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youth on the right. The youth stands with his weight on his 
right foot and leans with his left on a pillar; he carries a yel-
low cloak on his arm and holds a thyrsus. 
Comments: A Bacchus of the young and almost naked type, 
depicted with a maenad and a panther. Simple two-figure 
compositions with Dionysus and one of his companions 
were favoured already e.g. by the Python Painter in Paestan 
vases ca. 360–320 BC.408 

D11
Location: Casa di M. Epidius Sabinus, IX 1, 22.29, room t’ 
(exedra) next to the peristyle, west wall, south end, central 
picture.
Excavation: 1858.
Condition: Almost damaged.
Measurements: H and W of the painting 38 cm.
Bibliography: Helbig 1868, 97, no. 384 b: Dionysus and a 
wreathed girl; Fiorelli 1875, 374; Schefold 1957, 238: Bac-
chus and Ariadne; PPP III, 398; Sampaolo 1998, 1040–1041 
(PPM 8); Bragantini – Sampaolo 1995, 736 (PPM Disegna-
tori).
Decorative Scheme: On the north wall there are Hercules, 
Orpheus, and muses; on the west wall Diana and Actaeon in 
a sacral landscape.
Style and Dating: III.
Description: Two overlapping busts in ¾ profile on a blue 
background. Behind, on the left, a robed female figure 
with a necklace and earrings; she has long hair and wears 
a wreath of ivy; with the fingers of her left hand she fiddles 
with the long hair of a tanned naked youth on the right. He 
is depicted with effeminate breasts; he has a floral wreath 
around his neck and a wreath of ivy on his head; he holds a 
rhyton in his right hand and a thyrsus in his left hand. 
Comments: An effeminate young Bacchus depicted with 
Ariadne or a maenad. The wreath or a short garland around 
his neck is a rarity.

D12 
Location: Two houses with commercial spaces combined, 
IX 5, 14–16, Casa del Ristorante, caupona and lupanar, 
room f (triclinium), east wall, central panel, MANN 111481.
Excavation: 1878.
Condition: Damaged.

408 Trendall 1989, 202–203. 

D11 Drawing N. La Volpe in 1866 
(above) emphasizes the breasts 
(MANN); Drawing Drawing L. 
Schulz in 1867 (below) does not 
show so such effeminate Bacchus 
(DAIR). 

D12 MANN 111481, photo from 
Jackie and Bob Dunn.
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Measurements: H of the painting 105 cm, W 93 cm.
Bibliography: NSA 1878, 182–183: Dionysus and hermaphrodite; Sogliano 1879, 120–121, no. 
168: Dionysus and hermaphrodite; Ruesch 1908, 336, no. 1413: Dionysus and hermaphrodite; 
Elia 1932, 86, no. 205: Dionysus and hermaphrodite; Schefold 1957, 260: room o, Bacchus and 
Ariadne, not hermaphrodite; Gasparri 1986, 557 LIMC 3:1 s.v. Dionysos/Bacchus no. 225; Bra-
gantini 1999, 626–627 (PPM 9): Dionysus and Ariadne; Richardson 2000, 153: Painter Lucius; 
Romizzi 2006, 484, no. 917: Dionysus and Ariadne; Hodske 2007, 162, no. 727: Dionysus and 
Ariadne.
Decorative Scheme: The other central pictures depict Pyramus and Thisbe, and the hardly iden-
tifiable but possible Bellerophon.
Style and Dating: IV.
Description: A composition of six main figures with others in the background; the two figures 
in the middle are taller. A youth sits reclining backwords, his chest and head depicted nearly 
frontally; he wears sandals and a red cloak with white edgings covering both legs, his back, and 
part of the chair; his raised right hand touches the back of his head, and his left arm rests on the 
back of the chair; his long curly hair is decorated with a vine wreath. A fair female figure stands 
next to him with her weight on her right foot; she wears a long yellow cloak which she holds with 
both her hands; the right hand is bent to the right breast, keeping the cloak on the left shoulder, 
and the left hand holds the cloak on the hips; her right elbow touches the youth’s upper arm; her 
head is in ¾ profile and her long curly hair is decorated with a fillet. Between these two figures 
there is a small cupid, leaning on the female and whispering in her right ear; the cupid’s right 
arm is bent to his chest. In the foreground on the left stands a panther with both forelegs raised, 
looking at the youth. Behind it stands a faun with hoofs and long horns; its right arm is stretched 
towards a thyrsus held by Silenus standing behind him; the faun holds a syrinx and a nebris in its 
left hand. Silenus wears a blue cloak on his waist; his right arm is raised and supports a thyrsus 
with ribbons and possibly a pine cone on the top; in his right hand he holds a cantharus. On the 
right, behind the female, stands a satyr wearing a fur loincloth and a pine wreath. Above him is 
a draped red baldachin in front of a cliff. In the background, behind the main figures, is a larger 
thiasus of at least four figures, possibly harvesting grapes. 
Comments: This composition is a development of the scene in E30, or an alternative artistic 
interpretation of Bacchus and Ariadne after having reached an understanding. The cupid is in-
deed sometimes depicted with Ariadne, not only with Venus. Ariadne’s yellow robe can refer to 
her bridal status.

D13 
Location: Casa dei Vettii, VI 15, 1, room e (oecus) southeast of atrium, south wall, central pic-
ture.
Excavation: 1894.
Condition: Good.
Measurements: H of the painting 73 cm, W 70 cm.
Bibliography: Mau 1896, 20: Bacchus and Ariadne; Niccolini 1896 (IV), Nuovi scavi tav. 25, 
33; Sogliano 1898, 255–259 (MonAnt 8): Dionysus and Ariadne; Rodenwaldt 1909, 156–158: 
Roman composition of Dionysus and Ariadne (Liber and Libera); Rizzo 1929, 61, pls. 23, 37; 
Beyen 1951, 246–247; Bruhl 1953, 149; Schefold 1957, 142; Ragghianti 1963, pl. 34; Peters 1977, 
104, pl. 70; Archer 1981, 494–505; Gasparri 1986, 555–556 LIMC 3:1 s.v. Dionysos/Bacchus no. 
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203; Blanc – Gury 1986, 985 LIMC 3:1 s.v. Eros/
Amor, Cupido no. 240; Sampaolo 1994, 488–
489, 491 (PPM 5); Richardson 2000, 111: The 
Dioscuri Painter; Vatin 2004, 100–102; Romizzi 
2006, 399, no. 483; Coralini 2011, 204, 206–207; 
Scapini 2016, 180.
Decorative Scheme: There are cupids depicted 
as various gods, one having a panther and a thyr-
sus; also satyrs, one with a thyrsus, a maenad, 
and Danae and Leda. The central picture of the 
north wall depicts Cyparissus.
Style and Dating: IV. The room is of high quality, 
but less magnificent than room q.409

Description: Five figures in the main composi-
tion, and at least four secondary figures in the 
background. A youth sits on a stone slightly 
turned to his left; he wears a red cloak edged 
with blue, which covers only his legs; his right 
hand rests on his right thigh, holding a crown 
with golden leaves; he leans on the stone with his left hand, holding a thyrsus with a very small 
bunch of leaves on top, pointing diagonally towards the middle of the picture; his hair is curly 
and decorated with a wreath of ivy. Next to him on the right, a robed female figure is seated on 
a higher level; she wears a blue cloak over her left shoulder; her right arm rests on the youth’s 
right shoulder, her raised left hand holds an upright customary thyrsus; her head is in ¾ profile, 

409 Peters 1977, 104–105 discusses the dating.

D13 MonAnt 8 (1898), 257–258, fig. 9. A parallel from Herculaneum shows a more intimate scene 
(MANN 9262). Original drawing G. Morghen AdE 2, 85. 

D13 Pompeii (2017). 
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and her curly hair is decorated with vine and a ribbon. In the foreground is a fallen cantharus, 
at the feet of the youth, and on the right a small winged cupid is preparing to fight with a small 
faun with hoofs and horns. On the right, above them, is Silenus, who is urging them to fight; he 
wears a red cloak around his waist; his right hand is above the fighters, his left holding a palm 
leaf. On the left, behind the youth, stand members of the thiasus; the first of the four figures is a 
satyr with a pine wreath, behind him are two maenads with thyrsi. Behind the female is a pillar, 
from which hang a yellow baldachin. 
Comments: A young half-naked Bacchus in the company of Ariadne, watching the fight about 
to begin, and Silenus already preparing to reward the victor with the palm leaf. The female 
figure’s dignified appearance suits Ariadne more than a maenad. His identification is also sup-
ported by her embracing arm. This motif of a fight between a cupid and a faun appears elsewhere 
as well; a good example is an outdoor scene from Herculaneum (MANN 9262).

D14 
Location: Casa di M. Lucretius 
Fronto, V 4, a.11, room 7 (tablinum), 
south wall, central picture. 
Excavation: 1901. 
Condition: Good.
Measurements: H of the painting 
41–45 cm, W 46–48 cm.
Bibliography: Mau 1901, 342–343 
MDAI(R) 16: Bacchischer Zug, Bac-
chus, Ariadne; Sogliano 1903, 153–
155, 158–159 (NSA 1901); Curtius 
1929, 296–298: painted from several 
model paintings combined; Schefold 
1957, 85; Gasparri 1986, 556 LIMC 
3:1 s.v. Dionysos/Bacchus no. 208; 
M. de Vos 1991, 966, 1006–1013 
(PPM 3); Clarke 1991, 151 and 157: 
does not approve the idea of com-
bined models proposed by Curtius, 
and considers the motifs as common 
in pattern books; Peters – Moor-
mann 1993, 216–219: part of the pictorial programme of divine love; Richardson 2000, 71, 76: 
The Lucrezio Frontone Painter; Romizzi 2006, 358–359, no. 243; Hodske 2007, 164, no. 168; 
Lorenz 2008, 117–118 and 548; Scapini 2016, 183.
Decorative Scheme: In the socle there is a garden painting with trellis fences and a vase-shaped 
fountain against a black background. The background colour of the side fields of the central zone 
is also black, with small landscape paintings supported by candelabra. In the upper zone some 
Egyptianizing features. The central pictures are on a red (cinnabar) background framed with 
black; the one on the north wall depicts Mars and Venus. The slender architectural structures are 
complex. In the upper zone on a black background e.g. panthers and swans in an architectural 
setting.

D14 Pompeii (2017).
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Style and Dating: III.
Description: A composition of six figures, with animals on a light blue background. In the fore-
ground on the left stands a tanned satyr with his weight on his left foot; his head, with a pine 
wreath, is in ¾ profile, and he looks away from the other figures, playing an aulos; a cloak un-
dulates behind his thighs and on his left arm. Next to him, Silenus is riding a donkey; he wears 
yellow shoes, a yellow exomis with red edging, and pinkish braccae; he raises his right hand to 
protect his eyes, holding a thyrsus in his left hand. The donkey is depicted in ¾ profile, with his 
head turned towards the satyr; a tympanum and crotales hang down from his back. In the fore-
ground on the right stand two female figures; the first, callipyge, dances tiptoeing and plays the 
crotales in her uplifted hands; she wears white shoes and a light blue transparent cloak, which 
hangs down from the left shoulder, turns to her right side, and then to the calves; her head is 
turned to the left in ¾ profile and her long hair is decorated with a fillet and tied in a ponytail. 
The second female figure is behind the former; she wears a long yellow robe and her head is in 
profile to the left. In the middle, two oxen pull a wagon with a luxurious lectus and two reclining 
figures. The first is a drunken youth adorned with a wreath and wearing a violet cloak, leaving 
bare the upper part of his body; he leans with his left forearm on the headboard, covered with 
purple fabric, holding in his hand a thyrsus with very long ribbons; in his right outstretched 
hand he extends a cantharus towards Silenus’ back. The female figure wears a light blue robe; her 
left elbow rests on the headboard with her hand supporting the youth in front; her head is in ¾ 
profile, and her hair is decorated with a wreath.
Comments: This is the high point of the thiasus; all the participants are depicted in their colour-
ful finery, and music is played in the procession. The artist shows a considerable level of skill in 
presenting his figures from many different viewpoints and with foreshortenings in a tight com-
position. Ariadne is depicted taking care of the intoxicated Bacchus. Silenos is riding a donkey, 
as in the wall painting in the Casa delle Amazzoni, B16.

D15
Location: Villa dei Misteri, room 5, east wall opposite the main door, central zone. 
Excavation: 1909.
Condition: The wall painting is destroyed in the upper part of the mid composition. 
Measurements: H. 162 cm.
Bibliography: De Petra 1910, 144: Dionyso… riposa in seno ad Ariadne; Winter 1912, 549–555; 
Maiuri 1947, 59–62, 125–178, esp. 152–155; Bruhl 1953, 151–154; Schefold 1957, 293–294; Her-
big 1958, 22–25, 59, 66–67; Gasparri 1986, 555 LIMC 3:1 s.v. Dionysos/Bacchus no. 195; Hen-
derson 1996, 249, 255–258; Scatozza Höricht 2001–2002, 19–21; Patanè 2003, 28–53; Sauron 
2009, 105–128; Scapini 2016, 195. For the bibliography also p. 17–19.
Description: The main composition opposite the entrance consists of three scenes. On the left 
there are three persons: an old Silenus and two teen age boys. Old Silenus sits on a quadrangular 
stone in a purple robe, his head covered with an ivy wreath, holding in his hands a jar and look-
ing to his left, away from his companions. The boy in the middle wears a purple cloak and is 
bent forward, looking inside a jar, holding it from the bottom with his left hand. The other boy 
stands behind him, stretching his yellow cloak on his left arm and holding in his uplifted right 
hand a mask of a satyr, resembling a comic mask with an exceptionally long beard. The middle 
composition consists of two persons, on the left a reclining figure on a simple angular wooden 
seat, a drunken youth with a purple cloak over his legs; he has lost his right sandal and holds his 
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uplifted and bent arm behind his head; on his head a wreath of ivy lays on his dark, curly long 
hair; he looks up towards a robed figure immediately at his back, while resting with his left arm 
on the lap of this figure; his thyrsus lies diagonally on his seat, and is decorated with a yellow 
ribbon and a bunch of leaves. The other figure at the youth’s back is sitting higher up, with feet 
on a rectangular podium, dressed in purple and white; on her pale left hand she wears a ring and 
holds a sponge; her right arm with a bracelet is on the youth’s right shoulder, falling on his chest. 
The third composition, on the right, consists of four figures; two of which are in the background, 
one of which holding a tray with pine needles, and the last with her left arm lifted, wearing a light 
green large cloak; in front on the left is a female figure kneeling barefoot, wearing a transparent 
tunic which leaves her right shoulder bare, with a yellowish cloak with purple edges and a sak-
kos in her head; with her outstretched right hand she is in the process of uncovering a tall veiled 
object, while holding her left hand on its flat top; this object is covered with a purple cloth with 
considerable golden embroidery and a pinkish lining; a pole-like object almost parallel with the 
thyrsus lies on her left shoulder, pointing towards the middle of the tall object. On the right of 
the composition, slightly separated from the rest, stands a half-naked female wearing long boots 
and an ochre cloak with purple edges around her loin, waist, and thighs. Large darkish wings 
seem to rise from her lower back, curving up and outwards; her hair is drawn into a bun, and 
she watches across the corner of the wall towards the next composition; she holds a whip in her 
raised right hand, focusing on the next figure; she balances her movement with an uplifted left 
hand. 
Decorative Scheme: A megalographic frieze on all four walls of this room, with 29 human fig-
ures including a considerable number of women, besides children, satyrs, and silens and two 
goats.
Style and Dating: II, first century BC, possibly ca. 70.410

Comments: The three scenes of the wall seem to be separate, without any interaction. Amongst 

410 The villa is made after 80 BC. Some scholars date the fresco to 60 BC, but the suggested phase Ib would 
mean 80–70 BC. 

