

Boschung discusses the chin and angle of the head. He states that it is pointy and narrow 

as on the Actium/Alcudia Type, but the head does not turn right as sharply.41  

 

 
                                                

“…zwei markant abgesetze Stufen (18 und 21) bildet. Unmittelbar vor dem Ohr hängt ein einzelne Locke 
(24) deutlich länger herab und wendet sich zum Gesicht.” 
 
38 Boschung, Die Bildnisse des Augustus, 24. 

“…leicht kontrahiert, so daß zwei Steilfalten über der Nasenwurtzel entstehen.” 

39 Boschung, Die Bildnisse des Augustus, 24. 

“Das linke Unterlid ist kurz und präzise umrissen, während das rechte weiter herabreicht und ohne scharfe 
Abgenzung in die Wange übergeht.” 
40 Boschung, Die Bildnisse des Augustus, 24. 

“Die mageren Wangen sind straff über Jochbeine und Kinnlade gezogen, wodurch das Knochengerüst des 
Gesichts betont wird; sie wirken dennoch nicht eingefallen.” 
 
41 Boschung, Die Bildnisse des Augustus, 24. 
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V 

Type B 

 As in the previous two chapters I begin with a description of the portraits 

comprising the corpus of Type B, then proceed to reinterpreting Brendel’s original 

typology in light of the additional sculptures added to the corpus since Brendel’s initial 

work on the subject. As with the Béziers-Spoleto Type and the Lucus Feroniae Type the 

aim of this reevaluation of Type B is to give credence to the type as a unique category, 

open the door for further inquiry, and evaluate the expanded corpus. For each number 

referring to a specific lock of hair please see the corresponding line drawing of each 

sculpture. As with the Béziers-Spoleto Type and Lucus Feroniae Type, the forelocks will 

be interpreted from the sculpture’s right to left. 

 I shall begin with a formal analysis of the portrait from Aquileia, Museo 

Archeologico (fig. 6A). Though badly damaged, this portrait remains classifiable as Type 

B. It features a prominent brow ridge, full lips, and a slight beard. The jaw is slightly 

fuller and squarer in the vein of the Verona sculpture. The ears jut out slightly, though not 

to as excessive a degree as some, like the ears on the Berlin, Staatliche Museum 

sculpture, Chiaramonti (inv. 628A), and Chiaramonti (inv. 600). The eyes are looking to 

the right and the head tilts slightly to the left.  Though the hairline suffered damage one 

can still discern useful typological information from it. Lock number 1 falls nearly 

straight down, curling slightly to the left (fig. 6B.1). The following section of forelocks 

(fig. 6B.2-3) remains too damaged to glean any information. This section would contain 

the right arm of the pincer. The left arm of the pincer, lock 4, falls above the inner third 

of the sculpture’s right eye (fig. 6B.4). Six locks swooping back towards the pincer 
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follow it to the left (fig. 6B.5-10). Locks 8-10 and the negative space between them form 

a small, faint M shape (fig. 6B.8-10). The final forelock sweeps away from the face (fig. 

6B.11). 

 The Arles portrait features the traces of a beard, a heavy brow ridge, full lips, and 

heavy eyelids that typify Type B (fig. 7A). The nose suffered damage, yet does not 

appear to have quite as prominent a protrusion at the top of the bridge as do most 

sculptures of this type. What remains of the ears appears to protrude from the head 

slightly as is typical of this type. The jaw, though still rather narrow, is broader than some 

of the other sculptures that belong to Type B. The eyes are cast to the right with an 

accompanying tilt of the head. The forelocks of this portrait remain intact. They begin 

with lock number 1 hanging straight down at the far right of the forehead (fig. 7B.1). 

Locks 2-4 curl towards the left (fig. 7B.2-4). The next tuft, number 5, forms the right arm 

of the open pincer above the inner third of the right eye (fig. 7B.5). Lock number 6 curls 

to the right forming the left arm of the pincer (fig. 7B.6). The next three locks to the right 

of the pincer, numbers 7-9 curl back towards it (fig. 7B.7-9). A smaller upside-down V 

shaped opening occurs above the middle portion of the sculpture’s left eye between locks 

9 and 10 (fig. 7B.9-10). The left side of the V shape, lock 10, is the final lock on that side 

of the forehead. 

 The Berlin, Staatliche Museum example, one that belongs to Brendel’s original 

Type B classification, features the pouty lips, strong brow ridge, traces of a beard, nasal 

ridge, and slightly jutting out ears, and hairstyle that characterize Type B (fig. 8A). The 

width of the jaw is about halfway between the broadest and narrowest specimens of this 

type. The eyes are cast to the right and the head tilts slightly in the same direction. The 
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temple hairs begin on the right side with locks 1-3 (fig. 8B.1-3) three closely gathered, 

nearly vertical locks whose tips curl to the left. Lock number 3 forms the right arm of the 

open pincer above the middle of the right eye. Following the opening, lock number 4 

curls in opposition to lock 3 and constitutes the left branch of the pincer (fig. 8B.4). A 

shorter piece, number 5, adjoins the left arm of the pincer (fig. 8B.5). Two closely 

gathered locks, 6 and 7, follow the pincer and curl right (fig. 8B.6-7). Locks number 8 

and 9 are likewise grouped together as are locks 10 and 11 (fig. 8B.8-11). The negative 

space between locks 7 and 8 and 9 and 10 forms an M shape. Locks 12 and 13 fall 

together (fig. 8B.12-13). Number 13 ends higher up than 12 and is nearly integrated into 

lock 12. Falling the same length as lock 12, lock 14 likewise curls to the right (fig. 

8B.14). Lock 15 reaches approximately the same length as lock 13 (fig. 8B.15). Locks 16 

and 17 are clustered together (fig. 8B.16-17). They curl away from the face as a sort of 

end-cap to the forelocks. The negative space between locks 12 and 14 and locks 14 and 

16 form another M shape.  

