
ETRUSCO-ITALIAN BRONZES: 
THE TODI WORKSHOP

(Con le taw. XIII-XXII)

This paper had its origins as an examination of the stylistic characteristics 
of a series of Etrusco-Italian bronze warrior figurines assembled in 1970 by Giovanni 
Colonna 1 and by him designated as the «Todi Group». As the study progressed 
and various accretions to Colonna’s list accumulated it became evident that a 
new conformation of the series was due.

1 G. Co l o n n a , Bronzi votivi umbro-sabellici a figura umana. I - Periodo «arcaico», Rome 1970, 
pp. 76-83. Colonna’s list — «Maestro A»: London, British Museum, Walters 444; Providence, Museum 
of Art, Rhode Island School of Design, inv. 34.011; Perugia, Museo Archeologico inv. 604; Ascoli 
Piceno, Museo Civico inv. A66; Philadelphia, Univ. Museum MS 2640; «Maestro B»: Rome, Museo 
di Villa Giulia 6724; Pesaro, Museo Oliveriano inv. 3323A; Brussels, Musées Royaux d’Art et 
d’Histoire inv. R859 (group); Lucerne, Dealer, 1960 auction; «Maestro C»: Naples, Museo Nazi-
onale inv. 5512.

2 R. Ric h a r d s o n , The Ikon of the Heroic Warrior, in Studies Presented to George Μ. A. Hanfmann, 
D.G. Mitten, et al., eds., Mainz 1971 - hereafter, Ric h a r d s o n , Ikon — p. 161 ff. Richardson in-
cludes in her list Villa Giulia 6724, Naples 5512, Brussels R859, British Museum 444, Philadelphia, 
Univ. Museum MS 2640, RISD 34.011, and adds Cambridge, Mass., Fogg Museum no. 2310; Boston, 
Museum of Fine Arts inv. 52.186; Naples, Museo Nazionale no. 5573; and New York, Metropolitan 
Museum 96.9.429. The last two do not fit stylistically with the others, and were apparently withdrawn 
by Richardson in 1983, when she accepted Colonna’s listing, repeated her additions of the Fogg and 
Boston examples, but did not mention the New York or Naples pieces: E. Ric h a r d s o n , Etruscan Vo-
tive Bronzes I. Geometric, Orientalizing, Archaic, Mainz, 1983 — hereafter, EVB — p. 192, n. 38.

3 Formerly in Arthur Sachs collection; London, Sothebys sale of 1974; Munich, Antikensamm-
lungen 3393; Philadelphia, Hesperia Art Galleries, 1957 sale; New York City, private collection 
(No. 10, attached Table).

The first distinct entity within this enlarged class is comprised of ten items 
from Colonna’s original list, plus two from a similar grouping presented in 1971 
by Emeline Richardson 1 2, and five more offered by the present author 3. One 
of the conclusions of this study is that these 17 items comprise the work of a 
single artisan.

Then, with the central group firmly established, certain figurines cited by 
Colonna or Richardson as related to their groupings, along with several other 
objects seen by the author as also stylistically akin to the core group, were consi-
dered. This secondary assemblage of some 18 items was found to compose itself 
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into four separate subgroups. It is suggested that the resulting rather larger con-
glomeration of five groups of stylistically related warrior figurines may represent 
the output of a single workshop.

The core group has been adequately defined by Colonna and Richardson, 
and the individual objects need not be re-described at this time. The remarks 
that follow are designed only to supplement those two excellent discussions, with 
the examples arranged in a slightly different sequence, a sequence that is intend-
ed to emphasize the several observable variations within the group.

The first two figurines, 1) Rome, Villa Giulia no. 6724 (tav. XIII a, b)4 and 
2) Cambridge, Mass., Fogg Museum no. 2310 (tav. XIII c) 5, are as like as two 
brothers: ungainly, thin-legged, knobby kneed, flat chested, with tiny arms, the 
right one raised above the shoulder to brandish a lance, the left one held out 
straight to the side. Both have the same narrow nose and distinctive facial squint, 
an effect achieved by prolongation of the outer ends of the upper eyelid line 
beyond the lower lid, with vertical lines running down from the inner edge of 
the eyes, paralleling the nose and confining the mouth to that width. The eyes, 
although large and «archaic», are actually opened at the inner edge in what is 
usually considered the classical profile eye. They have the same large, flat, plate-
like crest, leather-like cuirass, two rows of pteryges and evidence of an undertun-
ic emerging at neck, shoulders, and below the pteryges while leaving the genitals 
exposed. Both wear greaves and may (theoretically) be restored with a raised lance 
in the right hand and a round shield on the left arm. The Villa Giulia example 
is slightly larger than the Fogg figurine (26 cm. tall versus 25 cm.). It comes 
from Calvi, in Umbria; the provenience of the Fogg example is unknown.

4 R. Pa r a b e n i, in Scritti in Onore di Bartolomeo Nogara, Vatican 1937, p. 359 ££., pl. 47; Μ. 
Mo r e t t i, Il Museo Nazionale di Villa Giulia, Rome 1962, p. 132, fig. 99; Co l o n n a  no. 180, p. 
78, pls. 52-53; Ric h a r d s o n , Ikon, p. 165, pl. 41 e-f. Photographs by author.

5 Fogg Art Museum Handbook, 3rd edtn., Cambridge, 1963, p. 24; Ric h a r d s o n , Ikon, p. 165, 
pls. 38-39; EVB p. 192, fig. 448. Photograph courtesy of Harvard University Museums, Cambridge, 
Mass.

6 E. d e  Me e s t e r  d e  Ra v e s t e in , Musée de Ravestein, Musée royale d’antiquités et d’armures, Brus-
sels 1880, p. 158 f.; Co l o n n a , no. 182, p. 79, pl. 50; Ric h a r d s o n , Ikon, p. 166, pl. 41g. Photo-
graph courtesy of Musées Royaux d’Art et d’Histoire, Brussels.