D15 The Great frieze shows Bacchus as its protagonist. Photo A. Tammisto Pompeii (2017); Draw-
ing Reinach 115, 6 (RP 1922).
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the plethora of possible interpretations, I would like to concentrate on the most obvious: seen 
on the left is the lecanomancy, either connected to the future of the youngster in the middle 
or a scene from a play. In the middle, one of the youths is a very drunken Bacchus, leaning on 
Ariadne and resting his hand on her head. This reclining pose is known from other wall paint-
ings, e.g. E30, F25, and F31. As to the gesture of his right hand, it is also depicted when Bacchus 
is standing, in F22. The same composition, except with a panther, is also known from terracotta 
groups in Myrina, now in the Louvre, dated to the first century BC.411 The scene on the right 
remains enigmatic due to the poor state of conservation. The object of the figures’ interest has 
been interpreted in many ways; I would support the idea of a liknon. Ariadne is depicted taking 
care of the intoxicated Bacchus, perhaps using the sponge to refresh him. The established rela-
tionship supports the identification of Ariadne. A recently discovered wall mosaic (below, D16) 
uses the same images of Bacchus and Ariadne.

D16 Fountain wall
Location: House V 6, amb. 12 USR 421, 
fountain by a wall of a garden or a courtyard 
along Via del Vesuvio.
Excavation: 2018.
Condition: Partially destroyed, restored.
Measurements: H 45 cm, W 45 cm, depth 
5.5 cm.
Bibliography: F. Muscolino in Pompéi 2020, 
90–91, also 160–161.
Decorative Scheme: Not known. This is the 
centre mosaic below a niche with columns 
and a pediment.
Style and Dating: Early first century AD.
Description: The mosaic with opus ver-
miculatum technique is laid with tesserae 
of marble, various stones, shells, and glass 
paste. The composition consists of three 
figures in an architectural setting against 
a light blue background and a white floor 
area. On the left a man stands in ¾ profile 
looking down on a brownish basin on top of 
a low separate stand, a white column, entwined with garland; he wears a white cloak, pallium, 
which leaves bare his right shoulder, and ankle high sandals; he holds his right hand with open 
palm above the basin, while holding with his left hand on the fold covering his chest. 

On the right there is a couple loosely embracing each other on a brownish podium. A 
languid male figure in front is reclining on a simple wooden seat, a purple cloak covering his 
right leg, he has already lost his right sandal; his right arm is bent behind his head and with his 
left he embraces his companion; his dark long hair is decorated with an ivy wreath and he looks 
upwards at his companion; on his seat a thyrsus is placed diagonally and decorated with blue 

411 Herbig 1958, figs. 31 and 32.

D16 The mosaic with Bacchus and Ariadne 
discovered  in 2018. (Photo S. Compoint).
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ribbons and a bunch of leaves. The figure behind the youth is sitting higher up with feet on the 
upper part of the podium, dressed in purple and white; the upper body is now restored, but the 
figure seems to be a female with dark hair, looking at the youth. 

In the background there are white Ionic columns, which are fluted, with a narrow beam and 
two open arches above; from the arches seem to hang down a short drapery in red and green, 
while the purple wall is decorated above the arches with white wavy line and with yellow tied 
bands in the corners. The square shaped mosaic is framed with black tesserae.
Comments: The main protagonists, a drunken youth in the care of a somewhat anxious lady, are 
without doubt Bacchus and Ariadne. The restoration of the mosaic was partially based on the 
obvious iconographic similarity to the divine couple in the famous wall painting of the Villa dei 
Misteri (D15). Very minor distinctions consist of e.g. the different colours of the ribbons tied 
around the thyrsi. Depiction of the couple belongs to a long tradition, as the last generation of 
mosaicists in Pompeii used exactly the same image as the painters of the second style.

The scene is placed in a peristyle garden, where the man standing apart the couple is con-
centrating on the activity by the basin, understood here as a bronze labrum with a small foun-
tain. Peristyles with arches are not unkown in Pompei, either, as two examples come from the 
houses called Casa degli Archi (I 17,4 and IX 7,20). He is robed in the fashion of philosophers 
with models e.g in Hellenistic sculpture, and interpreted here as a worshipper with a parallel in 
Pompeii in the house belonging to the Terme del Sarno complex, VIII 2,18.412

This is another example of running water associated with a Bacchic scene, in this case 
from the fountain itself and as a depiction in its decoration. The parallels in my Catalogue are 
B4 (fountain in fullonica), H4 (a public fountain), H7 (garden of the Casa dei Vettii), H9 (rain 
gutter) and even C24 (Stabian baths). 

In the compositions D1–D11 Bacchus is depicted with generic companions, either with 
a single female who in some cases can be identified as Ariadne (D3, D4, D5, D6, D9, 
D11), or with a main female companion, who is also identifiable with Ariadne (D12-
D15), and an additional minor figure or figures, such as a panther, a small boy, a cupid, 
a satyr, or a faun. The females are not, however, able to be connected to any specific 
event or myth. Whoever they might be, the scene, if recognizable, is outdoors and enliv-
ened with vines, short columns or pillars, statues on pedestals, and even a construction 
site, or in its simplest form as a mere line representing the terrain. In the two-figure 
scenes Bacchus is standing mostly on the left side of the field, and in only three on the 
right (D7, D10, D11); he appears in different attires, from naked (D9–D11), to half-na-
ked and sometimes wearing boots or sandals (D1, D5–D8), to being fully robed (D2). 
The interaction between the two figures varies from each seemingly minding their own 
business (D1, D7, D8, D10), to seeking contact with their eyes (D4), to actively touch-
ing the other (D9, D11), to chatting with each other (D2) and amorously embracing 
(D6). The interesting scene in D5 can be interpreted as a bridal scene, with the female 
wishing to share in the offered wine. In the wall paintings D12–D14 the young Bac-

412 There is a man holding a cantharus and a patera in a IV style painting from level 1 atrium 4 south wall, 
Niccolini 1896 (IV), ’Nuovi scavi’ 56–57, pl. 19; Sampaolo 1998 (PPM 8), 117.
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chus is shown as accompanied by a female figure in situations other than those usually 
connected with his meeting Ariadne. These women have been interpreted as various 
females, but there is no reason why she could not also be identified as Ariadne. In all 
these various activities she seems to be already an established and peaceful partner of 
the divinity. 

Libera in general is difficult to define, because she has no established attributes.413 
Fröhlich saw Pompeian Libera as a fully robed dignified companion with no cupids, but 
with a thyrsus instead, and nothing else to help in her identification. The first example 
in my material is D2, identified by Wyler as Venus, and the second is the figure in D1, 
identified as Libera since the 19th century, and the third is D3.414 The cult of Venus was 
the most popular in Pompeii, and iconographically two different Venuses existed: the 
local, fully robed female and the less attired Hellenistic version, such as D8.415 The local 
Venus was adorned with a mural crown or a diadem, and her attributes were a staff or 
a sceptre and sometimes a rudder, not unlike Fortuna.416 The identification is nearly 
always strengthened by a cupid’s presence. Unfortunately, in my material I cannot see 
sufficient grounds for the identification of Libera. The main couple in D15 and in the 
rare mosaic D16 are clearly related, otherwise their scenes are not alike. 

413 Gasparri gives two examples of Bacchus with Libera and Ceres places other than Pompeii. In the first 
one, Libera carries no attributes, and in the second one she has covered her head with a sleeve of her cloak 
and a floral wreath, Gasparri 1986, 549 LIMC 3,1 s.v. Dionysos/Bacchus, nos. 113–114; Müller – Wieseler 
1877, pl. 31, no. 340 (Denkmäler der alten Kunst 2, Göttingen 1877); von Rohden 1911, pl. 31,1 (Die antiken 
Terrakotten IV, 2, Berlin 1911). 
414 Fröhlich 1991, 322–323, no. F41; Wyler 2013, 58. Other possible depictions of Libera include my D1, 
the painting on the northern side of Via Nolana, in which the female figure holds a thyrsus, and my D3, the 
central picture in the cubiculum of the House VI 14, 20, in which the female figure wears a crown.
415 Sulla named the Roman colony Colonia Cornelia Veneria Pompeianorum and constructed a temple of 
Venus there. The local deity was called Venus Fisica Pompeiana, with origins in the Mefitis Fisica and the 
aforementioned Herentas Erycina. 
416 Fortuna holding a rudder in her right hand and a cornucopia in her left was depicted together with 
Bacchus in House I 2, 20–21 (D7). The procession of Magna Mater in the taberna IX 7, 1 has also been 
interpreted as the procession of Venus. A bearded Bacchus-herm is presented in the niche by this painting, 
Fröhlich 1991, 332, no. F63.



141Comm. Hum. Litt. Vol. 140

E – Bacchus discovering Sleeping or Awakened Ariadne 

The myth of Bacchus discovering the sleeping Ariadne on the isle of Naxos was another 
popular subject in Pompeian wall paintings, comprising twenty examples.417 The divin-
ity is represented either alone or with a satyr (E1–E6), or accompanied by large thiasus 
(E7–E16), while Ariadne is depicted either sleeping or already awakened (E17–E20). 
The paintings depicting Ariadne’s discovery have been divided into two main types by 
Stemmer, according to her position either as callipyge or with her body turned towards 
the viewer.418 Hodske divided the paintings into three types, according to their attire 
and the nature of Bacchus’ activity.419

417 In Pompeii, the abandoning of Ariadne seems to be a more common motif than her discovery, the 
difference being perhaps due to the former subject’s popularity during the Third style. This is the case in 
vase painting as well. On sleeping Ariadne, e.g. McNally 1985, 158. ’Ariadne and Others. Images of Sleep in 
Greek and Early Roman Art’, ClAnt 4 (1985) 152–192; Hodske 2007, table 3.
418 Stemmer 1992, 51–52.
419 Hodske 2007, 159–163: In the first type Bacchus wears a short chiton, a nebris or pardalis and boots, 
when going to save the sleeping Ariadne. In the second type, an almost naked Bacchus stands quietly and 
looks at the sleeping Ariadne. In the third type Ariadne is awake or either notices or does not notice Bac-
chus. Some paintings in Hodske’s group of other motifs with Bacchus and Ariadne, such as paintings in 

Location of E1–E21.
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E1
Location: House with a workshop, VI 11, 4, 
next to the peristyle. 
Excavation: 1842.
Condition: Destroyed.
Measurements: H of the painting 137 cm, W 
109 cm.
Bibliography: Avellino 1843, 67 (BAN): Bac-
chus and Ariadne; Helbig 1868, 258–259, no. 
1233; Schefold 1957, 125; Bragantini 1995, 
283, no. 76 (PPM Disegnatori); Hodske 2007, 
161, no. 315.
Decorative Scheme: Not known, although this 
painting may have been a vignette or a panel.
Style and Dating: III.
Description: On the left, a sleeping female, 
resting her arms and head on a low pillar; she wears a cloak covering the legs, leaving her torso 
naked, but continuing to the top of the pillar under her arms; she has a bracelet on each wrist. 
On the right stands a naked youth with his weight on his right foot, leaning on a higher pillar; he 
wears sandals and a cloak, which he holds with his right hand and over his left forearm; he has a 
wreath in his long hair, and he looks down at the sleeping figure. 
Comments: An almost naked canonical Bacchus discovers Ariadne, who is sleeping heavily, 
even if on an uncomfortable looking support.

E2 
Location: Casa di un Flamine, V 4, 3, room 
d (triclinium) southeast of the atrium, south 
wall, central picture.
Excavation: 1899.
Condition: Damaged, the wreathed head in 
the left upper corner preserved.
Measurements: H of the painting 65 cm, W 
64/63 cm.
Bibliography: Sogliano 1899, 341–342 (NSA) 
room d: Dioniso, che coronato di pampini… 
sporge il busto … per rimirare la bella dor-
mente ravvolta in un manto giallo, di cui un 
satiro coronato di pino solleva un limbo; Sche-
fold 1957, 84 room c; PPP II, 96–97; Bragan-
tini 1991, 1052–1054 (PPM 3); Romizzi 2006, 
360, no. 255; Hodske 2007, 163, no. 175.
Decorative Scheme: There are cupids, a pe-

V4, 3 (E2) ja VI 17, 42 (E20), belong rather to the 
discovery theme. 

E2 NSA 1899,342.

E1 Drawing G. Abbate in 1842 (MANN). 
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dum, a branch, and a griffon in medallions. The central pictures on other walls depict Narcissus 
and possibly Europa on a bull.
Style and Dating: IV (Vespasian). 
Description: A composition of three figures (in the damaged condition of the painting) on a 
blue background. In the foreground, a sleeping female figure reclines to the left; she wears a yel-
low cloak, which covers only her legs. On the left is (the head of) a youth wearing a vine wreath 
on his head. On the right there is a satyr with a pine wreath uncovering the sleeping woman. 
Comments: Bacchus discovers sleeping Ariadne, who is already dressed in a yellow robe suit-
able for brides. He is probably alone, except for the satyr on the other side of the picture. The 
vine leaves, if not the korymboi, on his wreath are quite well grown.

E3
Location: Casa dell’Ara Massima, VI 16, 15–17, room f 
(ala, tablinum or triclinium) on the south side of the atri-
um, east wall, central picture.
Excavation: 1903–1904. 
Condition: Good.
Measurements: H of the painting 44 cm, W 42–46 cm 
(with frames 50 cm and 48 cm).
Bibliography: Sogliano 1908 NSA, 71–72: bacchant in-
forming Ariadne of the arrival of Bacchus; Schefold 1957, 
157: maenad; Schefold 1962, 139: maenad; Bernhard 1986, 
LIMC 3:1, 1062 s.v. Ariadne, no. 125: maenad; Stemmer 
1992, 24 and 51–52: maenad or Bacchus, probably Bac-
chus, in tablinum; Stemmer 1994, 865 (PPM 5); Romizzi 
2006, 406, no. 518: probably Dionysus and Ariadne; Hod-
ske 2007, 159, no. 383: Dionysus and Ariadne; Berg 2007, 
71: maenad and a sleeping hermaphrodite; Lorenz 2008, 
119–120 and no. K40bO: maenad, probably not Ariadne; Gury 2017, 47–48, 51: Dionysos and 
Ariadne, though mixes the painting with the Selene and Endymion. 
Decorative Scheme: In the side panel there are vegetables in medallions; otherwise animals and 
masks. The central picture of the west wall depicts Selene and Endymion. 
Style and Dating: IV.
Description: A composition of two figures. In the foreground a sleeping almost naked female 
figure, with her back to the viewer; she is reclining on a stone, with her right arm supporting 
her head; she lies on a purple cloak which covers her legs; she has gold arm rings and her hair is 
fair. On the left, another figure steps energetically over the legs of the sleeping figure. He wears 
sandals and a purple robe with wide drapery, and a flaring blue cloak; he carries a thyrsus with 
a red ribbon and possibly a bunch of leaves on top under his left arm; his head is slightly turned 
to the left, and his long curly hair is darkish. 
Comments: Sleeping Ariadne callipyge discovered by an effeminate Bacchus. The shadowing on 
his skin is broader and darker than the female’s. The flaring cloak resembles that of Bacchus e.g. 
in the Casa del Citarista E7, referring to velificatio and to the epiphany of the divinity. 