 The portrait from Schloss Erbach in the Pergamon Museum also belongs to 

Brendel’s original selection for Type B (fig. 9A). The eyes, set below a heavy ridge, are 

cast to the right with an accompanying tilt of the head, the nose appears to have the 

typical lump at the top of the bridge, and the lips are full and pouty. The ears jut out from 

the head in an exaggerated manner. The jaw-line approximates that of the Berlin, 

Staatliche Museum example. Though the left side of the hairline has suffered damage, the 

preserved hair follows the emerging pattern. Four close knit tufts, 1-4, hang nearly 

vertically and the ends curl to left (fig. 9B.1-4). Lock four comprises the right arm of an 

open pincer above the outer two thirds of the right eye. The following lock, number 5, 
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forms the opposing arm of the pincer and swoops back to the right (fig. 9B.5). Lock 6 

closely hugs lock number 5 (fig. 9B.6). After a space lock number 7 swoops to the right 

(fig. 9B.7). The longest piece, lock number 8, follows a relatively spacious gap and lies 

nearly vertical with the end curving to the right (fig. 9B.8). The final discernable lock, 

number 9 falls shorter than the previous one and curls to the right (fig. 9B.9). The 

negative space between locks 7 and 8 and 8 and 9 creates an M shape extending from the 

middle of the nose to the far edge of the left eyebrow.   

 The portrait from the Uffizi Gallery serves as the best example for formal 

analysis, determining the main traits, and generating an ideal model for Type B because it 

has suffered less damage and repair work than the other examples (fig. 10A). Otto 

Brendel corroborates this assertion.42 This portrait features the youthful countenance, 

prominent brow ridge, faint beard, bumpy nose, and voluptuous lips that are found on 

nearly all Type B portraits. The ears protrude from the sides of the head slightly. The hair 

begins with three parallel locks curling to the left (fig. 10B.1-3). Lock 3 constitutes the 

right arm of the open pincer. The fourth lock does not extend as far down the forehead as 

the remainder of the locks (fig. 10B.4). It is also the left arm of the pincer. Closely 

gathered, locks 5-7 sweep towards the open pincer (fig. 10B.5-7). Lock 7 falls shorter 

than the surrounding locks. An upside-down V void appears between locks 7 and 8 and 

locks 9 and 10 (fig. 10B.7-10). This void creates an M shape out of locks 7-10 above the 

inner two thirds of the left eye. Tuft 11 falls to the same height of the forehead as the 

majority of the locks and swoops to the right (fig. 10B.11). Locks 12 and 13 sweep away 

                                                
42 Brendel, “Ikonographie des Kaisers Augustus,” 34. 
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from the face and create a V shaped void above the outer edge of the left eyebrow (fig. 

10B.12-13).  

 Another one of Brendel’s original Type B examples is in the Galleria Estense, 

Modena (fig. 11A). This portrait sports the slight beard, right-cast eyes, rightward tilted 

head, prominent brow ridge, and pouty mouth that typify Type B. The nose, though 

lacking the typical bump, has the same basic size and shape as other examples. The ears 

seem to lay almost flat against the head, but that could be due to minor damage. The hair, 

like many of the other features, falls in the standard pattern. The first three forelocks curl 

towards the left (fig. 11B.1-3). Lock 3 comprises the right arm of the open pincer. The 

pincer opens above the middle of the right eye. The following three locks curl back 

towards the open pincer (fig. 11B.4-6). Lock 4 stands as the left arm of the pincer. Locks 

6 hangs shorter than the surrounding locks. The seventh tuft hangs above the nose and 

curves towards the open pincer. An inverted V-shaped expanse nearly matching that of 

the open pincer appears between locks 7 and 8 (fig. 11B.7-8). A smaller V-shaped void 

occurs between locks 8 and 9 and 9 and 10 (fig. 11B.8-10). The combination of these 

voids and tufts 8-10 creates an M-shape spanning the length of the left eye. Locks 11 and 

12 fall shorter than the other pieces and sweep away from the face (fig. 11B.11-12). 

These locks and the V-shaped voids between locks 10 and 11 and 11 and 12 create 

another wider M-shape. 

 The Paris, Musée du Louvre, Tusculum, (inv. MA 1251) portrait includes a 

narrow jaw line and closer-set eyes than typically appear in this type (fig. 12A). The eyes 

rest under a strong brow. The mouth, though small, appears youthful in its 

voluptuousness. Indications of a beard appear on the sculpture’s left cheek and are less 
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prominent on the right cheek. The nose is slightly bulbous near the top of the bridge. The 

forelocks of hair begin with two locks on the far right of the temple hanging 

approximately halfway down the forehead and curl up to the left (fig. 12B.1-2). Locks 3 

and 4 lie above and to the left of the first locks (fig. 12B.3-4). Lock 3 curls to the right 

while lock 4 hangs nearly vertically. The following tuft, number 5, forms the right of the 

pincer (fig. 12B.5). Counter to the other portraits of this type the pincer is closed. 

Adjoining locks 6 and 7 close the pincer and curl upwards towards the hairline (fig. 

12B.6-7). The following lock, lock 8, sweeps towards the pincer (fig. 12B.8). Lock 9 

sweeps the opposite direction which creates a V shaped void above the inner third of the 

left eye (fig. 12B.9). A slight gap appears between locks 9 and 10. Tuft 10 likewise 

curves away from the face (fig. 12B.10). The combination of the curvature of pieces 8-10 

and the gaps created by their arrangement creates an askew M above most of the left eye. 

The final forelock, lock 11, hangs equally far down as lock 3 and sweeps away from the 

face (fig. 12B.11).  

 The Rome, Palazzo dei Conservatori bronze portrait sports the dramatic brow 

ridge, shadow of a beard and familiar hairstyle of the other examples of Type B (fig. 

13A). In this case his brows are more knitted together with an appearance of distress or 

concern than in the other examples. The jaw-line falls in the middle of the width 

spectrum. The ears jut out from the head in the slightly more exaggerated style of the 

Uffizi and Erbach examples. The forelocks begin with three tightly clustered locks 

sweeping away from the face (fig. 13B.1-3). The following tufts curl to the right (fig. 