7 Antike Kunstwerke, Auktion II, Lucerne, Ars Antiqua, 1960, no. 90, pl. 39; Co l o n n a , no. 
183, p. 79; Classical Art from a New York Collection, New York, Andre Emmerich Gallery, 1977, 
no. 116, fig.; Sale, London, Sotheby Parke-Bernet, 1978, no. 169, pl. 26.

8 I. ZlCARi, Guida del Museo Oliveriano di Pesaro, 1969, p. 24. fig. 1; Co l o n n a , no. 181, 
pp. 78-79, pis 54-56; Μ. Fa l c o n i-Amo r e l l i, I materiali archeologici pre-romani del Museo Oliveriano 
di Pesaro, Rome, Paleani, 1982, no. 4, p. 32 ff., pl. 4. Photograph courtesy of Museo Oliveriano, 
Pesaro.

Very like these figures, although less carefully executed, are 3) Brussels, Musées 
Royaux d’Art et d’Histoire (tav. XIII d)6, and 4) a figurine last published (1978) 
as for sale by a London dealer 7. These two statuettes are on a slightly smaller 
scale than the first two (19.5 cm. and 18.5 cm. respectively). The Brussels figure 
is part of a series of warrior figurines found in Foligno in 1858.

Two more warriors, 5) Pesaro, Museo Oliveriano no. 3323 A (tav. XIV a) 8 
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and 6) a figurine formerly in the Arthur Sachs collection (tav. XVI a)9, are each 
about 25 cm. tall and are in most details like the preceding examples, but with 
rounder cheeks and beaklike noses which separate them from their kinsmen. The 
lowermost skirt in both these examples begins to sweep outwards as it follows 
the line of the striding legs. The Arthur Sachs figure is far less carefully modelled 
than its companions. The Pesaro figure was found in the Tiber near Todi.

9 D.B. Ta n n e r , in BFAM 3.1, Nov. 1933, p. 13, fig. 1; Merle Armitage Dance Memoranda, 
E. Corle, ed., N.Y., Freeport, 1969, unnumbered plate, sect. 2. Photograph by permission of Har-
vard Univ.

10 H.B. Wa l t e r s , Catalogue of the Bronzes in the British Museum, London 1899, no. 444, p. 
61: Co l o n n a , no. 175, pp. 76-77, pl. 50; Ric h a r d s o n , Ikon, p. 166. Photograph courtesy of Brit-
ish Museum, London.

11 G. Be n d in e l l i, in MonAnt 26, 1920, col. 245, n. 3; Co l o n n a , no. 184, p. 79, pl. 50; 
Ric h a r d s o n , Ikon, p. 165. Photograph courtesy of Museo Nazionale, Naples.

12 Co l o n n a , no. 177, p. 77, pl. 51. Photograph courtesy of Museo Nazionale dell’Umbria, 
Perugia.

13 Exhibited at the Grey Gallery of New York University, New York City, in 1991, by per-
mission of the Merrin Gallery (F. Ro n c a l l i and L. Bo n f a n t e , Gens Antiquissima Italiae. Antichità 

Two pieces, 7) London, British Museum, Walters 444 (tav. XV a) 10 11 and 8) 
Naples, Museo Nazionale no. 5512 (tav. XV b) n, constitute another near-pair, 
although of differing size, BM 444 measuring 28.2 cm. in height, while Naples 
5512 comes to only 17.5 cm. (without the feet, which are missing-along with 
the left arm). The Naples figurine is not as delicately finished as its counterpart 
in London. These two figurines exhibit the general run of Todi-Group charac-
teristics: long upper eyelids, thin cheeks, square jaw, ropelike belt, three-row skirt, 
and thin legs with greaves, but with certain differences. The crease running down 
each side of the long nose is not actually present, and the mouth is consequently 
a bit larger than the mouths on numbers 1-6; and neither the chest nor the hips 
expand as naturally as on those examples: presenting, overall, a more severe out-
line and more upright stance, not appearing to strain backwards so precariously. 
(The face of Naples 5512 is so lopsided as to suggest that it may have undergone 
an accidental deformation at some point in its history-possibly during the cast-
ing process when the metal would have been malleable enough to allow the lower 
right side of the face to slip downwards while leaving the upper left side in its 
normal position).

The wider mouth, not constricted to the width of the nose, is also present 
on 9) Perugia, Museo Nazionale no. 604 (tav. XIV b) 12, a figure which has the 
otherwise flat cheeks and overlapping upper eyelids typical of the Todi Group, 
along with the hipshot pose of the earlier-mentioned examples. The left arm of 
Perugia 604 (which of course was originally covered by a large round shield and 
hence was not intended to be seen) is curved downwards instead of reaching out 
stiffly to the side as on the other examples, and the protruding ropelike belt 
is not as prominently visible as on its comrades; it can be made out, in fact, 
only on the back of the statuette. Overall, Perugia 604 is a more gracefully di-
sposed figure, with softer lines, perhaps, and more curved, more flowing move-
ments. The figure is said to have come from Ancarona.

10) New York City, Private Collection 13. This warrior figurine has an un-
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lined face with a somewhat wide mouth and eyebrows that are moulded-on rather 
than incised-in, after the manner of Perugia 604. The left arm is bent downwards 
rather than reaching straight out to the side, also like the Perugia warrior. The 
cheek guards are somewhat smaller than the preceding example (but similar earlike 
appendages will be found on our No. 14 below (Philadelphia, University Museum 
MS 2640). The statuette is outstanding for the intricately engraved decoration 
which covers almost every bit of otherwise empty space on the armature: check-
ered fields around the waist and on the crest, spirals on the chest, regularly spaced 
circles on the torso, and a beautifully engraved wave pattern in one zone of the 
crest. There is a certain abstract quality about this decoration: in place of the 
rectangles which generally denote pteryges, for example, one finds wide triangles, 
hatched; and closely spaced vertical lines, almost like fringe, comprise the lower-
most zone of the cuirass where tunic folds might otherwise be expected. A grace-
ful double line runs from each side of the crown of the helmet, across the front- 
let and down to the tip of the nose, ending in a sharp V-which can only be 
interpreted as a forepiece to protect the nose, an armorial refinement not other-
wise found with members of this group. The figure is 20.9 cm. in height.