E3 Pompeii (2009).
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E4 
Location: Casa del Sacello Iliaco, I 6, 4, back 
part of the house, room q (cubiculum) behind 
the great triclinium, alcove, east wall, part of 
the marble imitation. 
Excavation: 1913.
Condition: Damaged.
Measurements: H of the figure ca. 30 cm. 
Bibliography: Spinazzola 1953, 552: no identi-
fication; Schefold 1957, 24: finding of Ariadne; 
Pompei 1748–1980, 141, fig. 5; PPP I, 32: Ari-
adne and Dionysus; Moormann 1988, 146, no. 
149/3: hermaphrodite and satyr; Bragantini 
1990, 328–329 (PPM 1); Stemmer 1992, 51, 
note 390: a rare scene where satyr wakes Ari-
adne up; Thomas 1997, 136.
Decorative Scheme: On the next panel, a standing satyr playing the aulos and a sitting Silenus. 
Above, there are nereids, an armoury, and standing figures.
Style and Dating: II (Phase IIa).
Description: A composition of two figures painted with white on a red background. On the 
left, a half reclining robed female figure with her head inclining towards her right shoulder. The 
youth on the right side advances energetically, stepping with his left leg over the female’s legs, 
with a pedum in his left hand.
Comments: Bacchus, with a pedum in hand, approaching a sleeping Ariadne would be a rare 
subject. It can be compared, however, with a painting in the Casa dei Cubicoli floreali I 9, 5 (E5, 
E6), in which Bacchus carries a thyrsus and another male figure carries a pedum. In the House 
of the Vettii VI 15, 1, a similar composition has been identified as a hermaphrodite with a satyr. 
If we accept the identification of E3 above, the advancing male, with his energetic step, would 
also make this figure Bacchus.

E5
Location: Casa dei Cubicoli floreali/ del 
Frutteto, I 9, 5, room 8 (cubiculum), east wall, 
central zone, in a garden painting, painted 
marble relief (stylopinakion).
Excavation: 1913.
Condition: Slightly damaged.
Measurements: H of the painting 27.5 cm, W 
41.5 cm.
Bibliography: Maiuri 1952, 6–9; Le Corsu 
1967, 243 and 245–247: resting Dionysus by 
a bacchant; Sichtermann 1974, 45: Dionysus 
and maenad; M. De Vos 1990, 20–22 (PPM 2); 
Romizzi 2006, 326, no. 83: Dionysiac scene, 
possibly Dionysus and Ariadne; Scapini 2016, 

E4 Pompeii (2011).

E5 Pompeii (2010).
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131, 138, 145.
Decorative Scheme: Two similar paintings are set among painted garden plants and animals. In 
one, a musical scene, in the other Dionysus and Ariadne, or a satyr and maenad (E6). The garden 
has many Egyptian features. 
Style and Dating: III.
Description: A composition of two whitish figures on a light grey background. On the left, a 
female in yellowish robe reclines on a stepped platform, leaning on her right arm; in her left 
hand she holds a thyrsus; her head, adorned with a wreath of ivy, is depicted frontally. On the 
right stands a youth wearing only a yellow loincloth; he raises his right hand on top of his head, 
while the left hand holds a thyrsus with a ribbon, and possibly a pine cone at the bottom. The 
two thyrsi are depicted in parallel lines.
Comments: It is not unusual for the standing young Bacchus to raise his right arm above his 
head, as in several other paintings. The reclining fully robed figure is most likely Ariadne. 

E6
Location: Casa dei Cubicoli floreali/ del 
Frutteto, I 9, 5, room 8 (cubiculum), south 
wall, eastern side, central zone, in a garden 
painting, painted marble relief (stylopinakion).
Excavation: 1913.
Condition: Damaged. 
Measurements: H of the painting 28.5 cm, W 
41.5 cm.
Bibliography: Maiuri 1952, 6–9; Le Corsu 
1967, 243 and 245–247: Dionysus and Ari-
adne; Sichtermann 1974, 45: maenad and sa-
tyr by the pedum; M. De Vos 1990, 25, 29 and 
31 (PPM 2): satyr discovers a maenad or more 
probably Ariadne; Romizzi 2006, 326, no. 85: 
satyr discovers maenad or Dionysus and Ari-
adne; Anguissola 2010, 316, 318, fig. 167: satyr 
and maenad; Scapini 2016, 132–133.
Decorative Scheme: Among the plants and 
animals of the garden there are two similar 
paintings: one with a musical scene, the other with Dionysus and Ariadne (E5). Otherwise, the 
garden has many Egyptian features. 
Style and Dating: III.
Description: A composition of two whitish figures on a bluish-grey background. In the fore-
ground, a sleeping almost naked female figure callipyge with her back to the viewer; she is re-
clining and supporting herself with her left arm; she wears a whitish cloak, which covers her legs; 
she has a leafy wreath in her hair. On the right, a male figure steps energetically over the legs of 
the reclining figure; his curly long and floating hair is dark brown, adorned with a wreath; he 
carries a yellowish flaring cloak and a long pedum with long ribbons in his left arm; his right arm 
is outstretched, and he shakes the female figure by her right shoulder.
Comments: The pose of the non-sleeping figure with the energetic step is similar to E3 and E4, 

E6 Pompeii (2010).
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the difference being in the various states of clothing, from fully robed to almost naked. His hair 
suits Bacchus well - thus young Bacchus discovering sleeping Ariadne.

E7
Location: Casa del Citarista, I 4, 5.28, room 
35 (exedra) in the eastern end of the southern 
peristyle, central picture, MANN 9286.
Excavation: 1853.
Condition: Good, some colours faded though.
Measurements: H of the painting 192 cm, W 
164 cm.
Bibliography: Helbig 1868, 261, no. 1239; 
Overbeck – Mau 1884, 363; Ruesch 1908, 313, 
no. 1322; Rizzo 1929, 59, pl. 110; Curtius 1929, 
307–310; Elia 1932, 46, no. 60; Elia 1937, 19–
22; Warscher 1943 Catalogo Sala LXXXII, no. 
10 (SIR); Schefold 1957, 16; Gasparri 1986, 
LIMC 3:1, 554, s.v. Dionysos/Bacchus, no. 180; 
M. De Vos 1990, 118, 136–138 (PPM 1); Sam-
paolo 1994, 538 (PPM 5); Richardson 2000, 12, 
87–88: [main] version suggested by the copy-
books, The Achilles Painter; Romizzi 2006, 313, 
no. 26; Hodske 2007, 159, no. 21; Lorenz 2008, 
376–377, 528; Scapini 2016, 158–160.
Decorative Scheme: In the central picture in 
the east wall Iphigenia, Orestes and Pylades in Tauris. 
Style and Dating: IV.
Description: A composition of eleven figures. In the foreground, a reclining Ariadne callipyge, 
her head resting on the lap of a seated female figure on the right, who holds a low vessel with her 
left hand. On the left stands a youth wearing boots, a knee length bluish chiton, a yellowish ne-
bris under a girdle, and a billowing bluish green cloak; in his left hand he holds a thyrsus, partly 
out of the picture; he looks down at the female figure, pointing at her with his left hand; he has 
short curly hair adorned with a wreath of ivy, and short horns. A winged cupid lifts the robe of 
the female figure.420 Behind the cupid, a satyr and Silenus carrying a thyrsus are talking. Three 
other members of the thiasus, with their heads inclined towards each other, marvel at the scene. 
Behind on the left there is a Priapic statue on a high podium and a young satyr. Behind on the 
left there is a Priapic statue on a high podium and a young satyr.
Comments: The thiasus consist of seven figures besides a cupid. The tall young figure, Bacchus, 
is a velificans framed by his billowing cloak. The winged figure on the right is Hypnus, holding a 
vessel filled with Lethean water of forgetfulness to drip on the head of Ariadne.421

420 The figure lifting the cloak varies. A cupid lifting: E7, E8 and E11; a satyr lifting: E9, E13; Pan lifting: 
E12, with a parallel in Herculaneum (Casa dell’Atrio corinzio, MANN 9271), Griesi 2011, 255–256, no. 37 
(DHER), but in some sources in Pompeii, e.g Hodske 2007, 160, no. 807.
421 This figure, identified variously as Hypnus, Nemesis, Parthenos, or Hymenaeus (amongst others), could 

E7 Drawing A. Aurelj (DAIR).
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E8
Location: Casa degli Amanti, I 10, 11, room 8 (oecus 
or triclinium) between the atrium and the peristyle, 
south wall, central picture.
Excavation: 1933. 
Condition: Damaged. 
Measurements: H of the painting 100 cm, W 92 cm.
Bibliography: Elia 1934, 332 (NSA); Schefold 1957, 
48; PPP I, 143; Ling 1990, 472–473 (PPM 2); Ling 
2005, 124–126; Romizzi 2006, 332, no. 112; Hodske 
2007, 160, no. 76.
Decorative Scheme: In the central panel of the west 
wall, an abandoned Dido. In a medallion, Pegasus. 
The third central panel cannot be identified. 
Style and Dating: IV.
Description: A composition of at least five figures. In 
the right corner foreground is a reclining female with 
her face towards the viewer; her yellow cloak covers 
her legs and is lifted by a cupid, who stands behind 
her. In the middle, a standing youth watches the sleeping female. Next to him stand two others, 
one wearing a red cloak down to the hips. 
Comments: The foremost figure in the middle is Bacchus, and the one in the red cloak is Silenus. 
The pictorial programme of the room may concentrate on abandoned lovers, even if a better 
destiny awaits Ariadne.

E9
Location: Casa dei Vettii, VI 15, 1.27, room p (tri-
clinium), south wall, central picture.
Excavation: 1894.
Condition: Damaged.
Measurements: H of the painting 113 cm, W 103 cm.
Bibliography: Mau 1896, 52–53; Niccolini 1896 (IV), 
Nuovi scavi tav. 31; Sogliano 1898, 299–300, 303–306 
(MonAnt 8); Curtius 1929, 310–311; Beyen 1951, 
247–248; Peters 1977, 105; Archer 1981, 433–447, 
Wirth 1983, 452–453: combines the pictorial pro-
gramme in rooms p and n, the theme being the power 
of gods, especially of Zeus and his sons, to guaran-
tee the world order; Daszewski 1986, LIMC 3:1, 1060 
s.v. Ariadne, no. 97; Clarke 1991, 222, 225; Sampaolo 
1994, 531, 538–540 (PPM 5); Romizzi 2006, 400–401, 
no. 492; Hodske 2007, 160, no. 358; Scapini 2016, 180.

be depicted either as a male or a female, e.g. H. Lauter-Bufe, Zur Stilgeschichte der figürlichen pompejanis-
chen Fresken (diss. Köln 1967), Erlangen [1969] 15–16.

E9 Pompeii (2017).

E8 Pompeii, photo Jackie and Bob Dunn 
(2009). 
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Decorative Scheme: The central picture on the east wall depicts the punishment of Ixion, on the 
north wall Daedalus and Pasiphae and a seated Bacchus (B18). The intense red colour empha-
sizes the richness of the decoration.
Style and Dating: IV.
Description: A composition of at least eight figures, with more behind. In the foreground, a 
sleeping female callipyge reclines to the right; she lies on a panther skin, a mattress, and pillows; 
she wears blue flowers in her fair hair. Behind the pillows is a female with a patera. On the left 
stands the largest figure, wearing a purple cloak and a wreath of ivy in his curly hair, and carry-
ing a thyrsus in his left arm. Behind his right arm are two small satyrs, both looking warily at the 
sleeping female, and by his left side are three figures, one of whom lifts the female’s green cloak, 
raising his left hand in amazement. Behind, on the right side of the field, is a column on the top 
of a rock with three more small figures, also gaping at the scene. In the background in the middle 
is Theseus’s ship under full sail. In the lower left corner a tympanum and crotales, in the right a 
seated small cupid with wings also watches the scene.
Comments: The positions and places of the protagonists differ, as do the reactions of the on-
lookers, otherwise very much as the many other wall paintings depicting this subject. The hori-
zontal line is exceptionally high.
 
E10
Location: Casa dell’Ara Massima, VI 16, 15–
17, room g (triclinium) south of atrium, west 
wall, central picture.
Excavation: 1903–1904.
Condition: Damaged.
Measurements: H of the painting 55 cm, W 
60 cm.
Bibliography: Sogliano 1908, 78–79 (NSA); 
Schefold 1957, 158; Bernhard 1986, LIMC 3:1, 
1062, s.v. Ariadne, no. 126; Stemmer 1992, 
28; Stemmer 1994, 877 (PPM 5); Richardson 
2000, 96, 103: The Adone Ferito Painter; Hod-
ske 2007, 160, no. 386; Lorenz 2008, 112–114, 
413 and 575–576. 
Decorative Scheme: The central picture of 
the north wall depicts Venus and Mars, on the 
south wall Selene and Endymion, with Hercu-
les on the east. In the side fields there are busts 
in medallions.
Style and Dating: IV.
Description: A composition of at least six figures; the two on the right are in an arching cave-
like space, marked with dark brown. In the foreground, a female reclining to the right, raises her 
right arm to the top of her head as if awakening; a pink cloak covers her legs. Behind her stands 
a figure with green wings, dressed in a green robe, holding branches in her right hand and a large 
patera in her left. On the left side of the picture stands a youth stretching his right arm to the 

E10 Pompeii (2009).
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left, with a red cloak covering his left shoulder; in his left hand he holds a thyrsus. Behind are 
members of the thiasus, perhaps with Silenus on the left. 
Comments: Another version of the same theme, but Bacchus now seems to be paying less atten-
tion to the awakening Ariadne.