13B.4-5). Lock 5 forms the right arm of the open pincer. Unique to this example, a hair, 

lock 6, sweeps across the center of the pincer (fig. 13B.6). Lock seven completes the 
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pincer and curls to the right (fig. 13B.7). A relatively wide lock, number 8, follows to the 

left of the pincer and curls to the right as well (fig. 13B.8). Locks 9 and 10 are tightly 

gathered and likewise sweep to the right (fig. 13B.9-10). A wide swath of forehead is 

visible between locks 10 and 11. Lock 11 hangs nearly vertically with a slight rightward 

curvature (fig. 13B.11). V shaped openings occur between locks 11 and 12 and 12 and 

13. Since 11 and 12 curve to the right while 13 curves away from the face to the left, an 

M shaped void forms spanning the length of the left eye (fig. 13B.11-13). Lock 14 

conjoins with lock 13 (fig. 13B.14). After a small V shaped gap, the final forelock 

sweeps strongly to the left (fig. 13B.15).  

 The replica from Vatican, Sala dei Busti (inv. 385) displays the typical full lips, 

strong brow ridge, jutting ears, and right-cast glance all appear in this sculpture (fig. 

14A). The nose is slightly broader than other examples of Type B and lacks the lump at 

the top of the bridge, yet the general shape is still correct. The hairline roughly 

approximates that of other Type B portraits, however, though an additional tier hangs 

below and falls straight down. The bottom layer begins with six locks of roughly the 

same length curling to the left (fig. 14B.1-6). The negative space between locks 6 and 7 

forms an upside-down V directly above the nose (fig. 14B.6-7). Following the V locks 7-

12 curl to the left (fig. 14B.7-12). A short piece, lock 13, begins the upper layer of 

traditionally hewn forelocks (fig. 14B.13). It, as well as lock 14, curls towards the center 

of the face (fig. 14B.14). Lock 15, the third one on this tier, creates the right arm of the 

open pincer (fig. 14B.15). The following tuft completes the pincer (fig. 14B.16). Lock 17 

borders the left arm of the pincer (fig. 14B.17). Inverted Vs of space appear between 

locks 17 and 18 and 18 and 19. Locks 17-19 and the accompanying voids form an M 
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shape extending from the center of the nose to the middle of the left eye (fig. 14B.17-19). 

Extending virtually vertically down and curling to the right marginally at the ends, locks 

19-21 and the accompanying voids between them likewise form an M shape over the left 

two-thirds of the left eye (fig. 14B.19-22). The final forelock, lock 22, hangs straight 

down with a blunted end (fig. 14B.22). Potential explanations for the difference in the 

hairline of this sculpture will be explored in chapter VI. 

 The Vatican, Museo Chiaramonti (inv. 600) sample belongs to Brendel’s original 

group (fig. 15A). The jutting ears, strong brow ridge, slight nasal bump, and pouty lips all 

appear on this sculpture. The chin is more squared off than in most other examples of 

Type B. Though far rougher cut, the hair retains the appropriate basic pattern. The 

forelocks begin with one short piece hanging virtually straight down (fig. 15B.1). Locks 2 

and 3 appear to have suffered damage and would likely extend to the same length as the 

surrounding locks (fig. 15B.2-3). The fourth lock curls to the left. Lock 5 constitutes the 

right arm of the open pincer (fig. 15B.5). It curls slightly to the left. The opposing arm of 

the pincer, lock 6, is grouped together with lock 7 (fig. 15B.6-7). The two locks sweep 

right. The next tuft extends virtually straight down above the inner corner of the left eye 

(fig. 15B.8). An expanse of forehead appears between locks 8 and 9 forming a V shape. 

The tip of lock 9 curls to the right slightly (fig. 15B.9). Another smaller V is present 

between locks 9 and 10. Locks 10-12 all point straight down (fig. 15B.10-12). The 

negative space between locks 10 and 11 and 11 and 12 in conjunction with the negative 

spaces they create forms an M shape above the outer third of the left eyebrow. The lack 

of finish to the sides of the head suggests that this sculpture was a cheaper copy and 

likely intended for a niche. 
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 Another example from the Vatican, Museo Chiaramonti (inv. 628 A) also belongs 

to Brendel’s original typology (fig. 16A). It features a much rounder with fuller cheeks 

than the other versions and lacks the traces of beard. These features add to the impression 

of youth. The brows are less sharp than any other example. The nose, ears, and mouth are 

all typical of Type B. Likewise, the hair follows the approximate Type B pattern. The 

first forelock hangs nearly vertically with a subtle lilt to the left (fig. 16B.1). Locks 2 and 

3 share the same curvature, both curling to the left (fig. 16B.2-3). Left curling lock 3 and 

right sweeping lock 4 comprise the arms of the open pincer (fig. 16B.3-4). The following 

lock adjoins lock 4 and extends slightly longer (fig. 16B.5). An inverted V shaped gap 

appears between locks 5 and 6. A smaller, similar space is present between tufts 6 and 7 

(fig. 16B.6-7). The final forelock sweeps away from the face creating an inverted V 

between it and lock 7 (fig. 16B.8). This shape appears above the center of the left eye. 

The combination of locks 6-8 and the coinciding voids creates an M shape extending 

from the inner corner of the left eye to the edge of the temple. Though this sculpture has 

eight locks rather than the ideal thirteen, the forelocks retain the same basic shape as the 

ideal model or Uffizi Octavian. An additional inverted-V above the sculpture’s right eye 

causes the dearth of locks on this piece. This V was likely caused by damage since a chip 

in the eyebrow appears directly below it, however it merits further exploration in person 

in order to draw a firm conclusion. 

 The Vatican Sala a Croce Greca (inv. 597) replica (fig. 17A), like the Chiaramonti 

(inv. 628A) appears more youthful than its counterparts. It bears a striking resemblance 

to the Uffizi version, though more youthful and veiled. It features the slightly bumped 

nose, strong brow ridge, full lips, jutting ears, and right-cast eyes found in numerous 
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other examples. The face has slightly fuller cheeks than its older doppelganger from the 

Uffizi, yet the same basic shape and jaw-line are apparent. The forelocks begin with three 

closely gathered locks curling towards the open pincer (fig. 17B.1-3). The third lock ends 

above the middle of the right eye. A crescent shaped lock forms the right arm of the 

pincer (fig. 17B.4). Lock 5 serves as the opposing arm of the open pincer (fig. 17B.5). 