A strangely posed warrior, 11) no. A66 in the Museo Archeologico of Ascoli 
Piceno {tav. XIV c) 14 15, has its arms spread out from the chest as if in a welcom-
ing gesture, with a small disc (probably a patera for offerings) in the right hand. 
As Colonna notes, the arms on this piece have been falsely restored. Whether 
those members have been entirely remade, simply reattached at the wrong angles, 
or partly remade and then wrongly reattached, is not clear, but it is probably 
best to try to eliminate the arms from our visualization of the figurine if we 
expect to gain any just idea of its original appearance. The left foot and ankle 
have been remade in wax. Details of belt, pteryges and tunic folds are very faint; 
all one can actually make out is a long flat torso, the silhouette of which ripples 
in correspondence to the four divisions of belt, double row of pteryges, and tun-
ic. The almond shaped eyes are bordered with lines representing eyelids, although 
the line of the upper lid does not seem to extend beyond the lower lid at the 
outer corners as is the case with most other members of the group. The mouth 
again is pursed, held in to the width of the nose by vertical lines extending from 
the inner edge of each eye. The lack of precision in incised detailing however 
may be due to surface corrosion rather than simply summary workmanship. The 
statuette is 19 cm. in height and comes from a collection in Perugia.

deU’Umbria a New York, Perugia, Electa Editrice, 1991, p. 205, fig. 4.9). The same show contained, 
as fig. 4.6, our No. 2, Fogg Museum 2310; as fig. 4.7, our No. 14, University of Pennsylvania 
Museum MS 2640; as fig. 4.4, our No. 16, Rhode Island School of Design 34.011; and as fig. 4.8, 
our No. 28, University of Rochester Memorial Art Gallery 53.41.

14 Co l o n n a , no. 178, pp. 77-78, pl. 51; G. Vit e l l i, I bronzetti italici del Museo Civico di Æ- 
coli Piceno, 1983, pp. 45, 66, figs. 35-36, p. 67, figs. 37-38. Photograph courtesy of Museo Ar-
cheologico, Ascoli Piceno.

15 W. Co ms t o c k  and C. Ve r me u l e , Greek Etruscan and Roman Bronzes in the Museum of Fine 
Arts, Boston, Conn., Greenwich, 1971, no. 191, p. 167, figs. p. 166; Ric h a r d s o n , Ikon, p. 166; 
EVB, p. 192. Photograph courtesy of Museum of Fine Arts, Boston.

A second Richardsonian contribution to the list (in addition to Fogg Museum 
2310) is 12) warrior no. 52.186 in Boston’s Museum of Fine Arts {tav. XVI b) 13. 
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The workmanship on this piece is not as carefully carried out as on most of the 
other examples, but it possesses the standard attributes of the group: upper eye-
lid overlapping the lower lid at the outer corners and vertical wrinkles descending 
alongside the nose and confining the mouth to that width, as well as the cus-
tomary three-row skirt, platelike crest with prominent cheek guards sticking out 
at a 60° angle, and a wealth of incised detail on all surfaces. Both legs are miss-
ing from about the knee, so that the existing height of the piece is only 15.5 cm.

13) Munich’s Antikensammlungen no. 3393 (tav. XVII a) 16 is an exaggerat-
edly distorted version of the Villa Giulia type. The left arm is missing from about 
where the elbow would have been indicated on a more precisely detailed part 
of the body and the tail of the crest is no longer extant; one of its feet has 
been broken off and rejoined, while the other leg appears to have been broken 
through at the calf and then reattached. Both lower limbs have somewhat thicker 
proportions than we have thus far seen. Descriptive details are roughly chiselled, 
sharpedged, simplified in shape, and rather hastily drawn: the pteryges are mere 
herringbone patterns, not framed squares filled-in with incised pattern; the tunic 
folds at the neck are parallel vertical incisions; and the eyebrows are deep sur-
prised double arches. One is reminded of the broad treatment of Naples 5512 
and Boston 52.186. This example is 19.5 cm. in height. It is said to have come 
from Chiusi, a city in Etruria proper, not Umbrian territory, where most of the 
other examples of known provenience in this group can be located. Richardson, 
in her comprehensive catalogue of votive bronzes, lists the Munich figurine wi-
thin a miscellaneous group of late archaic warriors which she labels merely as 
«Others». In her discussion of that piece, though, she observes that the face of 
Munich 3393 is «something like that of Rome, Villa Giulia 6724» 17 — without, 
apparently, recognizing it for an almost caricatured version of the work of that 
master.

14) No. MS 2640 in the University Museum, Philadelphia (tav. XVII b) 18 
is a completely accoutered warrior in the Todi style, with round shield on the 
left arm and long lance in the upraised right arm. The figurine is only 19.5 cm. 
tall, and is not in general as carefully modelled as the larger examples; one cannot 
rule out later restorations, most especially in the case of the raised right hand, 
which does not have the typical diamond-shaped outline; the surface is heavily 
corroded. Most of the obligatory details are in evidence, however: slanting eye-
brows, pursed mouth, flat cheeks, rope belt, three-row skirt, and greaves.

15) It is evident from the published photograph of a warrior advertised as 
for sale at Sotheby’s in London in 1974 19 that that figurine probably belongs 
to the Todi Group, although the printed version of that picture is so dark in 
several crucial places that it is impossible to make out whether the face has the 

16 W. Zschietzschmann, Etruskische Kunst, exhibit, Frankfurt 1969, pl. 110; EVB, p. 193. Pho-
tograph courtesy of Staatliche Antikensammlungen, Munich.