E11
Location: Casa dei Capitelli colorati, VII 4,31.51, room 24 (or room i, oecus), west wall, central 
picture, MANN 9278.
Excavation: 1822.
Condition: Good.
Measurements: H of the painting 105 cm, W 97 cm (Helbig), H 72 cm, W 72 cm (Hodske). 
Bibliography: Zahn (1828–1844) 2, Taf. 60; Quaranta 1843, MB 13, tav. 6; Helbig 1868, 260, no. 
1237; Niccolini 1896 (IV), Nuovi scavi suppl. tav. 33; Reinach 1922, 113, no. 1; Rizzo 1929, pl. 
109: right; Elia 1932, 86, no. 202; Warscher 1937, DAI, Codex VII 4 nos. 137–139: room 26 or l 
(triclinium); Warscher 1943, SvIR, Catalogo Sala LXXXII no. 12; Schefold 1957, 184; Ragghianti 
1963, 127; Gasparri 1986, 554 LIMC 3:1 s.v. Dionysos/Bacchus no. 182; Bernhard 1986, LIMC 
3:1 1062 s.v. Ariadne, no. 127; Descoeudres 1996, 1046–1047 (PPM 6); Richardson 2000, 12, 
169–170: The Panthera Painter; Romizzi 2006, 427, no. 603; Hodske 2007, 74, 159–160, no. 473; 
Lorenz 2008, 398–399 and 584; Scapini 2016, 177.
Decorative Scheme: On the north wall, Apollo or Sol with Rhodus. 
Style and Dating: IV.
Description: A composition of thirteen figures. In the right corner foreground, a sleeping fe-
male figure is reclining to the right; a violet cloak covers her legs and she raises her right arm 
on top of her head; she is supported by a winged figure at her back, with a large bowl in the left 

E11 Original drawing N. La Volpe, MB 13, 6. There are other drawings of this painting, e.g. by G. 
Marsigli (MANN, ADS 621); MANN 9278 (2017).
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hand and a branch in the right. A winged cupid lifts the sleeping female’s cloak, while raising 
his right arm towards the tall male figure in the middle, standing on top of a low rock. He wears 
high boots and a cloak, barely covering his left arm and right thigh; his long curly hair falls to his 
shoulders and is covered with a wreath of ivy; in his raised right hand he holds a thyrsus with ivy 
leaves on top. On each side there is a maenad with thyrsi and wreaths of ivy, obviously checking 
his reactions. On the left, Silenus is being pulled up to the rocky scene by a satyr bending down 
from the exercise. Behind are more satyrs and maenads, some of whom are following Silenus’ 
progress. At the back, a wall with an opening through which a tree is growing; behind it, a calm 
sea and another rocky formation. 
Comments: The composition is divided into three events, from the awakening Ariadne to an 
admiring Bacchus and to old Silenus trying to get up to share in the scene.

E12
Location: Casa della Caccia nuova, VII 
10,3.14, room o (tablinum), south wall, central 
picture, MANN 111484. 
Excavation: 1821.
Condition: Good.
Measurements: H of the painting 88 cm, W 
81 cm.
Bibliography: Helbig 1868, 260, no. 1236; 
Schefold 1957, 199; Schefold 1962, 142, pl. 
167:2; Gasparri 1986, LIMC 3:1, 554, s.v. Dio-
nysos/Bacchus, no. 181; Bragantini 1997, 409 
(PPM 7); Richardson 2000, 127: The Io Paint-
er; Romizzi 2006, 440, no. 667; Hodske 2007, 
79, 161, no. 519.
Decorative Scheme: Several Bacchic motifs, 
such as attributes, throughout the house. In 
triclinium s a bust of young Bacchus.422

Style and Dating: IV (Vespasian).
Description: A composition of six figures. In 
the left foreground a sleeping female callipyge 
is reclining on a green pillow to the left. A tall youth on the right stands with his weight on his 
left leg; his purple cloak covers his right thigh, goes round his waist and up to his left forearm; 
his brownish curly hair is decorated with a wreath; he looks down at the female intensively, lift-
ing her yellow cloak with a red lining with his right hand. On his right side stands a small faun 
with hoofs, wearing a loincloth; his hair is short and curly with long horns pointing backwards; 
he points with his hand at the sleeping woman and watches the youth. Behind, on the left, stands 
Silenus wearing a red cloak, and holding a stick or a thyrsus in his left hand. Behind him are 
the heads of two more figures. In the upper background a rocky seascape with a ship in full sail. 
Comments: A tight composition on the seashore, with a limited amount of companions, and 
now without Hypnus. 

422 Helbig 1868, 97, no. 385; Richardson 2000, 127: Bust of Bacchus and maenad, The Io Painter.

E12 Drawing A. Aurelj (DAIR).
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E13
Location: Casa dei Postumii/Casa di Marcus 
Holconius Rufus, VIII 4,4, room 31 (exedra) 
south of the peristyle, west wall, central pic-
ture.
Excavation: 1855–1861.
Condition: Destroyed. 
Measurements: H of the painting 122 cm, W 
99 cm.
Bibliography: Fiorelli 1861, 87 and pl. 7 
(GdSc); Minervini 1861, 95–96 and pl. 12 
(BAIt); Helbig 1868, 261–262, no. 1240; Rein-
ach 1922, 112, no. 6; Beyen 1951, 255; Sche-
fold 1957, 224, room 28; Sampaolo 1995, 
419–420 (PPM Disegnatori); Bragantini 1998, 
505 (PPM 8); Richardson 2000, 97, 104: The 
Adone Ferito Painter; Romizzi 2006, 460, no. 
773; Hodske 2007, 159, no. 600.
Decorative Scheme: The central picture of the 
east wall depicts a hermaphrodite surrounded 
by a thiasus; on the south wall, Narcissus.
Style and Dating: IV.
Description: In the main composition five 
figures, and in the background on the right at 
least eight, and on the left two more figures. 
In the foreground, a sleeping female callipyge in a greyish purple cloak covering only her legs. 
A tanned muscular satyr with a wreath on his head stands astride her, and lifts her cloak with 
his right hand, looking backwards and raising his left arm. On the left stands a youth wearing 
high boots, a knee length chiton, and a nebris covering his torso; his undulating cloak forms an 
arch at his back; in his right hand he holds a thyrsus with at least a ribbon on top, and with his 
left he points towards the sleeping figure. Behind the satyr stands a woman with her back to the 
viewer, wearing a long chiton and a cloak round her waist; she carries a tympanum in her left 
arm, watching the entering thiasus with Silenus foremost. In the left upper corner two figures 
lean on a rock, watching the scene. On the right stands a winged robed figure gazing towards 
the tall figure. 
Comments: A customary theme of discovering Ariadne in a rocky landscape, but the details are 
original, such as the challenging-looking Hypnus, more interested in Bacchus velificans than 
tending her, the well-built satyr, and the large entourage just arriving on the scene. 

E14
Location: Casa e panificio di Papirius Sabinus, IX 3, 19, house with a bakery, room e (triclinium/
oecus), east wall, central picture. 
Excavation: 1870.
Condition: Almost damaged.
Measurements: H of the painting 130 cm, W 115 cm.

E13 Original drawing G. Abbate, GdSc 1861, 
tav. 7.
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Bibliography: Sogliano 1879, 178, no. 538; Sampaolo 1999, 352–353 
(PPM 9); Bragantini 1995, 844–845 (PPM Disegnatori); Romizzi 2006, 
479, no. 883; Hodske 2007, 160, no. 697.
Decorative Scheme: On the central picture of the west wall, Ceres, 
Proserpina, and Triptolemus.
Style and Dating: III, phase II B.
Description: A composition of at least eight figures. In front, by the 
sea, a female figure sleeps on her back on a mattress of leaves, covered 
with a blue blanket; her head is resting on a high blue pillow; a purple 
cloak covers her legs. In the middle stands a fully robed youth wearing 
high boots, a red chiton, and a purple cloak; he is carrying a thyrsus 
and points towards the woman with his languid right hand, supported 
by the satyr on his right side. He wears a short cloak, a loincloth, and a 
pine crown. Behind these are several figures with thyrsi, and one with 
a tympanum, watching the scene. 
Comments: The scene of a fully robed Bacchus discovering Ariadne is 
depicted as seen from the sea. Exceptionally, she is lying on a mattress, 
as in E9.

E15
Location: Casa della Regina Margherita, V 2, 1, room r (triclinium), 
south wall, central picture. 
Excavation: 1883.
Condition: Destroyed. Only the right side was preserved when dis-
covered.
Measurements: Not known.
Bibliography: Sogliano 1883, 286–287 (NSA): figures in the back-
ground are a river god and a nymph with reed wreaths; Schefold 1957, 
70: abandoned Ariadne; Sampaolo 1991, 774, 796 (PPM 3): the epiph-
any of Dionysus; Romizzi 2006, 351, no. 209: the epiphany of Dionysus 
due to the divinities shown; Hodske 2007, 161–162, no. 141
Decorative Scheme: In the side field, psyche and an amphora. The 
central panel on the east wall depicts Narcissus, the damaged central 
panel of the west wall depicted a raging Lycurgus, with a panther and 
now destroyed Bacchus in F29. In the upper zone a dancing satyr, For-
tuna, and a standing Bacchus with a panther C7.
Style and Dating: IV (Vespasian). 
Description: In the right corner, the head of a sleeping figure reclining 
towards the right, depicted almost frontally. Behind her are two male 
heads, the bearded one with a jar, both wearing wreaths with tendril-
like attachments.
Comments: Probably a young Bacchus with his thiasus, advancing to-
wards a sleeping Ariadne. 

E14 Drawing G. Dis-
canno (MANN).

E15 Drawing G. Dis-
canno (DAIR). 
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E16
Location: Casa della Fortuna, IX 7, 20, room 
i (triclinium) next to the peristyle, south wall, 
central picture.
Excavation: 1879.
Condition: Destroyed. 
Measurements: H of the painting 58 cm, W 
57 cm. 
Bibliography: Mau 1883, 52–56 (BdI); Sche-
fold 1957, 271; Schefold 1962, 142, pl. 178:2; 
Bragantini 1999, 848 (PPM 9); Romizzi 2006, 
490, no. 954; Hodske 2007, 160, no. 765.
Decorative Scheme: The central panel of the 
east wall depicts Mars and Venus, on the west 
wall Adonis.
Style and Dating: IV.
Description: A composition of at least nine 
figures. In the main scene, a sleeping woman 
with a cloak covering her legs is reclining 
against a boulder in the foreground; she is 
attended by a robed winged figure holding a 
bowl in her left hand and a branch in her right hand. Behind on the left stands a youth with his 
weight on his right foot; he wears sandals and a long cloak covering his legs and extending over 
his right arm; he looks at the scene, halting the thiasus behind him with his right arm; in his left 
hand he holds a thyrsus with ribbons and a bunch of leaves on top; he has a wreath in his long 
hair. Silenos, with a pedum, observes the scene, while the other members of the thiasus, some 
of them carrying thyrsi, do not. On the right, behind the scene, is a cliff with an arching branch 
of a tree. 
Comments: Another type of composition, divided into two halves by Bacchus’ upright thyrsus. 
The one on the right is filled with Ariadne and Hypnus, who is looking worried at the crowd of 
the entering thiasus on the left half.

E17
Location: Casa dei Capitelli colorati, VII 4, 31.51, room 28 (oecus) east wall, central picture.
Excavation: 1822.
Condition: Destroyed.
Measurements: H and W of the painting 72 cm.
Bibliography: Finati 1835, (MB 11) Tav. 35; Helbig 1868, 259, no. 1234; Reinach 1922, 111, no. 
6; Warscher 1937, DAI, CTP VII 4 no. 176–178, room k or 27; Schefold 1957, 184, room g; Sam-
paolo 1995, 833, no. 12, (PPM Disegnatori); Descoeudres 1996, 1072–1073 (PPM 6); Romizzi 
2006, 428, no. 608; Hodske 2007, 162, no. 475; Lorenz 2008, 108, no. K48fO; Scapini 2016, 177.
Decorative Scheme: Not known. 
Style and Dating: IV.
Description: A composition of five main figures on the sea shore. In the foreground, a female 
figure sits on a blue mattress slightly reclining to the right; she wears a red cloak covering her 

E16 Drawing E. Discanno (DAIR).
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legs and a blue robe, which she lifts with her 
raised right hand to wipe away tears from 
her right eye; the head is in ¾ profile facing 
towards the viewer, her brown hair is curly, 
decorated with a golden fillet; she has golden 
bracelets. Behind her, next to a high rock, 
stands Silenus, holding a thyrsus with leaves 
on top in his right hand; he has a wreath of 
vines on his head and is slightly turned to-
wards a standing youth, who holds his right 
arm around Silenus’ shoulders. The youth 
wears a red cloak, which covers his legs and 
back, and holds a thyrsus in his left hand; his 
head is in ¾ profile; his long and curly hair 
is decorated with a wreath of ivy. Behind the 
youth stand two members of the thiasus with 
pine wreaths; only the head is visible of the 
one in the middle, the other on the left wears 
a greenish peplos. The reclining female fig-
ure seems to be unaware of the group behind 
her, as her attention is drawn to a ship sailing 
away, with at least six figures around the mast. 
Comments: The relationship to the scenes de-
picting a sleeping Ariadne above is obvious. 
The sequence of the events is tighter here: the 
sailing Theseus is not far from the shore, Ari-
adne is barely awake but already aware of his 
departure, and Bacchus with his companions 
have just arrived. The central position of Sile-
nus, of equal height with the divinity, is rare. 

E18
Location: Casa della Fortuna, IX 7,20, room l 
(cubiculum), south wall, central picture. 
Excavation: 1879.
Condition: Destroyed. 
Measurements: H of the painting 33.5 cm, W 
34 cm. 
Bibliography: Mau 1883 (BdI); Schefold 
1957, 271; Schefold 1962, 173 and pl. 177,1; 
Bragantini 1999, 862 (PPM 9); Romizzi 2006, 
490–491, no. 958; Hodske 2007, 79, 162, no. 
767; Lorenz 2008, 109, no. K78bW.
Decorative Scheme: The central picture on 
the east wall depicts Ariadne giving a ball of 

E18 Drawing G. Discanno (DAIR).

E17 Original drawing N. La Volpe, MB 11, 
35; There are also drawings by S. Mastracchio 
(MANN, ADS 622) which was made also a chro-
molithography by H. Roux.
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thread to Theseus, on the north wall Neptune and Amymone. In the side fields are cupids with 
the attributes of Mars, Diana, Mercury, and Hercules. 
Style and Dating: IV.
Description: A composition of two figures on the shore. In the foreground on the left, a female 
figure sits supporting herself with her right upright arm on the ground; her head with airy curls 
is in profile; she wears a cloak that covers her legs; she points with a long arm and with her fore-
finger towards the youth on the left. He stands with his weight on his left foot, leaning on a rock 
with his right elbow; he wears a cloak covering both legs; he nonchalantly holds a cantharus in 
his left hand and a thyrsus with a ribbon and other decorations on top in his right hand; his hair 
is long and curly, and he is looking down at the sitting female. In the background a ship under 
full sail moves away. 
Comments: A half-naked Bacchus is observing Ariadne, who points her finger (accusingly?) at 
the newly arrived stranger or Theseus' ship.