The remainder of the locks are tightly gathered. Locks 6-8 immediately follow the second 

arm of the pincer and curl towards it (fig. 17B.6-8). They end the same distance down the 

forehead as the right arm of the pincer. Lock 9 is the shortest one (fig. 17B.9). It likewise 

sweeps to the right. The tip of the tenth lock extends past the end of lock 9 again curling 

right. An inverted V appears between locks 10 and 11 (fig. 17B.10-11). Lock 11 sweeps 

away from the face to the left. Lock 12 forms a second V shape (fig. 17B.12). Locks 10-

12 and the negative spaces between them form an M covering the outer two thirds of the 

left eye and extending to the edge of the face.  

 The Vathy (Samos) Museum portrait features a narrow jaw line (fig. 18A). The 

eyes are approximately ideally spaced on the face under a prominent brow ridge. Large 

ears jut out from the sides of the head. The small mouth appears youthful and pouty or 

voluptuous. The nose has a slight lump near the top of the bridge. There is no trace of 

beard, but Octavian’s sideburns are a bit long. The forelocks begin with three locks 

curving leftwards (fig. 18B.1-3). Lock 3 constitutes the right arm of the open pincer. 

After a relatively wide expanse lock 4 acts as the left arm of the pincer (fig. 18B.4). 

Locks 4-9 are closely clustered together (fig. 18B.4-9). All of them sweep to the right. An 

upside-down V shape appears above the inner half of the left eye between locks 9 and 10. 

Lock 10, a much shorter lock than the others, curls away from the center of the face (fig. 
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18B.10). The eleventh lock bends slightly towards the center of the face and hangs 

directly above the center of the left eye. Locks 12 and 13 likewise hang straight down 

(fig. 18B.12-13). Upside-down V shapes are present between locks 11 and 12 and 12 and 

13. The final forelock sweeps away from the face resulting in another inverted V between 

locks 13 and 14 (fig. 18B.14). The shape created by locks 12-14 and the respective 

negative space creates an M shape extending from the middle of the left eye to the edge 

of the forehead.   

 The Verona portrait belongs to Brendel’s original categorization (fig. 19A). This 

portrait features the strong brow ridge, faint beard, and pouty lips that are present in most 

examples of Type B. The nose, though damaged, appears be bulbous near the top of the 

bridge. The jaw is slightly broader than most, but strongly reminiscent of the example 

from Arles. The forelocks begin with three closely-knit locks curling towards the center 

of the face (fig. 19B.1-3). A forked lock created by ends 4 and 5 creates the right arm of 

the open pincer (fig. 19B.4-5). The sixth lock constitutes the left arm of the pincer and 

curls to the right. Locks 6-13 curl to the right, are closely gathered, and fall an 

approximately uniform length across the forehead (fig. 19B.6-13). Locks 14 and 15 

sweep away from the center of the face in opposition to locks 6-13 (fig. 19B.14-15). The 

inverted V shapes between locks 13 and 14 and 14 and 15 combined with locks 13-15 

create an M shape above the entirety of the left eye.    

 In this paper the category Type B has been expanded to include images beyond 

Otto Brendel’s original four portraits and two portraits he deemed related, but not 

replicas. As evidenced in the previous descriptions of the portraits, several key features 

distinguish Type B portraits of Octavian. The following features must be taken into 
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account when identifying a portrait of young Augustus as Type B rather than Béziers-

Spoleto Type or Lucus Feroniae Type. These include a sharp and prominent brow ridge, 

full lips, the hint of a beard, protruding ears, a bulbous appearance at the top of the nasal 

bridge, a slight rightward tilt of the head, an open pincer above the right eye, heavy upper 

and lower eyelids, slightly protruding ears, an M shape above the left eye, and an inverted 

V shape following the M. The portraits all lack any trace of nasolabial folds or wrinkles. 

Brendel adds that these portraits are characterized by, “the forceful, right turn of the head 

on a fairly long, weak, sinewy neck.”43  

 The hairstyle is crucial to identifying these portraits as Octavian. It shares 

commonalities with definitively established portraits of Augustus. Brendel describes the 

hair as,  

  …in short, thick, tangled locks of great naturalness. It hangs deep down  
  the forehead where it ends with a mostly horizontal line. This line is  
  organized into  nine locks. Three on the right side with ends bent toward  
  the inside form pincers with the three opposing ones. Three more are  
  almost parallel to the latter group; their ends lie above the left eye. On  
  both sides, little locks shoot up backwards on the temples, and a little  
  crescent lock is in front of each ear.44  

                                                
43 Brendel, “Ikonographie des Kaisers Augustus,” 31.  

“…die energische Rechtswendung des Kopfes auf einem zeimlich langen, mageren und sehnigen Hals.” 

44 Brendel, “Ikonographie des Kaisers Augustus,” 33.  

“…in kurzen, dichten, verwirrten Locken von großer Natürlichkeit. Es hängt tief in die Stirne, woe s mit 

einer ziemlich wagerechten Linie abschloß. Im Ganzen ist diese Linie in neun Locken eingeteilt. Drei auf 

der rechten Seite mit nach innen gebogenen Spitzen bilden gegenüberstehenden eine Zange, und den 

letzeren gehen nochmals drei fast parallel, sodaß ihre straüben sich kleine Löckchen an den Schläfen nach 

rückwärts und eine kleine Sichellocke findet sich vor jedem Ohre.” 
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This open pincer mentioned by Brendel falls above inner third to two thirds of each 

sculpture’s right eye. A similar pincer can be noted on examples of the Prima Porta Type. 

In Type B, the pincer is followed to the left by three or more central locks swooping back 

towards it. Therefore, the number of locks across the forehead is not always nine. 

Adjacent to these locks there is a nearly vertical lock: when combined with the locks to 

its left, an M shape is formed. This M shape stands as one of the most definitive 

characteristics of Type B.  

 Brendel’s original categorization of these portraits heavily relies on numismatic 

comparison. The first images of Octavian as divi filius appear around 42 BC and all traces 

of a beard disappear from these images by 37 BC.45 This places the bearded images 

belonging to Type B to this specific time period while the depictions lacking a beard 

likely postdate 37 BC.  