17 EVB, p. 193.
18 S.B. Lu c e , Philadelphia. The University Museum. The Mediterranean Section, 1921, no. 134, 

p. 138; E.H. Do h a n , in UPMB, Nov. 1933, p. 170, pl. 10; Co l o n n a , no. 179, p. 78; Ric h a r d - 
s o n , Ikon, p. 166, pl. 41h (rear view). Photograph courtesy of the University Museum, Philadelphia.

19 Sale, London, Sotheby & Co., 1974, no. 144, fig. p. 100.
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peculiar squint of our artist. The three layered skirt, characteristic tilt of the 
head, thin helmet crest, and prominent raised cheek guards all strongly suggest 
the statuette’s placement in this category, however. The clumsy lower legs and 
feet, according to the catalogue entry of this sale, may have been remade, and 
the raised right fist is merely globular shaped (like that of Philadelphia MS 2640, 
incidentally: presumably also remade). As one can conclude from the interruption 
of the line at the shoulder juncture, the straight left arm has probably been broken 
off and sloppily reattached. A large part of the lance, bent at the middle, remains 
in the raised right hand. Its height is 19.4 cm.

Listed by both Colonna and Richardson is an exquisite warrior figurine, 16) 
no. 34.011 in the Museum of Art of the Rhode Island School of Design in Provi-
dence (tav. XVII c)20, clearly the most skillfully executed of all the pieces hither-
to examined. The nose is prominently beaklike and the chin is severely chiselled. 
But in several particulars the emphasis is not quite typical of the work of the 
unknown master that is responsible for the Todi style. The confining vertical 
lines alongside the nose are missing (which, as we have observed, is not in itself 
an absolutely necessitous attribute of the style), with a mouth slightly wider and 
lips that are perhaps a bit fuller. The sweep of the eyelids surrounding the archai-
cally large eyes, varying from the full-circle arcs which they had described on 
the preceding examples, are here beginning to perform a gentle reverse curve 
in a more naturalistic manner. The lowermost skirt finally emerges, in this exam-
ple, as an undulating, clothlike surface, with a similarly naturalistically flowing 
ruffle visible at the neck. Calf muscles are not as impossibly meager as on most 
of the examples previously studied, while toes and ankle bones are modelled in 
something like realistic detail. The upper arms are still spaghetti thin.

20 G. Ha n f ma n n , in BullSchDes 28.1, 1940, p. 3, fig. 1; Co l o n n a , no. 176, p. 77; Ric h a r d -
s o n , Ikon, p. 166; D.G. Mit t e n , Museum of Art, Rhode Island School of Design. Catalogue of Clas-
sical Collections. Classical Bronzes, Providence 1975, no. 34, p. 119, figs, a-b, pp. 120-121. Photo-
graph courtesy of Museum of Art, Rhode Island School of Design, Providence.

21 A figure of this description, broken at three places, exactly as this figurine, was among 
the bronzes in this famous find in Umbria: G. Fio r e t t i, in AttiMemSciMor, ser. 3.5, NotSc, 1880, 
p. 194 ff., fig. 1, p. 214.

22 Hesperia Art Bull. 1.1, 1957, no. 10, p. 2, fig. p. 7; Archaeol. 10.2, 1957, p. 151, adv. 
Purchased in Volterra, said to have come from Caere (personal communication from George Allen, 
the dealer).

Most especially worthy of one’s attention, to the present writer’s mind, is 
the jewellike sharpness of the surface details: the geometric patterns on crest and 
cuirass, the careful modelling of the face and lower legs, the precise sharpness 
of outline-the sculptor extending his attention to surface minutiae in the best 
Italic tradition. The statuette is 24.2 cm. tall; it is apparently another piece from 
the famous Ancarona find 21.

17) A figurine at one time for sale with a Philadelphia dealer 22 is closely ap- 
parented to RISD 34.011, a bit more naturalistic in its forms, and not quite as 
impossibly thin as it; shorter, too, just 22 cm. tall. Its mouth, although still con-
fined within the boundaries of the drooping cheeks, has lips which are somewhat 
more realistically soft than those of its brothers in Rome and Cambridge and, again, 
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similar to the Providence figure. The left arm is missing from just below the shoul-
ders, and large parts of the crest in front and in back have been lost by corrosion.

Professor Colonna has divided his Todi Group into three «Maestri» 23 a 
separation largely explained in terms of slight differences he sees in the facial 
details. Although from personal examination of the pieces in question the present 
writer has been unable to recognize some of the differences cited by Colonna, 
it would be mere cavilling to suggest that Colonna’s formulation is invalid on 
such petty grounds. More worthy of one’s attention, it seems to me, is the large 
fact that all the figurines have a similar general appearance, including a distinc-
tive squinting, pinched expression about the face, an effect achieved, as has been 
pointed out, by certain manners of indicating those features. And whatever small 
variations in those mannerisms that might exist can be understood as falling com-
fortably within the conceivable range of a single artist’s capabilities. Thus there 
is no need to conceive of three different masters at work on these pieces: it was 
one individual. I should like to propose a name for this unknown artisan, calling 
him, after the most paradigmatic example of that style, the Villa Giulia Master.

23 Co l o n n a , pp. 79-80.
24 G. Fo c o l a r i, StEtr 22, 1952-53, no. 75, p. 301, fig. 22; 23, 1954, p. 391; Colonna, no. 

190, p. 82; L. Fr a n z ONI, Bronzetti etruschi e italici del Museo Archeologico di Verona, Bretschneid- 
er, Rome, 1980, no. 172, fig. p. 193. Photograph courtesy of Museo Archeologico, Verona.