E19
Location: Casa di M. Fabius Rufus, VII 16, 22, 
big room 62 (salone absidato, possibly tricli nium 
or oecus) opening to the town wall, south wall, 
central picture. 
Excavation: 1759, 1910, 1940, 1958, this part 
1960–1980.
Condition: Partially damaged.
Measurements: H and W of the painting 99 cm.
Bibliography: PPP III, 274; Bragantini 1997, 
1094–1095 (PPM 7); Romizzi 2006, 451, no. 722: 
the statue depicts Athene; Hodske 2007, 162, no. 
565: the statue depicts Artemis; c, 215–216: darker 
colour of the skin than usually; Lorenz 2008, 116 
and 299–302, no. K60bS; Grimaldi 2014, 33.
Decorative Scheme: On the south wall, a satyr 
opens cista mystica, horae, in the upper zone 
Apollo. The central picture on the south wall most 
probably depicts Apollo, Venus, and Hesperus, 
who in research is sometimes identified as Bac-
chus. See the comments in the end of section F.
Style and Dating: IV.
Description: A composition of two main figures 
facing each other in a sacred area by the sea. A female callipyge scrambles up from the ground, 
helped by the youth opposite her; she wears a purple and blue cloak covering her left side; both 
her legs are still bent, although the right is nearly straight, and her hands are held by the youth. 
He watches the female, holding the customary thyrsus in his left hand. In the foreground, in the 
middle, is a fallen vessel; on the right stands a panther depicted in ¾ back view, looking at the 
couple with its forelegs raised and tail upright. Behind the youth on the right is a small figure, 
probably a satyr, with a rhyton. Behind the scene above the couple is a narrow-bodied brownish 
vase (oenochoe) on a pedestal. On the left is a draped statue depicting a goddess holding a bow. 

E19 Pompeii, photo from Jackie and Bob 
Dunn. 
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In the seascape, a ship is moving away with full sails. 
Comments: This scene is exceptional in many ways: for the couple’s and panther’s postures, and 
for the rich environment with a statue and vessels. A Bacchus of the half-naked type helps a con-
fused Ariadne up, while Theseus’s ship is sailing away. The statue of Diana adorned with a crown 
has a bronze parallel in the sanctuary of Apollo in Pompeii.423 The horizontal line is very high. 

E20
Location: Casa del Bracciale d’oro, VI 17, 42, 
longish room 20 (triclinium) on the north side 
of the middle floor, north wall, central picture, 
deposited in Pompeii P 41658.
Excavation: 1974.
Condition: Good, some fractures.
Measurements: H of the painting 118 cm, W 
95 cm, with frames 126 cm and 101 cm.
Bibliography: PPP III, 11–15; Sampaolo 1996, 
80–83 (PPM 6): drunken Bacchus and mae-
nad; Richardson 2000, 126: Bacchus, Silenus, 
and a maenad, The Io Painter; Romizzi 2006, 
411, no. 537: Bacchus discovers Ariadne; Hod-
ske 2007, 163, no. 404: Bacchus and Ariadne 
or maenad. 
Decorative Scheme: Around the painting 
there are garlands, birds, floating figures, e.g. 
maenads, and in the vault Victory and possibly 
Silenus. In the central picture of the south wall, 
the wedding of Alexander and Roxana. 
Style and Dating: IV (Neronian). 
Description: A composition of three figures 
on the shore of a rocky landscape. In the mid-
dle, a youth sits on a stone wearing a red cloak with blue lining, which covers his thighs, hangs 
between his legs, and crosses over his raised right forearm; his right hand touches his head, with 
curly hair and a wreath of vine with grapes; the left upper arm supports a thyrsus, and the left 
hand is stretched out, gripping the right breast of a standing, almost naked female on his left. She 
stands with her weight on her right foot, wearing a blue cloak with yellow lining, which extends 
behind her shoulders and elbows, its sleeves hanging behind her legs and over her thighs; with 
her hands she clasps the sleeves to cover her lower body, and with her right hand she grasps 
the left hand of the youth; her head is in ¾ profile, and her brown hair is long with a small hair 
ornament. She looks overcome. On the left, behind the youth, stands Silenus looking astonished 
at the couple; he has a thyrsus in his right hand and a tympanum in the left; in his hair there is a 
leafy wreath of vine. In the background on the right, a ship is sailing away; in both corners there 
are barren stems of trees. 
Comments: Instead of portraying Bacchus just discovering Ariadne, the situation here has al-

423 Van Andringa 2012, 94–95.

E20 Pompeii (2019). 
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ready developed. He is drunk and making a pass at her. She is standing wide awake, looks a 
little surprised by the encounter with a tipsy looking stranger, and makes efforts to protect her 
modesty. The horizontal line is very high.

E21
Location: Casa di Achille/Stronnius, IX 5, 2, 
room c (cubiculum) east of atrium,424 south 
wall, central panel.
Excavation: 1877.
Condition: Damaged.
Measurements: H 108 cm, W 81 cm, H of the 
standing figure 95 cm.425

Bibliography: Fiorelli in NSA 1878, 42: seat-
ed Bacchus, Bacchant, Silenus; Mau in BdI 
1879, 49–50: Hermaphrodite, bacchant, Sile-
nus; Sogliano 1879, 200, no. 595: Hermaph-
rodite; Schefold 1957, 252: Bacchus, Ariadne 
and Silenus; Schefold 1962, 166; PPP III, 451: 
Hermaphrodite and maenad; Carratelli 1999 
(PPM 9), 376; Hodske 2007, 80, 274–275, no. 
700: Ariadne and Dionysus/Hermaphrodite 
and maenad. 
Decorative Scheme: The vertical and horizon-
tal red lines divide all the walls, supplemented 
with yellow horizontal bands with ornaments. 
In the socle there are various vessels. The other two central pictures, framed with red bands, are 
Mars and Venus on the north wall, and on the eastern back wall a masculine figure with a nim-
bus, possibly Sol. The side fields have birds and griffins, also a huntress. The white upper zone is 
mostly destroyed. 
Style and Dating: IV, Vespasian (Schefold).
Description: A composition of three figures on a white background. On the left a female cal-
lipyge is depicted stepping forward with a yellowish cloak covering the back of her legs; She 
carries a thyrsus in her left arm; her head is in profile to the right and her long hair is adorned 
with a wreath; she looks intently at the youth on the right, and is about grip his genitals. He sits 
reclining with a reddish cloak with blue ornaments covering his legs and left elbow; he carries 
a thyrsus in his languid right hand and leans with his left arm on a support (stone?); his head is 
bent and in ¾ profile, with long hair probably adorned with a wreath. In the middle a little fur-
ther back stands a bearded figure wearing a green cloak, his hair adorned with an ivy wreath; he 
looks disapprovingly at the female, making an appalled gesture with his right hand. In the right 
corner there is a tympanum, in the background a baldachin, and above it blue sky.
Comments: The indoors scene depicts a lascivious maenad, and a lethargic Bacchus with a dis-

424 Mau 1879 and Schefold 1957: room e.
425 Mau 1879: H 107 cm, W 98 cm.

E21 Drawing G. Discanno (DAIR). 
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approving Silenus. The scene is a variation of F20 above, now with opposite roles and an active 
maenad instead of a passive Ariadne. 

We have six paintings of young Bacchus either alone (E1–E6), or accompanied once by 
a satyr (E2), and without a large thiasus, discovering a sleeping or at least a reclining 
female, mostly identified as Ariadne. The variation comes from the different postures 
of both figures; the female’s head is facing either to the right or to the left, or backwards, 
or facing the viewer. The male figure either approaches the scene energetically, even 
stepping over the legs of the female (E3, E4, E6), and once shaking her by the shoulder 
(E6), or else he stands passively admiring the beauty, and sometimes a helper lifts the 
female´s cloak. Every stage of waking someone up is represented, from first quietly ad-
miring her to almost violently rousing her by grasping her shoulder. She rests on steps 
or stones – not very comfortably – and either her back or front is towards the viewer. 
The favoured placement of the wall paintings with this subject seems to be on east or 
south walls, possibly indicating the moment of the event as either in the very early 
hours of the day or the forenoon.

All ten of the wall paintings of Bacchus discovering the sleeping Ariadne (E7–E16) 
with his thiasus are central pictures. The compositions consist of a reclining female 
figure and a standing Bacchus, along with a mixed group of his followers numbering 
from five to thirteen. The figure usually represented as winged and standing nearest to 
the head of Ariadne is Hypnus. There is no doubt as to the identification of Hypnus, 
due to the vessel held by the head of Ariadne – it is for the Lethean water; the branch 
(E10, E11, and E16) in Hypnus’ hand was probably used to shade the sleeping Ariadne, 
or even as a fan. Whatever the composition, Ariadne is always depicted in the fore-
ground, usually either in a ¾ frontal position or as callipyge. The variation comes from 
her position, with her head either to the left or to the right, and from her lying either on 
stones or boulders, or rarely on a mattress. In most examples the viewpoint is towards 
the sea, with the only exception being E14 with a view towards the shore. The variation 
in depicting Bacchus comes from the degree of his interest in the scene in front of him, 
and from his clothing, and otherwise from the number and type of his companions, 
their reactions, and from their actual presence already at the site or still approaching it.

The basic setting in the four wall paintings with an awakened Ariadne (E17–E20) 
is the same as in the previous examples with Ariadne still sleeping. The variation comes 
from the smaller number of participants, if any, the placement of the scene, and the 
varying intensity of Bacchus’ reaction, and further from the different stages Ariadne’s 
activity: from awakening, crying over her destiny, to scrambling up to her feet, or even 
grasping the genitals of her rather unfocused companion; a correspondingly unfocused 
Bacchus grasps her breast. Theseus’ ship is depicted in six of the paintings (E9, E12, 
E17–E20). Without using any words, the pictorial narrative is nevertheless most lively 
in these wall paintings.
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F – Bacchus with Other Companions

In this type, comprising 33 examples, Bacchus is represented in the company of a mis-
cellaneous assemblage; either with other members of the thiasus (F1–F19), with other 
divinities (F20–F25), with other mythological figures (F26–F29), or with other various 
protagonists (F30–F33).

F1
Location: House V 6, 1, in Via delle Nozze d’Argento, in 
the façade.
Excavation: 1905.
Condition: Destroyed. 
Measurements: Not known.
Bibliography: Sogliano 1906, 155–156 (NSA); Boyce 
1937, 110, no. 6; Schefold 1957, 68; A. de Vos 1991, 1099–
1101 (PPM 3); Fröhlich 1991, 318–319, no. F34.
Decorative Scheme: On the left pilaster, Mercury and a 
snake coiled round an omphalos. 
Style and Dating: IV.
Description: A composition of two standing figures on a 
white background. The higher, in the middle, is a youth F1 Detail from NSA 1906, 155. 

Location of F1–F33.
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leaning on a shoulder of a satyr; he wears a cloak which hangs down from his left arm and covers 
his thighs; his right arm is stretched down, and he holds a cantharus from which he pours wine 
into the mouth of a seated panther on his right side, with an artistically folded tail. The smaller 
satyr has a pine wreath on his head, and holds a thyrsus in his left hand. On the right is a small 
tree trunk. 
Comments: This simple and domestic scene takes place in a natural setting. 
 
F2
Location: Casa dei Dioscuri, VI 9, 6-7, great peristyle 53, east 
wall.
Excavation: 1828.
Condition: Destroyed.
Measurements: H figure ca. 65 cm, all ca. 100 cm.
Bibliography: Bechi 1824 [1828] MB 1, tav. 29; Helbig 1868, 
100, no. 399; Reinach 1922, 108, no.5; Schefold 1957, 120; 
Bragantini 1993, 978 (PPM 4).
Decorative Scheme: There are many central pictures in the 
peristyle, e.g. Odysseus and Penelope, Achilles, and also 
youths and Niobids, and several pictures of Venus. 
Style and Dating: IV.
Description: This painting was probably part of the upper 
zone intercolumniation, presenting a composition of two 
figures in front of opened valvae. A satyr sits on a low wall 
with his back in ¾ profile towards the viewer; he supports 
his body with his right hand, and the small hairy tail is above 
the left buttock; his head is in profile, his hair is curly and 
the pointed ear is clearly visible, and he is looking upwards 
towards his companion. The youth is standing almost fron-
tally, his weight on his left foot, and lightly resting his right 
arm on the upper back of the satyr; he wears a cloak hanging 
down from his left shoulder and elbow, covering his thighs; 
the raised left hand holds a thyrsus, and his head is slightly 
bent to the left; his curly hair is decorated with a wreath. 
Comments: The common subject of a half-naked Bacchus leaning on a satyr is presented here in 
a sophisticated architectural frame, with the seated satyr shown from an exceptional viewpoint.

F3
Location: Casa di Meleagro, VI 9, 2, peristyle 16, north wall, eighth panel from the west.  
Excavation: 1829.
Condition: Destroyed. 
Measurements: H of the painting 49 cm, W 46 cm.
Bibliography: Fiorelli 1864 (PAH 3), 86; Helbig 1868, 100, no. 401: Dionysus and a boy; Roux–
Barré 1870, 44–45, no. II 114: with Ampelus; Fiorelli 1875, 131; Overbeck – Mau 1884, 311; 
Reinach 1922, 108, 4; Warscher 1938, DAIR, Codex IX 2 no. 178–179; Schefold 1957, 112; Bra-
gantini 1993, 710–711 (PPM 4).

F2 Original drawing G. Marsigli, 
MB 1, 29. 
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Decorative Scheme: There are several mythological 
motifs around the peristyle, e.g. Silenus and baby Bac-
chus, Apollo and Daphne, a cupid and a fighting faun, 
satyrs and Narcissus.
Style and Dating: IV.
Description: A composition of two standing figures. 
A youth with his weight on his right foot is leaning 
on an altar or other kind of sculpted stone; he wears a 
cloak that covers his legs and winds around his back 
towards the left elbow; his head is in ¾ profile, and 
his long curly hair decorated with a wreath; in his left 
hand he holds a thyrsus diagonally; he looks down-
wards at a small boy, to whom he offers grapes with 
his right hand. The boy is depicted in ¾ profile with 
his right side towards the viewer; he wears an exomis 
over the left shoulder, a cap on his head, and is lifting 
up both arms to catch the grapes. There may be a win-
dow in the background above the youth’s head.
Comments: The little boy in the company of Bacchus 
is robed and wears a cap, which is a rare type of head-
cover, but used also by Bacchus F5, maenads, and sa-
tyrs. The parallels support his identification as a satyr, 
e.g. as Comus as in D4 above and F4 below. Here he is 
depicted instead of the more customary panther.

F4
Location: Casa dei Dioscuri, VI, 9, 6-7, atrium (37), 
south wall, western end, vignette, MANN 9268.
Excavation: 1828.
Condition: Good.
Measurements: H of the painting 72 cm. 
Bibliography: Helbig 1868, 100, no. 400: Dionysus 
and a satyr boy; Fiorelli 1875, 135; Schefold 1957, 116; 
Bragantini 1993, 861, 890–891 (PPM 4); Richardson 
2000, 109: The Dioscuri Painter.
Decorative Scheme: The central panels depict several 
gods. 
Style and Dating: IV.
Description: A composition of two standing figures 
and an animal. In the middle a youth stands with his 
weight on his right foot; he wears sandals and an al-
most transparent cloak with light greenish edgings, 
hanging down from his left arm and covering his left 
thigh; his head is in ¾ profile and decorated with a 
wreath; in his raised left hand he holds a thyrsus; his 

F3 Original drawing N. La Volpe, MB 8, 
51. 