 

 

 

 

 

 

 

 

 

                                                
45 Brendel, “Ikonographie des Kaisers Augustus,” 39. 
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VI 

Deviations from the Ideal Models 

 Recall from chapter II the theory that a sculptor in his respective province copied 

each imperial portrait found throughout the empire from imagines that were already 

copies of the ideal model located in Rome. Naturally, deviations and variations arise 

within portrait types due in part to this process of copying a copy in a local workshop. 

Several alternative causes for differences between portraits of a given type exist. These 

include, but are not limited to cultural adaptation and modern restoration. In the 

following section I will enumerate potential examples of each of these causes proposing 

reasons for the deviations from the now-lost ideal model. 

 Despite a vein of similarities running throughout the corpus of Type B, certain 

deviations from the ideal arise. For the purposes of this study consider the Uffizi 

Octavian the ideal model (see fig. 10A). The number of locks or tufts comprising the 

forelocks varies from eight locks on Vatican, Museo Chiaramonti (inv. 628 A) all the 

way up to twenty-two locks on the Vatican, Sala dei Busti (inv. 385) example. The Uffizi 

portrait, our model, has thirteen forelocks. The low end of this wide range of variation of 

number of forelocks can be explained by damage. Such is the case with the Museo 

Chiaramonti, (inv. 628 A) portrait, the Aquileia portrait, and the example from the 

Erbach Schloss. In the case of the Vatican Sala dei Busti (inv. 385) portrait the duel layer 

of forelocks explains their anomalously high number. The double layering difference 

could be explained by the hand of the sculptor. To speculate, this portrait probably 

originated in a workshop far from Rome. The sculptor may not have had access to an 

official model from Rome or he may have adapted the portrait to suit the local culture. 
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 Other departures from the ideal model occur in permutations of the forelocks. For 

instance, on the Uffizi portrait the M shape occurs over the inner two-thirds of the left 

eye. The Modena, Sala dei Busti (inv. 385), and Staatliche Museum in Berlin portraits 

have two Ms. In every case, except the Arles portrait which does not have an M shape in 

the hairline, the M appears somewhere above the left eye, though the spacing and 

placement vary from one portrait to another. Additionally, the Verona, Sala a Croce 

Greca (inv. 597), Musée du Louvre, Tusculum, (inv. MA 1251), and Aquileia portraits 

lack the inverted V-shaped gap that typically accompanies the M formation. The M and 

V formations locations vary from portrait to portrait, however they remain on the left 

portion of the temple, usually over the left eye.  

 Other variations between Type B sculptures bearing less significance than the 

differences in the forelocks include alterations to the jaw-line, different degrees of 

protrusion of the ears, amount of protrusion of the chin, extremely subtly changed noses, 

and the direction and extent to which the head turns. These alterations to the hypothetical 

ideal model exist because of the method of production explained in chapter II, as well as 

the sculptor potentially incorporating characteristics that carry local significance, and 

possibly the sculptor’s ability of inability to reproduce the model with precision. When 

considered collectively, added up, and averaged out these variations to the face and hair 

in essence produce the ideal model.  

 The Lucus Feroniae and Béziers-Spoleto Types display similar variations in the 

jaw-line, degree of protrusion of the ears, pronouncement of the chin, subtle changes in 

the noses, directionality of and extent to which the head turns or does not. Other 

variations specific to the Lucus Feroniae and Béziers-Spoleto Types are whether or not 
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wrinkles appear and the presence or paucity of bags under the eyes and puffiness at the 

corners of the mouth, however there is less to discuss because there are fewer examples 

of these types to compare to one another.  

 The following are some of the differences between the two examples of the 

Béziers-Spoleto Type. The chin comes to a more pronounced point on the Béziers portrait 

than on its Spoleto counterpart. The Béziers head has puffiness or bags under the eyes 

while the area beneath the eyes of the Spoleto head is smooth. The jaw-line of Spoleto 

portrait rounds more than that of the Béziers portrait and is further recessed. The Béziers 

portrait’s jaw is pronounced, angular, and square. The cheeks of the Spoleto portrait are 

fuller than they are on the Béziers head, which has sunken cheeks to match the sharpness 

of the jaw. The overall appearance of the hair on the Béziers portrait lies flatter in a cap-

like fashion while the hair of the Spoleto head is wilder, more tousled, and chunkier. The 

forelocks on both heads are nearly identical with one exception: the Béziers portrait has 

fourteen while the Spoleto head has ten. This difference is due to the fact that the locks 

on the far right of the Béziers head are more defined than the corresponding area on the 

Spoleto head and they can be counted. The potential causes of these variations between 

the two heads are the same as they were for Type B: method of production, the sculptor 

potentially incorporating characteristics that carry local significance, and possibly the 

sculptor’s ability of inability to reproduce the model with precision. 
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VII 

Significance of Type B, Lucus Feroniae Type and Béziers-Spoleto Type 

 This chapter explores many of the lingering questions raised by the analysis of 

provenance and formal traits. For example, it will address why the pre-Actium types are 

not simply lumped together with the Actium/Alcudia Type and why Type B is in fact 

Octavian, not Gaius. This chapter provides firm date ranges for the production of all three 

pre-Actium types. It also explores the sources of inspiration for the aesthetic attributes of 

the pre-Actium types. Furthermore, it explores how the appearance of the portraits 

reflects the tumultuous political nature of the time. 

 One major question has arisen throughout this study of the pre-Actium types: 

Why are they not included in the Actium/Alcudia Type, that is, what sets them apart from 

the Actium/Alcudia Type? First, the faces of the Actium type portraits are less round and 

more square than the relatively oblong faces of the pre-Actium types. The main 

distinguishing feature of the pre-Actium type portraits is the hair. As demonstrated in 

previous chapters each of the pre-Actium types has a distinctive pattern of forelocks that 

differs from the Actium type. The forelocks of the Actium Type begin with three locks 

curling towards the left on the far right side of the forehead. Next, the right arm of the 

open pincer curls left. The left arm of the pincer curls right. To the left of the pincer three 

locks sweep to the right. An inverted V follows these three locks. The remaining 

forelocks are comprised of two left curling locks (figs. 20-21). The Actium Type 

forelocks actually strongly resemble those of the Béziers-Spoleto and Lucus Feroniae 

Types. They combine elements of the forelocks from the Béziers-Spoleto and Lucus 

Feroniae Types. In fact, Boschung believes that the Alcudia Type (his name for the 



 
42 

Actium Type), derives from the Béziers-Spoleto and Lucus Feroniae portraits.46 

Therefore the similarities are due to the pre-Actium types influencing the Actium Type 

thus explaining both the degree of similarities between the pre-Actium and Actium types 

and the differences.  