25 Μ. De o n n a , Catalogue des bronzes figurés antiques, Genève. Musée d'Art et d’Histoire, Zurich, 
1915-16, p. 45, fig. 135; I. Ra c z , Antikes Erbe, exhibit, Zurich 1965, pl. 44; Co l o n n a , no. 189, 
p. 82, pi. 60. Photograph courtesy of Musée d’Art et d’Histoire, Geneva.

26 Chateau Borely, les trésors d’art du Musée Archéologique de Marseilles, 2nd edtn, 1970, fig. 
36; Co l o n n a , no. 191, p. 82, pl. 60; B. Bo u l o u mie , Le Monde Etrusque, exhibit, Marseilles 1977- 
78, no. 81, p. 61; H. Og g ia n o -Bit a r , Bronzes figurés antiques des Bouches-du-Rhone, 43rd suppl. 
to Gallia, Paris 1984, no. 40, pp. 47-48. The museum lists the piece as from central Italy. Photo-
graph courtesy of Musée de la Vielle Charité, Marseilles.

This individual has a quite numerous following. One of these is the Geneva 
Master, a grouping of figurines already identified by Colonna and listed by him, 
not as part of the Todi Group but shortly after his discussion of that group. 
These include 18) Verona, Museo Archeologico no. A4.226 (tav. XVIII a)24; 19) 
Geneva, Musée d’Art et d’Histoire no. MF 1245 (tav. XVIII b)25; 20) Mar-
seilles, Musée de la Vielle Charité no. 2234 (tav. XVIII c) 2&; and, to be added 
to these, 21) a figurine from a private collection, presently on loan to Basel’s 
Antikenmuseum.

This artist has the flat torso of the rest of the Todi Group, the upper body 
straining inordinately backward in the same manner of the Villa Giulia Master. 
The arms are spaghetti thin, and the eyes are almond shaped, with just a slight 
over-emphasis on the upper eyelid line: the trailing upper lid is plainly in evi-
dence. The warriors wear greaves, and the pteryges/skirt complex is delineated 
as three rows of protrusions below the waist, with a ropelike belt modelled above 
that, the belt placed not quite as high on the torso as in the case of the Villa 
Giulia Master’s work. The raised cheek guards extend out at about a 45° angle 
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(rather than the slightly more upright position of the cheek guards of the Villa 
Giulia Master) and are somewhat more prominent than yet seen in this company.

The most noticeable characteristics of the Geneva Master are the wide free 
stance of his figures and the manner of engraving the pteryges individually, as 
if sculpted as three-dimensional entities rather than incised-on to the surface; 
they are arranged in a bold shingle-like formation, a feature which becomes almost 
specific to this artist. The lowermost row of the skirt, which we have hitherto 
taken to represent the border of the tunic escaping from beneath the cuirass, 
has borrowed the same appearance of shingled squares. A third attribute of this 
artist is his penchant for turning the lower end of the crest into a large sweeping 
curl-as seen on the Geneva and Basel examples. (On the other two pieces that 
part of the crest no longer exists.) And while in the case of the Villa Giulia 
Master the frontlet line continues as a narrow ridge down the nose or forms itself 
into a «widow’s peak» on the forehead, with the Geneva Master the lower edge 
of the helmet runs directly across the forehead in a shallow arch. On the Verona, 
Geneva and Basel examples this line is enriched with a beadlike border, probably 
intended to represent tight curls of hair escaping from beneath the helmet. On 
the Marseilles piece a great gash across the upper forehead has obscured that 
area. The Geneva Master’s face has a more tranquil expression than the Villa 
Giulia Master’s; the cheeks are fuller, the jaw is less prominent, and the nose, 
while still long and thin, is not constricted by those parallel vertical lines descending 
from the inner edge of the eyes, which had determined the width of the nose 
and the mouth in the works of the Villa Giulia Master. The mouth is still small 
on the Geneva Master’s works, but not as tiny as the Villa Giulia Master’s.

The Verona figure as it now exists is actually only a bust, with a raised right 
arm and left arm missing entirely. The piece is completely flat on back. Minor 
losses on the Geneva example include the lower part of the left arm and the 
tip of the left cheek piece. The Marseilles statuette has been broken through 
at the waist and the join is not exact; the left leg has been remade from the 
waist down, the right arm is missing from the shoulders, and most of the crest 
has eroded away. The skirt of the Basel example, prominently shingled like its 
companions’, splays out sharply as it reaches the widely spaced legs, with a very 
narrow fourth row of pteryges added in the rear view.

Placed in Colonna’s scheme between his Todi Group and the works of the 
Geneva Master are four items, one of which is 22) the often-reproduced warrior 
figurine in Perugia, Museo Nazionale dell’Umbria no. 603 (tav. XX a) 27. Wafer- 
thin in chest and midsection, this little man valiantly prepares to launch his spear, 

27 U. Ta r c h i, L'arte etrusco-romano nell'Umbria e nella Sabina, exhibit, Milan 1936, p. 79, 
fig.·, H. Ju c k e r , Kunst und Leben der Etrusker, exhibit, Zurich 1955, p. Ill, no. 284, fig. 52; 
Zs c h ie t z s c h ma n n , op. cit., pl. 126; Co l o n n a , no. 187, p. 81, pis. 57-59. Photograph courtesy of 
Museo Nazionale dell’Umbria, Perugia. Ht. 23.3 cm.
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swaying backwards in the process even more desperately than the Villa Giulia 
Master’s figures did. The lower limbs of this figure, though, are much more stur-
dy than the legs of the Villa Giulia Master; the thighs and calves are rounded 
into almost naturalistic contours, with even the toes individually modelled. De-
tails of cuirass and pteryges are not as distinctly engraved, and the greaves are 
barely visible. The lower border of the helmet’s frontlet forms a straight ridge 
across the forehead, as with the Geneva Master. The mouth of this warrior is 
regularly proportioned, with none of the agitation that one is accustomed to see-
ing: resulting, overall, in a strikingly calm countenance. The left arm of Perugia 
603 is missing, and the bulk of the crest has disappeared through corrosion.