F4 Detail MANN 9268 (2009). 
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right arm is stretched out, and he holds a cantharus from which a small satyr is drinking. The 
satyr wears a fur loincloth and is adorned with a pine wreath; he holds the cantharus with both 
hands above his head. On the left side of the youth stands a panther with both forelegs raised, 
trying to get the youth’s attention by biting the fold of his cloak. 
Comments: A simple composition with humour. The satyr boy is drinking with enthusiasm, 
while the panther calls for Bacchus’ attention to take the boy’s place.

F5
Location: Casa dei Postumii/Casa di Marcus 
Holconius Rufus, VIII 4, 4, room 5 (cubicu-
lum), north wall, western side, central picture.
Excavation: (1766, 1855,) 1860–1861.
Condition: Good.
Measurements: H of the painting 28 cm, W 30 
cm, with frames 34.5 cm and 36 cm.
Bibliography: Fiorelli 1861, tav. 4, 6 (GdSc); 
Minervini 1861, 20 and pl. 11, 4 (BAIt): Bac-
chant and a satyr; Helbig 1868, 96, no. 384: Di-
onysus and a satyr; Breton 1870, 459; Fiorelli 
1875, 333; Reinach 1922, 333, no 15; Bragan-
tini 1998, 464–465 (PPM 8); Dickmann – Pir-
son 1998, 418–419; Romizzi 2006, 459, no. 
755.
Decorative Scheme: There are several Bacchic 
paintings with tight compositions in the room, 
e.g. a maenad holding baby Bacchus with a 
thyrsus G7. 
Style and Dating: IV.
Description: A tight composition of two busts on a white background. The youth on the left is 
presented in ¾ profile, looking at the shorter figure in profile; he wears a tunic leaving his right 
shoulder bare and a bluish cap on his curly hair; in his right hand he holds a cantharus, in his left 
hand he seems to carry a thyrsus, visible behind his head. The satyr’s head, with curls or possibly 
also horns, is lifted up, and he looks the youth in the eyes, holding a shorter thyrsus against his 
left shoulder.
Comments: A young Bacchus offers wine to a satyr. His cap is a rare type of headcover, but also 
known from other paintings. The central position of the vessel and the wordless interaction 
between the figures alludes to offering and craving wine.

F6
Location: Casa del Moralista /di C. Arrius Crescens, III 4, 2, upper floor, room 26, south wall, 
central picture (room above summer triclinium 12).
Excavation: 1916.
Condition: Fragmentary; only the faces and upper bodies are partially preserved.
Measurements: Large, details not known.

F5 Pompeii, photo from Jackie and Bob Dunn. 
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Bibliography: Spinazzola 1953, 741, 744, 
749–750; Schefold 1957, 58; Bragantini 1991, 
431–433 (PPM 3); Hodske 2007, 163, no. 112. 
Decorative Scheme: In the side field, a smaller 
central picture depicts a satyr discovering a 
maenad. 
Style and Dating: III, phase II B.
Description: A composition of at least three 
figures. A youth with curly hair stands in the 
middle, leaning with his right arm on a shorter 
male on his right; his fingers touch the darker 
skin of this male, of whom only a part of the 
hair, the right shoulder, and the right arm are 
preserved. On the left stands a robed female 
figure in profile, watching the two males; her 
hair is tied with a fillet.
Comments: A tranquil scene with young Bac-
chus leaning on a satyr, with a maenad observ-
ing the scene.

F7
Location: Casa dei Vettii, VI 15, 1, room q 
(oecus), north wall, upper zone, eastern end. 
Excavation: 1894.
Condition: Damaged. 
Measurements: H of standing figures 60–70 
cm, H of the upper zone ca. 170cm.
Bibliography: Mau 1896, 88: Bacchus with a 
short beard; Sogliano 1898, 323–324 fig. 38, 
339 (MonAnt 8); Curtius 1929, 145, 147–148: 
Dionysiac groups, satyr and maenad, drunken 
Silenus, Dionysus and Pan; Schefold 1957, 
148; Peters 1977, 103, pl. 65; Archer 1981, 
270–273; Peters 1982, 640–641, 651; PPP II, 
316–317: no identification of Bacchus; Sam-
paolo 1994, 542–543 (PPM 5): Bacchic figures: 
satyrs, maenads and Pan.
Decorative Scheme: The central part of the north wall is destroyed. In the architectural painting 
of the upper zone there are 12 figures, e.g. Silenus and a hermaphrodite, dancing and playing 
figures, an old satyr, and a torch bearer. On the east wall is a satyr with a skyphos, and a maenad 
with a thyrsus. On the wall in the central field, Bacchus and Ariadne as floating figures (D6). In 
the predella frieze, several cupids engaged in Dionysiac activities.426 

426 The most famous part of this reception room is the frieze with cupids and psychae. One part is a thiasus, 
where a cupid as Bacchus rides a cart pulled by goats. Cf. e.g. Clarke 1991, 215–218.

F7 Detail from Curtius 1929, 145. 

F6 Pompeii, detail from PPM 3, 433.
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Style and Dating: IV.427

Description: Four figures in an architectural setting against the white background of the upper 
zone. The composition as a whole remains unclear, due to the destruction of the central part. 
On the right, a robed youth stands behind slim columns; his right arm is raised and he holds a 
thyrsus in his hand; the left arm is on his waist; the head is almost in profile and adorned with a 
wreath, possibly of vine; he looks down at a small faun with horns and hoofs. The faun holds a 
long torch with both hands and steps forward to the left, while looking back at the youth. In the 
left framed space, there are two figures seemingly engaged in a separate activity from the former 
figures. A naked male with his back towards the viewer is reclining on the ground, and against 
a framed rectangular space, presumably a socle but depicted as transparent; he supports himself 
with his left arm, and his right arm is raised towards the female, who is intently looking down at 
him with her right arm lifted; she has a vessel in her hand and pours wine into the mouth of the 
satyr. The former group is joining the couple. 
Comments: This is a night-time event, with the faun lighting the way for the fully robed Bac-
chus. The idea of the short beard seems not very plausible. The pouring of wine into someone’s 
mouth now takes place between a maenad and a satyr, instead of the customary pairing of Bac-
chus and a panther or a satyr. The upper zone as a whole is a depiction of a night-time thiasus, 
with the divinity entering last.

F8
Location: Caupona with thermopolium, V 4, 7, behind the counter, north wall between the 
doors.
Excavation: 1902. 
Condition: Almost destroyed, headless figures when discovered. 
Measurements: Not known. 

427 For the attribution of the painters and date, see Peters 1977, 103–104.

F8 Lantern slide (York and Son, in/before 1890, HEIR Oxford). 
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Bibliography: Paribeni (NSA) 1902, 375–377; Schefold 1957, 84: Bacchus and a satyr; PPP II, 98. 
Bragantini 1991, 1055–1057 (PPM 3).
Decorative Scheme: Not known.
Style and Dating: IV.
Description: A composition of two figures facing opposite directions on a light background. On 
the left, a youth stands with his weight on his right foot; he wears a reddish cloak, which hangs 
down from the left side and covers only the left thigh, revealing his genitals, and high boots; in his 
right hand he holds an object and leans with his left arm on a shorter Silenus. He wears a cloak that 
covers the lower part of his body; his skin is darker, and he plays the cithara, holding it with his left 
hand. Above them grows a vine.
Comments: A young almost naked Bacchus with Silenus playing the cithara is a common motif. 
The object in the youth’s hand may have been a cantharus, and there may have been a panther 
as well. 

F9
Location: Casa della Venere in bikini, I 11, 6-7, 
room 7 (tablinum), south wall, central picture
Excavation: 1913. 
Condition: Damaged. 
Measurements: H of the painting 56 cm, W 
50 cm.
Bibliography: Fergola – Parise Badoni 1990, 
526 and 550–551 (PPM 2); Richardson 2000, 
124: Bacchus with a maenad, The Io Painter; 
Romizzi 2006, 333, no. 116: the player is mae-
nad; Hodske 2007, 161, no. 79: the player is 
Silenus, the composition is a variant of the 
discovery of Ariadne. 
Decorative Scheme: Other fields depict a cu-
pid and a female head in a medallion. 
Style and Dating: IV.
Description: A composition of two adult fig-
ures and a child. In the middle stands a youth 
with his weight on his right foot; he wears a 
red cloak with blue edgings, covering his 
thighs and wrapping around to the left elbow; 
his curly hair with a wreath is parted in the 
middle and falls to his shoulders; he looks into 
the distance; in his left arm he holds a thyrsus with ribbons and pine cone on the top, while in 
the right hand he holds a cantharus, from which he pours wine onto a sitting panther. In front 
of the youth, to the left, stands a small naked satyr with a pine wreath on his head, holding a 
bunch of grapes in both hands. Behind the youth, on the right, stands a Silenus wearing a light 
blue cloak covering his legs; he strikes the tambourine with his right hand, supporting it with 
his left, against his shoulder.

F9 Pompeii (2014). 
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Comments: A nonchalant Bacchus accompanied by a musician Silenus and a mini thiasus. The 
small satyr may be Comus, as above. 

F10
Location: Casa del Larario doppio(?), VII 3 east side, 
possibly 13. According to the drawing of G. Abbate the 
painting was unearthed in the presence of the duke of 
Omal, from a house ”prima del Quadrivio della Strada 
del Fortuna”.428

Excavation: 1843.
Condition: Destroyed. 
Measurements: Not known. 
Bibliography: Sampaolo 1995, 259–260 (PPM Disegna-
tori).
Decorative Scheme: Not known. 
Style and Dating: Probably IV.
Description: A composition of two figures. In the mid-
dle stands a youth with his weight on his right foot; he 
wears sandals and carries a cloak on both arms, cover-
ing his left thigh and forming an arch on his calf; his 
curly hair, tied with loose ribbons, falls to his shoulders; 
he looks at the figure on his left; in his left arm he holds a thyrsus, in his right hand a cantharus, 
from which he pours wine onto a sitting panther with its right foreleg raised. On the right stands 
Silenus with a cloak covering his legs; he is striking the tambourine with his right hand and sup-
ports it with his left against the neck. Behind the youth is a column and a wall with a cornice. 
Comments: The musical moment is taking place indoors. Bacchus seems to be listening to Sile-
nus, in contrast to the former depiction F9 above. 

F11
Location: Casa di Ercole ed Auge, VIII, 3,4, atrium (2).
Excavation: (1816) and 1838.
Condition: Destroyed. 
Measurements: Possibly H and W of the painting 35 cm.
Bibliography: Schultz 1838, 201(AdI); Helbig 1868, 99, no. 395b429; Fiorelli 1875, 321; Schefold 
1957, 220: second room on the left side of the atrium; Sampaolo 1995, 259–260 (PPM Disegna-
tori); Bragantini 1998, 357 (PPM 8); Romizzi 2006, 455, no. 742).

428 Abbate’s drawing (Napoli ADS 811) gives the following information: “V.B. L’archtitetto Direttore Cav. 
Pietro Bianchi 8bre 9bre 1843.” The eastern side of insula VII 3 was excavated in January–September 1843. 
Even if other Bacchic paintings are described from this area, these kind of features are not mentioned, e.g. 
by Avellino 1843, 1-7 (BAN 18–19). Helbig 1868, 99, no. 395b, argued erroneously that Abbate’s drawing 
depicted a painting in the house VIII 3, 4. The exact location remains thus unclear.
429 Helbig’s information on the drawing by Abbate is incorrect – it places the painting in another location. 
PPM Disegnatori 260, analysis of the picture 37.

F10 Drawing G. Abbate (MANN). 
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Decorative Scheme: Not known. 
Style and Dating: IV. 
Description: A composition of two figures. A youth leaning on Silenus playing the lyre. With 
one hand the youth pours wine from a cantharus onto a standing panther.
Comments: Bacchus is accompanied by Silenus playing a lyre this time, rather than the tympa-
num as in F10 above. 

F12
Location: Pompeii, incorrectly considered to 
be from the room next to the temple of Apol-
lo. The exact location is unknown, MANN 
”9269”, possibly VIII 3, 2.430

Excavation: Not known, because of the incor-
rect attribution to the temple of Apollo. 
Condition: Good.
Measurements: H of the painting 95 cm, W 
85 cm.
Bibliography: Ruesch 1908, 343, no. 1445; 
Herrmann – Bruckmann 1904–1931, 265, 
Taf. 194: not in Helbig’s catalogue, location 
unknown; Elia 1932, 80–81, no. 177: painting 
imitates a statuary group; Gasparri 1986, 547 
LIMC 3:1 s.v. Dionysos/Bacchus no. 70; Sam-
paolo 1995, 426, 429–430 (PPM Disegnatori); 
Sampaolo 1997, 303 (PPM 7): not from the 
temple of Apollo. 
Decorative Scheme: Not known. 
Style and Dating: IV.
Description: A composition of two figures. In 
the middle stands a tall youth, leaning with his 
left arm on Silenus playing a lyre; the youth 
looks into the distance, and wears a very large 
cloak which covers both legs and hangs down from the right forearm and the left upper arm; 
with his right hand he pours wine from a cantharus onto a skinny panther sitting with his back 
against the others. On the left side of the picture is a cliff with bushes. The painting is framed by 
an architectural structure, seen in perspective.
Comments: This musical moment takes place outdoors. The young Bacchus looks absorbed in 
his thoughts, not paying attention to the animal. 

430 Also Casa degli Scienziati, VI 14, 43 is suggested in a photograph card in the MANN. 

F12 Photo from Herrmann – Bruckmann, 
Taf. 194. There is also a drawing by G. Abbate 
(MANN, ADS 862). 
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F13
Location: House VII 7, 30 room 9, posticum 
connected to the temple of Apollo (VII 7, 32), 
central picture.431 
Excavation: 1817.
Condition: Destroyed. 
Measurements: H of the painting 61 cm, W 
66 cm.
Bibliography: Bechi 1825 MB 2, tav. 35; Ma-
zois 4 (1838), pl. 42; Ternite - Müller 1, Heft 
3, 14–15, Taf. 4-5; Gell 1852, 155, 157, 165, 
205–206: a clearly marked halo in the draw-
ing432; Fiorelli PAH I 3, 211–212 (Giornale de-
gli Scavi); Helbig 1868, 98–99, no. 395: white 
nimbus; Overbeck – Mau 1884, 103–104; 
Schefold 1957, 192; Pompéi. Travaux, 144, 149; 
Bragantini 1995, 113, 115 (PPM Disegnatori); 
Sampaolo 1997, 302–304 (PPM 7); Romizzi 
2006, 436, no. 654; Berg 2007, 70: possibly a 
hermaphrodite433, though commonly con-
sidered as Dionysus; Moormann 2011, 71: 
drunken Dionysus.
Decorative Scheme: In the side fields, medal-
lions, possibly with Bacchic motifs. 
Style and Dating: IV.
Description: There are four 19th century ver-
sions of this painting, with only minor differ-
ences between them. The basic composition is 
with two persons. An almost naked youth with a 
cloak around his arms and wearing boots stands 
in the middle, leaning on the shoulder of Silenus, 
who plays the lyre; the youth pours wine from a 
cantharus in his right hand. In the foreground, on the left, sits a panther with left foreleg raised (in 
three versions, interpreted as a winged cupid in one) drinking the wine. In the background, a land-
scape with rocks and a vine, on the right side a basket full of fruit and a crater on a short pillar. 