 As for Type B, scholars such as John Pollini posit that the Type B portraits are 

actually portrait of Gaius Caesar. So, what qualifies them as Octavian? What leads Pollini 

to believe that these portraits are Gaius? Why are they not Gaius Caesar, but a young 

Augustus instead? In his work The Portraiture of Gaius and Lucius Caesar, Pollini 

divides portraits of Gaius Caesar into five types. Type I includes portraits depicting a 

young Gaius while Type V depicts Gaius just before his death. Pollini takes the Uffizi 

portrait as the exemplar of Type V of Gaius, whereas Brendel viewed it as the epitome of 

Type B of Octavian (fig. 10A).47 Pollini states that, “the group as a whole is sufficiently 

coherent to indicate that only one individual is represented.”48 He believes this individual 

to be Gaius not Octavian; however the evidence supports the contrary. Pollini goes as far 

as stating that the portraits in question do indeed resemble the coinages that Brendel 

based his 1931 typology on, but he suggests that the chin more strongly resembles other 

portraits of Gaius than those of Octavian.49 If the Type B portraits are in fact Gaius Type 

V, then where are all of the portraits of young Octavian? Pollini offers an explanation for 

                                                
46 Boschung 24 

47 Pollini, John. The Portraiture of Gaius and Lucius Caesar, (New York: Fordham University Press, 
1987), 59. 
48 Pollini, Portraiture, 59. 

49 Pollini, Portraiture, 61. 
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that question as well. He states that the portraits of Augustus from the Triumviral period 

were likely lost or destroyed because of the violent and turbulent nature of the time.50 

Pollini ignores the fact that Gaius is never represented with a hairstyle like the one that 

dominates Type B. Gaius’s hair typically lies flatter and has an inverted V in the middle 

of the forehead. Pollini states that Gaius was to be viewed as the “New Augustus.” This is 

his rationale for several examples of Type IV and most of the corpus of Type V 

resembling Augustus so closely, yet Types IV and V departs from Types I-III too 

drastically in terms of facial structure and hairstyle to be considered Gaius (figs. 22-23).  

 Types I and II of Gaius Caesar vary from one another in several manners. On the 

Type I sculptures Gaius’s locks curl to his left towards an open pincer over his right eye. 

The hair pattern on Type II follows a different patter. On Type II an inverted-V appears 

above the nose and an open pincer appears above the right eye. The forelocks of Type III 

follow an almost identical pattern to Type I. Pollini states that in Type I Gaius’s brows 

are knitted together like the Alcudia/Actium Type of Augustus’s portraits. Pollini also 

suggests that the hair is reminiscent of the Alcudia/Actium Type. In Type I Gaius appears 

to be between the ages of seven to nine years old.51 In Type II Gaius appears to be 

approximately thirteen to fifteen years old. Many of the sculptures feature faint Venus 

rings around the neck.52 The hair harkens back to the Prima Porta style of Augustus 

Caesar’s portraits. In Pollini’s Types IV and V there are two distinctive forelock patterns. 

In the examples that I believe are in fact Gaius two or three locks above the nose curl 
                                                
50 Pollini, Portraiture, 63-64. 

51 Pollini, Portraiture, 42. 

52 Pollini, Portraiture, 45. 
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towards a pincer on the right. The others follow the exact pattern of Type B and several 

of them (including the Vatican Sala a Croce Greca, Uffizi, Vatican Sala dei Busti, Erbach 

Schloss, Modena, Staatliche Museum, Palazzo dei Conservatori, Aquileia, Arles, and 

Verona examples) are included in this Type B corpus.  

 Another aspect of identifying the pre-Actium types, dating them, is tricky, but 

possible to a certain extent. Until now, no one has attempted to construct a relative 

timeline of the pre-Actium types. Discerning which type originated first is a fairly simple 

task. Based on numismatic comparison, Type B must be the earliest type of Augustan 

portraiture because many of the examples of it feature traces of beard. The presence and 

disappearance of the beard allows one to determine a finite date for this type. The beard 

first appears on coins issued in 42 BC commemorating the deification of Julius Caesar. 

The beard disappears from coinage in 37 BC.53 That time frame means that Octavian was 

twenty-one to twenty-five years old when the models for these portraits originated. The 

examples of Type B with known provenance (the portraits from Aquileia, Arles, and 

Verona) were located in the northern provinces. The political motivation for 

disseminating these early portraits to the northern provinces was likely to establish 

Octavian’s right to power as Julius Caesar’s heir amongst Julius Caesar’s veterans settled 

there. 

 The Lucus Feroniae Type and Béziers-Spoleto Type co-date each other and post-

date Type B. One can determine this because the Béziers-Spoleto and Lucus Feroniae 

Types lack a trace of beard on any of the portraits. Since one can determine from coins 

                                                
53 Brendel, “Ikonographie des Kaisers Augustus,” 39-40. 
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that the beard disappears in 37 BC this factor places the inception of the Béziers-Spoleto 

and Lucus Feroniae Types after 37 BC, but likely before Actium in 31. It is possible, 

however, that the use of these types continued after the development of the Actium Type; 

however that possibility remains unlikely due to the relatively small number of extant 

portraits of the Béziers-Spoleto and Lucus Feroniae Types. 

 In terms of appearance, the pre-Actium types drew inspiration from a multiplicity 

of sources. Octavian aimed to for his portraits to evoke the idea that he embodied the 

ideal iuvenis, or, “vigorous youth with heroic qualities.”54 Octavian’s forward-combed 

hair harkens back to images of Julius Caesar, particularly the Chiaramonti Caesar (fig. 