Stylistically akin to Perugia 603 is 23) Paris, Bibliothèque Nationale no. 187 
{tav. XX)28. I would add to these two 24) Copenhagen, Nationalmuseet no. ABa 
155 {tav. XIX b)29, and 25) Brussels, Musées Royaux d’Art et d’Histoire no. 
R 859/461 {tav. XIX c) 30. All four of these warriors are accoutered in the 
familiar manner of the Villa Giulia Master: ropelike belt, three-row skirt, greaves, 
bare feet, large thin crest, and earlike appendages that are in reality raised cheek 
pieces; and they have the same spider-thin arms. The extended upper eyelid line 
is not in evidence, although the mouth is contained within the width of an imagi-
nary line that would extend down on either side of the nose. This artist pinches 
in the waists of his figures and fleshes out the hips in a quite naturalistic way. 
Principally, these works are distinguished from the works of the Villa Giulia Master 
by their serene facial expression and their lack of the flamboyant flair of move-
ment which characterized the works of the Geneva Master. One could perhaps 
call the creator of these pieces the «Calm Face» Master.

28 E. Ba b e l o n  and J.A. Bl a n c h e t , Catalogue des bronzes antiques de la Bibliothèque Nation-
ale, Paris 1895, p. 85, fig.; Co l o n n a , no. 186, p. 81; A.-Μ. Ad a m, Bibliothèque Nationale. Bronzes 
Étrusques et Italiques, Paris 1984, no. 257, p. 173 i.,fig. p. 174. Photograph courtesy of Bibliothèque 
Nationale, Paris. Ht. 18.3 cm.

29 Photograph courtesy of Nationalmuseet, Copenhagen. Ht. 19 cm.
30 Ra v e s t e in , op. cit., p. 158 f.; Co l o n n a , no. 163, p. 73, pl. 44 (labelled as no. 161 in er-

ror); EVB, p. 185, figs. 432-433. Photograph courtesy of Musées Royaux d’Art et d’Histoire, Brus-
sels, Ht. 19.5 cm.

31 Co l o n n a , p. 73: within a large, amorphous gathering of warrior statuettes for which he 
advances no very convincing evidence of stylistic unity; EVB, p. 185: in a series which she sees 
as related to warrior no. 586 in Florence, referred to below.

The Copenhagen piece, purchased in Florence in 1828, has apparently not 
been published before this. Brussels R859/461 was discussed by both Colonna 
and Richardson, each in a slightly different context, and neither in the same 
relationship to Perugia as that proposed here, yet neither in a position that would 
relegate the figure to an environment that would militate against the present place-
ment 31. The statuette is one of seven figurines found in Foligno — among 
which is also our No. 3, assigned to the Villa Giulia Master himself.

Brussels R859/461, with its relatively normal proportions and relaxed posture,
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is almost as classically informed as, say, the famous warrior figurine no. 586 in 
Florence’s Archaeological Museum. That figurine, as has been pointed out else-
where 32, can perhaps be placed chronologically in about the seventh decade of 
the fifth century B.C. If that is approximately correct, one might infer that the 
work of the «Calm Face» Master would have developed just prior to that time, 
just after, say, the midpoint of the fifth century.

32 Q. Ma u l e , StEtr 57, 1991, p. 61.
33 G. Lib e r t in i, StEtr 10, 1936, p. 381, pl. 39.7 (acquired in Rome or Florence); Co l o n n a , 

no. 259, p. 96; EVB, p. 192; G. Riz z a , Bronzi Figurati dall’Antichità al Secolo XVII del Museo di 
Castello Ursino, exhibit, Catania, 1991, p. 14, fig. 1.

34 S. Bo u c h e r , Bronzes grecs, hellénistiques et étrusques des Musées de Lyon, 1970, no. 55, p. 
76, fig. p. 77 (listed as possibly from Volterra); Co l o n n a , p. 41, no. 55, pl. 16; EVB, p. 192. Pho-
tograph by author.

35 University of Rochester, Memorial Art Gallery. Handbook, L.F. Clay and S.E. Schelling, eds., 
N.Y., Rochester, 1961, p. 14, fig.·, Μ. De l  Ch ia r o , Re-exhumed Etruscan Bronzes, exhibit, Santa 
Barbara, Calif., 1986, p. 14, pl. Photograph courtesy of Memorial Art Gallery, Rochester.

36 EVB, p. 192. Photograph by Kunsthistorischesmuseum, Vienna.
37 Ibidem.

A fourth series to be subsumed under the general stylistic heading of the 
Todi Workshop is far less explicit in its descriptive details. The examples in this 
small subgroup are: 26) Catania, Museo Archeologico no. 1557 33, 27) Lyon, 
Musée des Beaux-Arts no. L-6 (tav. XXI a) 34, 28) Rochester, New York, 
Memorial Art Gallery of the University of Rochester no. 53.41 (tav. XXI b) 35, 
and 29) Vienna, Kunsthistorischesmuseum no. VI-50 (tav. XXI c)36.

These figures have inordinately slender limbs, the knees barely breaking the 
contour line of the wire-thin legs. The sex is hardly more than a pyramidal protru-
sion below the cuirass, and other details are similarly neglected. One might con-
clude that these are merely summarily-executed pieces by one or another of the 
artists already identified, except that here the soft rings around the midsection-
corresponding to what on their stylistic forebears had been recognizably distin-
guishable as belt, pteryges and tunic folds-hint at a different feeling, a certain ab-
stract sleekness, that announces a new artistic personality. On the whole, these 
figures tend to be on a smaller scale than the true Villa Giulia Master’s work (11 
to 15 cm. tall as compared to 17 to 28 cm.). The faces are highly schematized, 
being merely a few horizontal slashes for mouth and roughly circular scratches for 
eyes; and the nose emerges as a ridge on a wedge-shaped head (Richardson’s «keel- 
shaped» head 37) or, simpler yet, as a sharp point on the smooth cone of the face. 
The Vienna figure has only two rows of pteryges, and the Lyon example develops 
a somewhat sterner face than the others, with three harsh parallel lines indicating 
the mouth. The Rochester and Vienna examples are seemingly intact; the Catania 
piece lacks its left foot and most of the right arm; and the Lyon figure lacks the 
right foot, the right hand, most of the left arm, and the lower tip of the crest.