431 Eschebach 1993, 305 identifies the building as a school.
432 Gell claims that the painting ”had been anciently removed from another situation” and neatly fastened. 
The drawing published by Gell is not as precise as the one by Bechi.
433 According to Berg 2007, 69–72, Bacchic hermaphrodites are to be found in the following houses: V 1, 
26, room T; V 4, room 12; VI 7, 18, room 11; VIII 4, 4, room 31; VII 7, 32 (the temple of Apollo, but more 
likely in 30) and IX 8, 3, room 41; this last mentioned figure carries a torch and a cantharus, and wears 
a band across the chest in accordance with some Bacchi, e.g. my E1, but the head is not that of Bacchus. 
Sampaolo 1999, 1040–1041 (PPM 9). I disagree with some of Berg’s identifications.

F13 Gell 1852, 165 shows a halo. 

F13 Map from Overbeck – Mau 1884, 96. Room 
9 is x on the lower right. 
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Comments: Another musical moment out in nature. The variation comes from the outfit of 
young Bacchus, and the panther is analogically the most probable figure in the left corner, al-
though some early drawings sketch other animals or even a cupid in its place. This room may 
have been used by the priests or custodians of the temple. – It cannot be without significance 
that this painting was placed in the side chamber of the temple of Apollo. The relationship be-
tween the two gods was known of old: there were temples dedicated to both divinities in Delphi 
and in the deme of Icaria in Attica,434 and they also shared a connection to the theatre.435 In 
Pompeii, in the House of Marcus Lucretius Fronto (V 4), the attributes of the two divinities – 
holding in one hand a drinking horn, a cup, or tambourine, and on the other a lyre, tripod, or 
swans – may have been expressions of the different sides of the same divine impulse.436 – About 
a half of the 19th century publishers included a halo for Bacchus.437 Halo as a mark of distinc-
tion became more common for Bacchus in the second century AD.438 The remarkable headgear 

434 C.D. Buck 1889, ’Discoveries in the Attic Deme of Ikaria, 1888’, AJA 5 (1889), 174–176.
435 Moltesen 2002, 148, the statue of Omphalos Apollo in the theatre of Dionysus in Athens.
436 Among others Clarke 1991, 157–158 explores the relationship between Apollo and Bacchus.
437 Another suggested case with a halo is the main figure on the southern wall of the room h in the House 
I 3, 25. It has been identified as Dionysus with a nimbus only by the posture, which is the same as that of 
Bacchus pouring wine from a cantharus to a panther, alas without the animal or the vessel. More probable 
identifications are Hesperus or Helios/Sol. Identified as Dionysus or Apollo by Moormann 1988. 142; Hes-
perus by Schefold 1957, 13 and Schefold 1962, 126; Helios by Fiorelli 1875, 58 and Sogliano 1879, 154, no. 
455; Bacchus by Lorenz 2008, 526.
438 N. Cecconi, ‘Dioniso e la corona di luce. Iconografia e immaginario della figura di Dioniso nimbato’, 

F13 Detail, Ternite - Müller (1), Heft 3, Taf. 4.F13 Original drawing G. Maldarelli, MB 2, 35. 
There is no halo, which is more likely correct.
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of cultic male dancers, a basket crown (kalathos), in the cult of the Apollon Karneios, 439 can 
easily be mixed with a sun-ray crown.

F14
Location: Casa di M. Lucretius Fronto, V 4, 
a.11, room 12 (triclinium) opening to a peri-
style, east wall, southern side, central picture. 
Excavation: 1899.
Condition: Damaged. 
Measurements: H of the painting 34 cm, W 
32 cm.
Bibliography: Sogliano 1901 NSA, 164, 
166: Dionysus, cubiculum s; Mau 1901, 353 
MDAI(R) 16: Bacchus und Silen; Schefold 
1957, 86: Bacchus; PPP II: hermaphrodite; 
M. de Vos 1991, 1025 (PPM 3): hermaphro-
dite; Peters – Moormann 1993, 350: Dionysus; 
Romizzi 2006, 359, no. 247: both identifica-
tions, more likely Dionysus; Hodske 2007, 
161, no. 170: Dionysus; Berg 2007, 70: her-
maphrodite.
Decorative Scheme: Other central pictures 
depict Pyramus and Thisbe, possibly a fishing 
Venus and Polyphemus receiving a letter from 
Galatea.
Style and Dating: IV. 
Description: A composition of two standing figures on yellowish terrain against a simple archi-
tectural background. An effeminate youth with fair complexion stands frontally, with his weight 
on his right foot; in his right hand he holds a thyrsus with a bunch of leaves and a torch-like 
decoration on the top; he leans on a somewhat shorter Silenus with his left elbow, holding in his 
left hand a cantharus; he holds a yellow cloak in his arms, appearing otherwise naked; his dark 
curly hair falls to his shoulders. Silenus wears yellow shoes and a red cloak with a blue lining, 
tucked up as a belt; his upper body is turned to the left, towards his lyre, which he plays with 
both hands, while looking at the youth. At the back, a bluish wall with a green cornice and a red 
column, just behind the youth. 
Comments: Though the pose is customary to practically naked Bacchus leaning on a playing 
Silenus, the figure would possible be a hermaphrodite, not Bacchus. This painting had a paral-
lel in room t of the House of Caecilius Iucundus (published e.g. in Karivieri 2014, 99, 102). The 
torch-like thyrsus would be a rarity to Bacchus. It is more common for hermaphrodites and 
divinites of light. 

Otium 1 (2016), Article 8. 
439 Trendall 1989, 22, fig. 23.

F14 The torch indicates more likely a hermaphro-
dite. Pompeii, photo from Jackie and Bob Dunn. 
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F15
Location: Casa delle Forme di Creta, VII 4, 62, 
room 7 (triclinium), north wall, upper zone. 
Excavation: 1832.
Condition: Destroyed, right side already ear-
lier.440

Measurements: Not known.
Bibliography: Schefold 1957, 189: a thiasus; 
Schefold 1962, Taf. 117,1; Staub Gierow 1997, 
151–152 (PPM 7): Dionysus with a satyr; PPM 
Disegnatori, 368; Staub Gierow 2000 (HiP 10), 
100–101, figs. 350–351: Dionysus supported 
by Silenus.
Decorative Scheme: The central picture below 
depicts Hylas and nymphs (MANN 8882), in 
the side fields are floating figures.
Style and Dating: IV, probably after AD 62. 
Description: The main composition is of four 
persons inside a complex architectural setting, 
an arched pergola with pavilion wings. The 
figures stand on a garland, which is supported 
by round discs over the aedicula of the central 
zone. On the left, an almost naked satyr standing on the disc wears a cloak on his back and plays 
the syrinx. To his right, the tallest figure, an almost naked youth with a cloak on his left side and 
an ivy wreath on his head, leans on a second satyr with his left arm; his right hand extends to-
wards the first satyr; there seems to be something in his hand. The satyr by the youth’s side plays 
the lyre, and wears a cloak down from the hips. On the right stands an older satyr, Silenus, on the 
disc, facing the others and playing crotales.441 The figures on both sides of the main composition 
stand inside the pavilions; the one on the left side carries a hydria, the other on the right a patera. 
Comments: A young almost naked Bacchus now leans on a young satyr, elsewhere the player is 
an old satyr, Silenus. The event on the top of the garland is also unusual for a thiasus.

F16
Location: Probably Pompeii, but possibly Herculaneum, MANN 9274.
Excavation: Probably 1749.
Condition: Damaged. 
Measurements: H of the painting 101–109 cm, W 69–77 cm.
Bibliography: PAH I, 9 (29.3.1749): bacanal; Quaranta 1835, tav. 22 (MB 11): Bacchus with 
Silenus and two other figures, Herculaneum; Helbig 1868, no. 397: Dionysus, Silenus, satyr, bac-
chante; Ruesch 1908, 316, no. 1332; Reinach 1922, 108, no. 8; Elia 1932, 52 no. 79; Gasparri 1986, 

440 In a photo, DAI Rome 56.1221, the maenad on the right is destroyed.
441 Staub Gierow 2000, 101: tympanum. I do see the crotales in the drawing, but Silenus is cut off from the 
old photo presented by Staub Gierow.

F15 Bacchus and his companions stand in the 
middle of the upper zone. Drawing G. Abbate 
(MANN). 
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547 LIMC 3:1 s.v. Dionysos/Bacchus no. 71; 
Grasso 2009, 432–433, no. 255 (Pittura pom-
peiana): Dionysus and maenad; Hodske 2007, 
161, no. 847; Griesi 2011, 244 and 256, no. 38: 
Dionysus, maenad, satyr, Silenus, Herculane-
um. His reference to Ruggiero 1881, does not 
fit to pages of Storia degli Scavi di Ercolano.
Decorative Scheme: Not known.
Style and Dating: IV.
Description: A very tight composition of four 
persons. The tallest, in the middle, is a youth 
wearing a blue cloak with red edgings; it cov-
ers his legs from mid-thighs downwards, and 
goes round his back up to his left elbow; he 
carries a thyrsus in his left arm, and in his right 
hand a rhyton, from which he pours wine – 
in theory to the ground, but in practice into 
the right hand of a satyr, who stands behind 
the youth with his muscular right leg visible; 
he holds a bunch of grapes in his right hand, 
and looks up towards the youth; the top of a 
pedum appears by the youth’s elbow, assum-
edly held in the satyr’s left hand. In the fore-
ground on the left stands a mangy panther 
with a wreath round its body, lapping up the 
wine from the ground. On the youth’s left side 
stands a short jovial Silenus, playing the lyre 
with his left hand and holding the instrument with his right. Behind him stands a tall maenad in 
a red robe, looking intensively at the youth. The composition is framed by wine leaves. 
Comments: A somewhat effeminate and naked Bacchus; the rhyton is a less customary attribute. 
The panther is also unusual both in his appearance and by the way he is lapping his wine up from 
the ground. The composition is full of small anomalies. 

F17
Location: Casa di M. Spurius Mesor, VII 3, 29, room p (ala), one 
of three central pictures. 
Excavation: 1868.
Condition: Destroyed. 
Measurements: H of the painting 30–31 cm, W 36 cm.
Bibliography: Helbig 1868, 97, no. 386: Dionysus, satyr and Sile-
nus; Fiorelli 1875, 207; Schefold 1957, 178; Sampaolo 1995, 723 
(PPM Disegnatori); (PPM VI) 940–941; Romizzi 2006, 422–423, 
no. 586.
Decorative Scheme: The other central pictures depict a satyr with 
a maenad, and Hercules with Omphale, all with special gestures.

F17 Drawing N. La Volpe 
(MANN).  

F16 MANN 9274 (2009) originates either from 
Pompeii or Herculaneum, but the earliest notifi-
cation is most probably from Pompeii. 
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Style and Dating: III.
Description: A composition of three busts, heads slightly turned to their left. The one in the 
middle is an effeminate youth wearing a chlamys, which forms an arch on his naked chest; his 
long and curly hair is tied with a taenia, which he touches with the delicate fingers of his right 
hand. On the youth’s left stands a sprightly, bearded satyr with a pine wreath on his head. On the 
right side stands Silenus with a ribbon and leaves at his temples. All three are intensively looking 
to their left.
Comments: The effeminate Bacchus had, according to Helbig, a thyrsus across his chest, while 
La Volpe depicted him with the arching sleeve of a cloak and a leather band. This gesture by 
Bacchus appears every now and then in Pompeian wall paintings, notwithstanding the posture 
of his bodily frame. 

F18
Location: Pompeii, Casa della Regina Caro-
lina VIII 3, 14, room 11, south wall. 
Excavation: Before 1838.
Condition: Destroyed. 
Measurements: Not known. 
Bibliography: Ornati, tav. 63, after F. Morelli’s 
drawing ; Schefold 1957, 221; Bragantini – de 
Vos 1981, 186–187 (Pompei 1748–1980).
Decorative Scheme: On both sides, cupids 
harvesting with ladders, garlands, masks, and 
birds. 
Style and Dating: IV.
Description: A composition of three figures 
inside a draped frame, standing on a podium 
decorated with a still life with a goat, a jug, 
a stemmed large bowl with fruit, and a capsa 
with writing equipment. On the left, a small 
faun with hoofs tries to catch a bunch of 
grapes held by the almost naked youth in the 
middle. On his back he wears a cloak reaching 
down to his knees. Partly overlapping him is a robed female figure on his left, seen in side view; 
in her left hand she holds a thyrsus with long ribbons. 
Comments: A naked young Bacchus holding grapes in his right hand appears from time to 
time in Pompeian wall paintings. Here, they are linked to the activity performed by the cupids. 
The scene imitates a theatre, and the goat in the socle is one the characteristic animals of Bac-
chus.

F19
Location: Villa dei Misteri, room 4, east wall of the alcove, in the middle of the central zone. 
Excavation: 1909.
Condition: Good. 
Measurements: H ca. 58 cm.

F18 Drawing F. Morelli in 1806 (MANN). 



174 The Portrayal of Pompeian Bacchus

Bibliography: De Petra 1910, 142–143: (NSA) gruppo 
del giovane Dionyso in piedi e di un Satiro (tav. 6: Bacco 
e Satiro); Maiuri 1947, 58–59, 178–186; Schröder 1989, 
176–177, no. Y1; Scatozza Höricht 2001–2002, 24; Wyler 
2008, 452–455; Scapini 2016, 198–199. 
Decorative Scheme: The walls have a typical decorative 
structure, where there are pictures in the central zone 
and in the upper zone. Above this group, there is a scene 
in front of a Priapic herm, where a pig is lead to be sac-
rificed by a cupid and a satyr with a torch. On the other 
walls there are a drunken Silenus supported by a satyr, a 
youth aposkopos, two maenads, a priestess and a danc-
ing satyr in the central zone, and another sacrifice scene 
in the upper zone. 
Style and Dating: II, first century BC.
Description: A composition of two figures on a red 
background. On the left is a standing naked youth with 
his legs crossed; his left hand is lifted up and rests on his 
head; on top of his long brown hair is a leafy wreath; he 
looks to the distance on his left, while supporting himself 
with his robed left arm around a considerably smaller 
figure, Silenus, that reaches up to his armpit. He is look-
ing upwards towards the youth, and desperately trying 
to keep him standing, with his arms around the youth’s 
waist. Silenus is wearing a pardalis from the waist down; 
he has dishevelled hair and longish beard. 
Comments: This is a unique subject, a drunken and totally naked standing Bacchus, obviously 
exhausted after his drinking ordeal. The gesture of his right hand is also seen in in the reclining 
figure in the room next door of the villa (D15), and several others. The pardalis of his helper is 
painted with extreme care; overall the picture is of high quality.