24). This reference tied Octavian to Julius Caesar in the visual vocabulary of the 

transitioning Roman Empire and brought to mind some of the legendary qualities of 

Julius Caesar such as his clementia. The beard that appears on several of the Type B 

portraits of Octavian has manifold meanings. The beard may simply allude to Octavian’s 

youthfulness.55 Alternatively, the beard could be an indication of Octavian’s mourning 

the loss of Julius Caesar. Furthermore, it could refer to Alexander the Great.56 All of 

these possibilities would have been recognizable to an ancient Roman citizen since the 

former two options are rooted in Roman custom. The beard could also refer to Alexander 

the Great because posthumous images of him proliferated Roman culture. Spoliated 

images of Alexander were erected throughout Rome therefore his image would likely be 

recognizable to an average Roman. The reference to Alexander the Great is logical 
                                                
54 Osgood, Caesar’s Legacy, 116. 

55 Brendel, “Ikonographie des Kaisers Augustus,” 39. 

56 Galinsky, Augustan Culture, 169. 
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because he, like Octavian, is depicted as a young man. Additionally, Octavian’s 

references to Alexander make sense not as an allusion to a Hellenistic monarch, rather as 

a reference to a great, youthful conquering leader. 

 The chunky hair falling in thick tufts evokes Pompey Magnus (fig. 25) and also 

Alexander the Great (fig. 26-27), since Pompey was quoting Alexander’s hairstyle. In 

this Pompey countered the receding hairline that commonly dominated Republican 

portraiture. Furthermore, the wavy hair, stern expression, and deliberate turn of the head 

reflect the auctoritas required of any great Roman leader.57 Regardless of how one 

chooses to interpret Octavian’s hairstyle and beard on the pre-Actium types, one 

implication stands out dramatically. Through manipulation of traditional visual tropes 

Octavian made it clear that he was aspiring to consolidate power by referring to other 

such as Julius Caesar, Pompey Magnus, and Alexander the Great who had amassed great 

political influence and power.  

 Octavian’s early portraits likewise reflect his power struggle with Mark Antony. 

Octavian quoted powerful predecessors such as Pompey and Alexander in the same vein 

as Pompey had cited Alexander years earlier. This contrasted with the image that Mark 

Antony projected, which included depicting himself in the guise of various gods, 

Dionysus and Osiris in particular. This juxtaposition of a great man embodying a god 

echoed the conflict of Pompey and Julius Caesar in that Julius Caesar’s portraits often 

had rings incised into his neck in reference to Venus and Pompey’s hairstyle took 

inspiration from a great man, Alexander. Josiah Osgood very aptly expressed the 

                                                
57 Galinsky, Augustan Culture, 169. 
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rationale for the purpose of these powerful players of the Late Republic aligning 

themselves with legendary mortals and, “In claiming to be gods, or like gods, all of these 

men were suggesting that the salvation of the Roman world lay with them.”58 

 The idea of Octavian’s contradistinction to Mark Antony manifested visually in 

multiple manners. Mark Antony ventured as far as allowing open worship of himself as 

Osiris in the East while Cleopatra embodied his Isis.59 According to Diana Kleiner, 

“numismatic likenesses depict Antony with a squarish visage, thick neck, a boxer’s 

misshapen but large nose, wide-open round eyes, prominent chin, and a full cap of hair 

arranged in comma-shaped locks across his forehead and in front of his ears and growing 

relatively long on the back of his neck,” (fig. 28).60 This image contrasts the early 

depictions of Augustus that show him with a relatively delicate neck, an arrow straight 

nose, smaller almond eyes, an average chin, and chunky hair. Furthermore, Mark Antony 

makes visual reference the East in other ways. Notably, the eyes are enlarged in an 

Egyptian manner (fig. 29). For example, his stance in the Cairo portrait reflects 

Alexander the Great and was meant to embody the ideal Hellenistic (e.g. not Roman) 

ruler.61 

 On a different note, Octavian’s earliest portraits faced another obstacle in 

conveying power and strength: they had to overturn the imagery commonly associated 

                                                
58 Osgood, Caesar’s Legacy, 241. 

59 Diana E. E. Kleiner, Roman Sculpture, (New Haven: Yale University Press, 1992), 46. 
60 D. Kleiner, Roman Sculpture, 47. 

61 D. Kleiner, Roman Sculpture, 47. 
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with power in the veristic traditions of the Late Republic. Veristic portraits can appear to 

be literal representations of individual subjects with no attempt at idealization.62 

However, scholars know that certain tropes such as a receding hairline, heavy wrinkles, 

and other attributes such as moles were commonplace on these types of sculptures. In 

some cases officials such as consuls, utilizing the aforementioned tropes, would have 

portraits erected that depicted them at a more advanced age than they had obtained. Karl 

Galinsky postulates conveying severitas (severity), gravitas (dignity, seriousness), virtus 

(virtue), and simplicitas (simplicity) was integral to verism. To Roman citizens these 

characteristics epitomized the requisite virtues for an effective ruler.63 

 This idea of veristic portraiture and the traits it conveyed leads to the next point. 

The earliest portraits of Octavian were created in the context of the end of the Republic. 

Octavian’s pre-Actium portraits reflect the changing power dynamic as Rome 

transitioned from Republic to Empire in that they are not veristic and they have eastern 

(e.g. monarchical) influences, however the intention of employing Hellenistic traits was 

not to embody an eastern ideal. Rather Octavian looked to the east because he had to 

create a new visual vocabulary for expressing power at such a young age since verism 

depicted power as something only obtained by men of more advanced age.   

 Furthermore, Octavian had dynastic aspirations from the outset. Much like Mark 

Antony issued coins bearing the countenances of his wives, son, and brothers, Octavian 

                                                
62 Fred S. Kleiner, A History of Roman Art, (Boston, MA: Wadsworth, Cengage Learning, 2010), 53. 

63 Galinsky, Augustan Culture, 166. 
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went further and erected statues of Livia and Octavia throughout Rome.64 Significantly, 

the evidence of his early dynastic aspirations indicate that Octavian’s earliest portraits 

were intended to convey many of the same traits as his later portrait incarnations. 