Colonna was evidently unaware of the Rochester piece at the time he wrote 
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his book; he places the Catania piece within a large appendix of «schematics» 
which he does not deal with in any very detailed manner 38; and the Lyon war-
rior is listed as near his «Fabriano» Group, which is not presented as stylistically 
akin to his Todi Group 39. Richardson was not concerned with these examples 
in the 1972 article, but in her 1983 book she placed Catania 1557, Lyon L-6 
and Vienna VI-50 in a group that she characterizes as «related» to the Todi Group: 
roughly similarly, that is, to our own placement. She also assigns another figure: 
Todi, Museo Civico, from Montesanto 40, to that subgroup. Although this war-
rior, pictured with a two-row skirt, does not belong in that configuration, it may 
tentatively be associated with certain other warriors with two-row skirts (see below).

38 Co l o n n a , pp. 85-106.
39 Co l o n n a , no. 55, p. 41, pl. 16. The harsh mouth of Lyon L-6 has, indeed, some recogniz-

able relationship to the mouths of the figures in «Fabriano».
40 Co l o n n a , no. 157, p. 71, pl. 43; EVB, p. 192; F. Ma n c in i, Todi e i suoi castelli, Città 

di Castello 1968, p. 17, fig., Ift.
41 G.M.A. Ric h t e r , Greek, Etruscan and Boman Bronzes, 1915, no. 164, p. 99 (labelled no. 

167 in error); Co l o n n a , no. 185, p. 80, pl. 61; Ric h a r d s o n , Ikon, p. 166. See Note 2, above. 
Photograph courtesy of Metropolitan Museum of Art, New York City.

42 COLONNA, no. 169, pp. 74-75, pls. 46-47. Photograph courtesy of Museo Nazionale del-
l’Umbria, Perugia.

43 Katrina Heller photograph, courtesy of Anna Freud collection.
44 Sale, June 19, 1961, London, Sotheby & Co., 1961, no. 178, fig. opp. p. 47; Burlington 

Magazine 103, June, 1961, p. XXXIII, adv.; Art and Auctions, London, Sothebys, Oct. 28, 1961, p. 
467; Co l o n n a , no. 148, p. 69.

45 W. Fr o e h n e r , Collection Julien Gréau. Les bronzes antiques, Paris, Hotel Druout, 1895, pp. 
181, 182; S. Re in a c h , Répertoire de la statuaire grecque et romaine, 1897-1930, vol. 4, p. 102, no. 
5; Co l o n n a , p. 81, n. 42.

Colonna included yet one more object in his list of figurines «dependent» 
on the Todi Group. This is 30) New York, Metropolitan Museum no. 96.9.429 
{tav. XXII a) 41. This figurine is a somewhat simplified version of the Villa Giulia 
Master’s work, a prominent belt, but with only two rows of pteryges/skirts in-
stead of three; the eyes and eyebrows are reduced to two diagonal slashes on 
each side of the face and the raised cheek pieces are not reaching upwards, but 
extend out horizontally from the temple area. The mouth is a cipher: it seems 
to be open when viewed from a distance, but closer examination shows a curious 
step-like formation between the nose and the upper lip. The lips and chin may 
have been altered at some point, with part of the upper lip cut away. The statuette 
is lacking its raised right arm, the left arm from below the elbow area, and the 
right foot. The figurine measures 20.3 cm. in height.

A number of warriors fashioned in a generally Todi-Group style but with 
two-row skirts could be listed with NY 96.9.429. Most like the Villa Giulia Master 
are: 31) Perugia, Museo Nazionale dell’Umbria no. 280/2, from Ancarona {tav. 
XXII b} 42, 32) London, Anna Freud collection {tav. XXII c) 43, 33) London, 
Sotheby’s sale of 1961 44, 34) Paris, Gréau sale of 1885 45, and 35) Todi, Museo 
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Civico, from Montesanto 46. These are all small-scale pieces (12-20 cm.), always 
belted, but with sundry economies of scale: the greaves are not always indicated 
(visible only on Nos. 30, 33, 34); the eyes are usually stamped circles with a 
tangential slash slanting down from their top edge as shorthand for eyelid (or, 
in the case of the New York piece, two parallel slashes for eyebrow/eye); the 
mouth is generally wider than on our core group, not being confined by descrip-
tive lines in the face; and decorative incisions tend to be rather carelessly ren-
dered. The face of Perugia 280/2 still has some semblance of the Villa Giulia 
Master’s squint, and if one can trust the tiny but detailed drawing of the Gréau 
piece, the eyes there are heavily endowed with slanting eyebrow and eyelid lines. 
Besides the common quality of two-row skirts with belt, the extended left arm 
on these figures usually curves downward instead of reaching straight outward 
as is the usual pattern for work by the Villa Giulia Master. (Perugia 604, our 
No. 9, which we assign to the Villa Giulia Master himself, has a curved left 
arm; within the «two-row-skirt» contingent, only the Freud warrior has a straight 
left arm.)

46 See Note 40. above.

One member of this group (No. 35) is of known provenience, having been 
discovered casually in the Montesanto section of Todi. Since known proveniences 
of Etrusco-italian bronzes are relatively rare, the potential importance of that 
bit of topographical information is sometimes exaggerated. Colonna has built an 
entire «Montesanto Group» around this example, but the various members of 
his series — which are, principally, other pieces in the Todi museum, some belt-
ed, some not — do not, in actuality, have a great deal in common from a stylistic 
standpoint. The actual example from Montesanto is now lost, and it would be 
rash to attach the term «Montesanto» to this group.