Octavian/Augustus’s dynastic aspirations are well-covered territory and, other than the 

aforementioned idea, they fall outside the scope of this paper.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                
64 Rose, Dynastic Commemoration, 8. 
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VIII 

Conclusion 

 The Béziers-Spoleto Type, Lucus Feroniae Type, and Type B certainly merit 

consideration as distinct categories of Augustan portraiture. When considered in the 

political context dissemination of Augustus Caesar’s portraits began as a means of 

propaganda even in the pre-Actium stage. As evidenced by the location of the Aquileia, 

Arles, Verona, and Béziers portraits in particular, dissemination of young Augustus 

Caesar’s image played a key role in garnering support for him in the colonies. The 

Spoleto and Lucus Feroniae portraits demonstrate that Octavian employed portrait 

imagery as a means of constructing a political persona near and within Rome itself as 

well. The aforementioned sculptures of known provenance were frequently accompanied 

by of statues (or remnants of statues) in or near a public building. Each locale at which 

scholars unearthed one of these portraits was a Roman colony established either by Julius 

Caesar, the Second Triumvirate, or Augustus Caesar himself. From this fact one can 

deduce that Octavian sought to gain recognition and garner support from the Roman 

masses, even those on the fringes of the territory. 

 Though each type features marked differences, Octavian and his advisors 

carefully curated his sources of inspiration so that his image successfully embodied 

virtus, serveritas, gravitas, clementia, and auctoritas. All three of the pre-Actium types 

share certain characteristics that render it possible to identify them definitively as 

Augustus and date them to approximately the same period. For instance, they share the 

same sharp brow ridge, heavy eyelids, straight and narrow arrow-like nose, pouty mouth, 

and pincer formation in the hair.  In fact, the attributes of the nose, mouth, eyelids, and 
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the pincer formation carry over into the Actium Type. Though there are discrepancies 

between the portraits of each type, when considering each portrait with respect to an ideal 

model and the respective corpus as a whole, none of the portraits deviate far enough from 

the theoretical ideal model to be rejected from the type in question.  

 Scholars must continue to explore these early types of Augustan portraiture 

because interpreting them sheds light on the otherwise dark period of the civil wars and 

Second Triumvirate. One must consider the pre-Actium types both as a result of the 

chaotic times following the assassination of Julius Caesar and in terms of the inception of 

a dynasty. Though these portraits depict Octavian at his actual age they clearly 

communicated his political prowess effectively enough to, at least in part, inspire the 

modes of expressing power and dynastic ties through the Julio-Claudian period.  

 The goal of this paper is to illuminate a subject often overlooked or dismissed by 

other scholars. The pre-Actium types have not received appropriate consideration as a 

part of the canon of Augustan portraiture. I believe that thorough typological analysis and 

consideration of historical context has proven, at the very least, that these portraits merit 

further study. It is my hope that this paper will serve as a launching point for further 

scholarly exploration into the pre-Actium types and, eventually, to a general consensus 

among scholars of the Augustan era that the pre-Actium type portraits indeed belong in 

the canon of Augustan portraiture.  
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Figures 

 

Figure 1A: Béziers-Toulouse 
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Figure 1B: Béziers-Toulouse Line Drawing 
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Figure 2A: Spoleto-Perugia 
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Figure 2B: Spoleto-Perugia Line Drawing 
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Figure 3A: Lucus Feroniae 
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Figure 3B: Lucus Feroniae Line Drawing 
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Figure 4A: Venice 
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Figure 4B: Venice Line Drawing 
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Figure 5A: London 
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Figure 5B: London Line Drawing 
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Figure 6A: Aquileia, Museo Archeologico 
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Figure 6B: Aquileia, Museo Archeologico Line Drawing 
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Figure 7A: Arles, Musée Lapidaire d’Art Païen, Inv. Nr. 51-1-22 
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Figure 7B: Arles, Musée Lapidaire d’Art Païen, Inv. Nr. 51-1-22 Line Drawing 
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Figure 8A: Berlin, Staatliche Museum 
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Figure 8B: Berlin, Staatliche Museum Line Drawing 
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Figure 9A: Erbach, Schloss Erbach 
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Figure 9B: Erbach, Schloss Erbach Line Drawing 
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Figure 10A: Florence, Uffizi, Inv. Nr. 1914.83 
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Figure 10B: Florence, Uffizi, Inv. Nr. 1914.83 Line Drawing 
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Figure 11A: Modena, Galleria Estense 
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Figure 11B: Modena, Galleria Estense Line Drawing 
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Figure 12A: Paris, Musée du Louvre, Inv. Nr. MA 1251, from Tusculum 
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Figure 12B: Paris, Musée du Louvre, Inv. Nr. MA 1251, from Tusculum Line Drawing 
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Figure 13A: Rome, Palazzo dei Conservatori 
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Figure 13B: Rome, Palazzo dei Conservatori Line Drawing 
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Figure 14A: Vatican, Sala dei Busti 385, Inv. Nr. 591 
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Figure 14B: Vatican, Sala dei Busti 385, Inv. Nr. 591 Line Drawing 
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Figure 15A: Vatican, Museo Chiaramonti 600, Inv. Nr. 1231 
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Figure 15B: Vatican, Museo Chiaramonti 600, Inv. Nr. 1231 Line Drawing 
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Figure 16A: Vatican, Museo Chiaramonti 628 A, Inv. Nr. 1228 
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Figure 16B: Vatican, Museo Chiaramonti 628 A, Inv. Nr. 1228 Line Drawing 
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Figure 17A: Vatican, Sala a Croce Greca 597, Inv. Nr. 199 
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Figure 17B: Vatican, Sala a Croce Greca 597, Inv. Nr. 199 Line Drawing 
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Figure 18A: Vathy (Samos), Museum, Inv. Nr. 26 
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Figure 18B: Vathy (Samos), Museum, Inv. Nr. 26 Line Drawing 
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Figure 19A: Verona, Museo Archeologico 
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Figure 19B: Verona, Museo Archeologico Line Drawing 
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Figure 20: Actium/Alcudia Type  
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Figure 21: Actium/Alcudia Type 
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Figure 22: Gaius Caesar 
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Figure 23: Gaius Caesar  
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Figure 24: Chiaramonti Caesar (Julius) 
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Figure 25: Pompey Magnus 
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Figure 26: Alexander the Great 
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Figure 27: Alexander the Great 
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Figure 28: Mark Antony  
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Figure 29: Mark Antony  
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Map 

Map 1: Provenance 
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