The workshop as here presented appears to have existed in western (or as 
Colonna says, «southern») Umbria, perhaps actually in or near Todi. Known find-
ing places for the various items include Calvi, Foligno, Todi, Ancarona, and the 
area around Perugia — all within a few miles of one another — while some others 
are said to have come from collections in more strictly «Etruscan» areas, such 
as Chiusi, Volterra, and Caere, from dealers in Rome or Florence, or listed sim-
ply as from «central Italy». One example (Geneva MF 1245, our No. 19) is stat-
ed to have come from Sardinia.
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Ta b l e

I. Villa Giulia Master

1) Rome, Museo di Villa Giulia no. 6724 {tav. 1-2)
2) Cambridge, Mass., Fogg Museum of Art. no. 2310 {tav. 3)
3) Brussels, Musées Royaux d’Art et d’Histoire no. R859 {tav. 4)
4) London, Sotheby Parke-Pernet, 1978 Auction
5) Pesaro, Museo Oliveriano no. 3323A {tav. 5)
6) Whereabouts unknown, formerly Arthur Sachs collection {tav. 6)
7) London, British Museum, Walters no. 444 {tav. 7)
8) Naples, Museo Nazionale no. 5512 {tav. 8)
9) Perugia, Museo Nazionale dell’Umbria no. 604 {tav. 9)

10) New York City, private collection
11) Ascoli Piceno, Museo Archeologico Statale no. A66 {tav. 10)
12) Boston, Museum of Fine Arts no. 52.186 {tav. 11)
13) Munich, Antikensammlungen no. 3393 {tav. 12)
14) Philadelphia, University Museum no. MS 2640 {tav. 13)
15) London, Sotheby & Co., 1974 Auction
16) Providence, R.I., Museum of Art, Rhode Island School of Design no. 34.011 

{tav. 14)
17) Philadelphia, Hesperia Art Galleries, 1957 Sale

II. Geneva Master

18) Verona, Museo Archeologico no. A4,226 {tav. 15)
19) Geneva, Musée d’Art et d’Histoire no. MF 1245 {tav. 16)
20) Marseilles, Musée de la Vielle Charité no. 2234 {tav. 17)
21) Basel, Antikenmuseum, anonymous loan

III. «Calm Face» Master

22) Perugia, Museo Nazionale dell’Umbria no. 603 {tav. 18)
23) Paris, Bibliothèque Nationale no. B-B 187 {tav. 19)
24) Copenhagen, Nationalmuseet no. ABa 155 {tav. 20)
25) Brussels, Musées Royaux d’Art et d’Histoire no. R859/461 {tav. 21)

IV. Three-ring skirt

26) Catania, Museo Archeologico no. 1557
27) Lyon, Musée des Beaux-Arts no. L-6 {tav. 22)
28) Rochester, N.Y., Memorial Art Gallery, Univ. Rochester no. 53.41 {tav. 23)
29) Vienna, Kunsthistorischesmuseum no. VI-50 {tav. 24)
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V. Two-row skirt

30) New York City, Metropolitan Museum no. 96.9.429 (tav. 25)
31) Perugia, Museo Nazionale dell’Umbria no. 280/2 (tav. 26), now lost
32) London, Anna Freud collection (tav. 21)
33) London, Sotheby & Co., 1961 Auction
34) Paris, Gréau Sale, 1885
35) Todi, Museo Civico, no number, from Montesanto, now lost.

Qu e n t in  Ma u l e



Maule - Etrusco Italian bronzes STUDI ETRUSCHI LVHI TAV. XIII

a) Roma, Museo di Villa Giulia 6724; b) Roma, Museo di Villa Giulia 6724, detail of face; c) Cambridge 
(Mass.), Fogg Museum 2310; d) Bruxelles, Musées Royaux d’Art et d’Histoire R859.



a) Pesaro, Museo Oliveriano 3323A; h) Perugia, Museo Nazionale dell’Umbria 604; c) Ascoli Piceno, Museo Archeologico A66.
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Maule - Etrusco Italian bronzes STUDI ETRUSCHI LVIII TAV. XV

a

a) London, British Museum Walters 444; b) Napoli, Museo Nazionale 5512.



Tav. XVI studi etruschi lviii Maule - Etrusco Italian bronzes

a) Formerly Arthur Sachs Collection; b) Boston, Museum of Fine Arts 52.186.



a) Munich, Antikensammlungen 3393; b) Philadelphia, University Museum MS 2640; c) Providence, Rhode Island School o£ Design 34.011.
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a

a) Verona, Museo Archeologico A4,226; h) Geneve, Musée d’Art et Histoire MF 1245; c) Marselles, Musée Borely 2234.
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Maule - Etrusco Italian bronzes STUDI ETRUSCHI LVIII TAV. XIX

Paris, Bibliothèque Nationale B-B 187.



a

i
a) Perugia, Museo Nazionale dell’Umbria 603; b) Copenhagen, Nazional Museet ABa 155; c) Bruxelles, Musées Royaux d’Art et d’Histoire R859/461.
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a

a) Lyon, Musées des Beaux Arts L-6; b) Rochester, NY, Memorial Art Gallery 53.41; c) Vienna, Kunsthistorischesmuseum VI-50.

M
a

lle - E
tru

sco 
Ita

lia
n bro

n
zes 

stu
d

i etru
sch

i lv
iii 

T
a

v
.



T
a

v
. X

X
II 

stu
d

i etru
sch

i lv
iii 

M
a

u
le 

- E
tru

sco Ita
lia

n bro
n

zes

a) New York, Metropolitan Museum 96.9.429; h) Perugia, Museo Nazionale dell’Umbria 280/2; c) London, Anna Freud Collection.