F20
Location: Complesso dei Riti magici, II 1, 12, used by the cult community of Sabazius; in the 
façade, south of the gate. Now removed.
Excavation: 1915.
Condition: Damaged. 
Measurements: H of the painting 80 cm, W 66 cm.
Bibliography: Jashemski 1979, 135; Turcan 1989, 318; M. de Vos 1991, 19–21 (PPM 3); Fröhlich 
1991, 312, no. F16; Charles-Laforge 2006, 165–166, Moormann 2011, 183–184.
Decorative Scheme: North of the entrance is Venus with a cupid and a dolphin, on the door-
posts Priapus.
Style and Dating: IV.
Description: A composition of two standing figures on a white background, both turning a little 
to their right. On the left stands a youth holding a purse (Fröhlich: a patera with liquid running 
out) in his right hand with a down-stretched arm, and a caduceus in his left. On the right side, 

F19 Detail from Maiuri 1947, 183. 
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and further towards the front, stands a youth whose posture is almost the same; he wears a red 
cloak hanging over his left arm, which also supports a thyrsus; in his right hand he has a can-
tharus, from which he pours wine; on his head is a leafy wreath. The figures are framed with a 
garland. 
Comments: A half-naked young Bacchus and Mercury are often represented together, the purse 
being, in addition to the caduceus, a characteristic attribute of Mercury. The cult of Sabazius 
may have been of importance to many gladiators from Thrace, and of a private nature, associated 
with Bacchus in the same way as Egyptian Thot was with Mercury. 
 
F21
Location: Thermopolium, I 8, 8, painting at 
the end of the bar counter.
Excavation: 1912. 
Condition: Good. 
Measurements: H of the painting 120 cm, W 
160 cm, H of the weight background 42 cm, 
W 122 cm.
Bibliography: Schefold 1957, 37; Sampaolo 
1990, 802, 805 (PPM 1); Fröhlich 1991, 252–
253, no. L8.
Decorative Scheme: No other figurative paint-
ings.
Style and Dating: IV (Vespasian). The scene 
was painted over the previous one, which was 
probably destroyed by the earthquake. 
Description: A composition of five figures on 
a white background, on the front wall of a lararium. On the left stands a youth looking away; he 
wears a short tunic, a petasus hanging on his back, and holds a purse in his right and a caduceus 
in his left hand. Next to him stands a lar wearing a short tunic with purple clavi, holding in his 

F21 All deities of the lararium painting. Pompeii (2014).

F21 Bar counter in the thermopolium. Pompeii 
(2014).
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raised right hand a cornucopia and a small situla 
in the left. In the middle stands an offering genius 
by a tripodal altar. On his left stands another lar, 
also with a cornucopia and a situla. On the far right 
stands a youth with his weight on his right foot, 
wearing a red cloak which covers his left shoulder 
and both legs; probably there is a band across his 
chest from the right shoulder; on his head is a leafy 
wreath; he holds a thyrsus with a bunch of leaves 
on top in his raised left arm; in his down-stretched 
right hand he holds a cantharus, from which he 
pours wine on a panther. The panther sits with his 
back to the youth, his head turned towards him, 
and right foreleg raised. The figures are framed 
by a garland. Below the white field, two slithering 
snakes are positioned antithetically by an altar on a 
red background. 
Comments: With the usual retinue of the lararia, a 
young half-naked Bacchus is depicted in one of his 
typical activities, offering wine to a panther, quite 
suitably for the nature of the thermopolium. Mercury is commonly represented in the company 
of Bacchus, in this case is the furthest figure. Together they represent commerce and wine.

F22
Location: House north of the House of Iulius Po-
lybius (IX 13, 3), kitchen, lararium. Partly unexca-
vated.
Excavation: 1975–1976.
Condition: Not known.
Measurements: Not known. 
Bibliography: Cerulli Irelli 1976, 241; Fröhlich 
1991, 298–299, no. L110; Bragantini 2003, 356 
(PPM 10).
Decorative Scheme: Not known.
Style and Dating: IV.
Description: A composition of nine figures on a 
white background. Two huge slithering snakes di-
vide the picture into two parts. In the lower part are 
seven figures on a hill, and two disproportionately 
small palm trees in front: on the left there is a couple by a harvested field: a male in a short tunic 
holding a sickle in his left hand, and a female in a long robe with her arms lifted up, who seems 
to be dancing. In the middle there is a group of three robed figures, the first holding a cantharus, 
the second capite velato a cornucopia, and the third a rhyton. In the right corner there are two 
figures: the first is an effeminate and wreathed youth standing frontally with his weight on his 
right foot; his cloak covers his legs and shoulders, and he holds a jug in his right hand; in his 

F22 Drawing M. Oliva (GFN).

F21 Detail, Bacchus with a panther. Pom-
peii (2013).
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raised left arm he supports a thyrsus with a pine cone on top. On the right stands a youth wear-
ing winged boots and a short tunic; his head is depicted in profile to the left; he holds a large 
purse in his right hand and a caduceus in his left. Between the snakes’ heads is a niche decorated 
with garlands, with a lamp inside. Above, on both sides, are lares with cornucopiae and small 
situlae. 
Comments: In this lararium a young Bacchus is depicted in the company of Mercury, as a cou-
ple. The corresponding couple on the left may represent the family. The jug is a rare vessel for 
Bacchus – the drawing by Oliva is perhaps not quite accurate. Palm trees are rarely seen in Pom-
peian lararia, and usually the snakes are slithering amongst leafy bushes.

F23
Location: Popina, taberna lusoria aleariorum, 
VI 14, 28, linked with Casa di Laocoonte, 
room opening to the street, north wall, eastern 
side field, near the entrance.
Excavation: 1875.
Condition: Damaged, details vanished and 
only preparatory lines exist. The building was 
bombed 16.9.1943.
Measurements: H of the figures ca. 40 cm. 
Bibliography: Sogliano 1875, 146, 173 (GdSc 
N.S. 3:25); Sogliano 1879, 95, no. 39; Warscher 
Codex VI 14 no. 57 (1935 DAIR); Schefold 
1957, 134; Bianchi Bandinelli 1969 , 221, fig. 
249; PPP II, 288; Schröder 1989, 145 no. M1; 
Bragantini 1994, 341–342, 346–347 (PPM 5). 
García y García 2006, 90–91. – Drawing by G. 
Discanno (DAIR 83.109).
Decorative Scheme: The central picture of the 
same north wall depicts a fishing Venus. Other 
paintings in the room present two small boys or satyrs and a dog playing with a bunch of grapes 
on the west wall, and Polyphemus receiving Galatea’s letter from a cupid riding a dolphin on the 
south wall. In the opposite place on the north wall is a floating figure.
Style and Dating: IV; Schefold: Vespasian.
Description: A composition of two almost frontal figures. On the left stands a youth with his 
weight on his right foot, leaning idly on a low pillar with his left arm holding a thyrsus; he has 
green boots and wears a violet cloak falling from the pillar over his left thigh to the ground; his 
right arm is resting on his head, which is in ¾ profile, and his long curls are adorned with a vine 
wreath; he is looking at his companion. On his right stands the other youth with his weight on 
his right foot; he wears reddish boots and a green short cloak, and points towards his companion 
with both his hands, one holding a purse, the other a caduceus; his head is almost in profile, and 
he looks at his hands; his hair is curly, and he wears a petasus with wings.
Comments: This is the usual couple of a half-naked young Bacchus and Mercury, decorating the 
right side wall of a taberna, which is clearly visible from the street through a wide opening. The 
gesture of Bacchus with his hand resting on top of his head is known from both standing and 

F23 Drawing G. Discanno (DAIR). 
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reclining figures in Pompeii, and also from statues, e.g. of the Apollon Lykeios-type, identified 
as Bacchus.442 The paintings of this taberna were of good quality, and also numerous. It was a 
place for games, of apparently above average quality, and seemingly enjoyed unprogrammatic 
decoration with some Bacchic features.

F24
Location: House with a pistrinum, VII 1, 36.37, room on the west side of the atrium, lararium of 
the bakery. 
Excavation: 1862.
Condition: Destroyed, damaged when discovered. 
Measurements: H of the painting 116 cm, W 258 cm.
Bibliography: Jordan 1862, 315-316 (AdI): togatus and a naked wreathed youth with a thyrsus; 
Helbig 1868, 21–22, no. 66b: Vesta and Bacchus; Breton 1870, 425: Bacchus with his four follow-
ers; Boyce 1937, 60–61, no. 240; Schefold 1957, 166; Gasparri 1986, 548 LIMC 3:1 s.v. Dionysos/
Bacchus no. 98; Fröhlich 1991, 39, 130 and 150.
Decorative Scheme: Not known. 
Style and Dating: Probably IV.
Description: A composition of four human figures with animals. In the middle stands a figure 
wearing a white robe in front of an altar, holding a sceptre in the left hand and a patera in the 
right. Behind him is either a donkey or an ox. On the left stands a youth wearing a red undulat-
ing chlamys over his shoulder and an ivy wreath on his head; he holds a bunch of grapes in his 
right hand and a thyrsus in his left. Lares are situated on both sides, and below are two snakes.
Comments: In this lararium scene, the identification of the middle figure depends on the iden-
tification of the animal: if it is a donkey, then the white robed figure is female, Vesta. There is no 
problem in identifying the youth as an almost-naked Bacchus. 

F25
Location: Casa d’Ercole, VI 7, 6, north wall of triclini-
um behind the atrium.
Excavation: 1835.
Condition: Destroyed in the 19th century. 
Measurements: Not known. 
Bibliography: Schultz 1838, 179 (AdI); Helbig 1868, 
31, no. 104; Schefold 1957, 99; Bragantini 1993, 382 
(PPM 4); Bragantini 1995, 273 (PPM Disegnatori); 
Romizzi 2006, 370, no. 303.
Decorative Scheme: Hercules and Omphale on the 
east wall, otherwise muses, and snakes coiling cande-
labra.
Style and Dating: IV, (Vespasian).
Description: A composition of three larger frontal fig-
ures, whose heads were damaged when found. On the 
left stands a female figure with her weight on her right 

442 J.-L. Martinez 2009, 86–87, D’Izmir à Smyrne. Découverte d’une cité antique, Paris 2009. 

F25 Drawing G. Abbate (MANN). 
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foot, wearing sandals and a cloak covering her body except her shoulders; her right hand is bent 
to her hip, and with her left arm she leans on the back of the throne, with somewhat bent legs. 
On her right shoulder is a winged cupid, looking towards the centre. On the throne sits a male 
wearing a cloak that covers his hips and legs; he has sandals on his feet; his right hand holds the 
sleeve of his cloak, and with his raised left arm he holds a stick, possibly a sceptre. Next to his 
right foot stands an eagle. On the right side stands a youth with his weight on his right foot; he 
wears a cloak hanging down from his left arm and covering his legs; around his neck is tied a 
garment, probably a nebris or pardalis, with a knot on his chest; in his right hand he holds a cup, 
from which he pours wine onto a panther sitting in front of him, his left foreleg raised; the pan-
ther is in profile with his back to the youth, but his head is turned towards the youth and the cup. 
Comments: This wall painting illustrates a rare combination of Venus, Jupiter, and Bacchus, all 
with their characteristic companions or attributes. Bacchus is the only one with bare feet. The 
remaining paintings of this triclinium do not provide any insight into this painting.

F26
Location: Casa di Sirico, VII 1, 25.46.47, room 
(exedra) northwest of the atrium, north wall, 
central picture. 
Excavation: 1851–1852.
Condition: Good. 
Measurements: H of the painting 126 cm, W 
106 cm.
Bibliography: Fiorelli 1862, 14–16 (GdS): as 
a secondary motif, a votive tablet depicting 
Bacchus in front of the altar; Helbig 1868, 231, 
no. 1139; Schefold 1957, 164: no mention of 
Bacchus, only Hercules with Omphale; Michel 
1982, 560–562, 588; Blanc – Gury 1986, 1028 
LIMC 3:1 s.v. Eros/Amor, Cupido no. 616; 
Sampaolo 1995, 560–561 (PPM Disegnatori); 
Bragantini 1996, 255–257, 266 (PPM 6); Cora-
lini 2001, 53, 100–102; Romizzi 2006, 544, no. 
544; Hodske 2007, 172, no. 413.
Decorative Scheme: The other central pictures 
depict Thetis and Hephaestus, and Apollo and 
Poseidon near the walls of Troy. 
Style and Dating: IV.
Description: A composition of 19 figures di-
vided into several scenes around a central altar. In the foreground, on the right, is a semi-recum-
bent half-naked male supporting himself with his left arm; his right arm is raised above his head 
and he points upwards with his forefinger; his head is bent backwards. In the left corner, four 
small cupids are carrying a club; on the right, one of the cupids is helping the male and another 
stands behind him. On top of the altar stand three more cupids carrying a quiver, while a fourth 
cupid helps them, crouching from a small nearly barren pine tree. Behind, on the left, sits an 
almost naked female by a column with a vessel on top, looking at the scene on her right; two 

F26 Drawing A. Ala (MANN). 
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companions stand by her shoulders. On the 
right in the background is a group of five fig-
ures on a cliff, behind the small tree. The cen-
tral one reclines almost in the same position as 
the one in the foreground, his right hand bent 
and touching his head; he wears a cloak that 
covers only his legs, and an ivy wreath on his 
head. Behind his legs stand three figures, a sa-
tyr with his right arm raised and two maenads, 
the one behind carrying a thyrsus. Behind the 
semi-recumbent male’s left shoulder stands a 
satyr wearing a pine wreath. 
Comments: The figure in the foreground is a 
drunken Hercules, iconographically not dis-
similar to the bronze statue of a drunken satyr 
with a wineskin and snapping fingers from the 
Villa dei Papiri (MANN 5628). In front of the 
column is Omphale with her attendants, and 
in the background on the right is Bacchus with his thiasus. This group is an addition to the type 
where onlookers of Hercules are mainly women. An almost naked young Bacchus has his right 
hand in a typical position over his head. In the current state of preservation the small votive 
tablet leaning on the altar is illegible, and thus Fiorelli’s account of the secondary motif remains 
unproven. It is a tempting idea to emphasize the cult of Bacchus in miniature form, with the 
divinity himself as one of the onlookers. 

F27
Location: House with an officina olearia, VII 4, 25, room 2 
(atrium), east wall, central picture. 
Excavation: 1868.
Condition: Partially preserved when discovered, now de-
stroyed.
Measurements: H of the painting 140 cm.
Bibliography: Brizio 1868, 31–39 (GdS NS 1,2): youth with 
an ivy wreath; Helbig 1868, 232, no. 1141: probably Dionysus; 
Sampaolo 1996, 991 (PPM 6); Coralini 2001, 201–202, no. 
P.084: certamen bibendi, a unique painting influenced by thea-
tre; Romizzi 2006, 424, no. 592; Hodske 2007, 165, no. 416.
Decorative Scheme: Not known.
Style and Dating: IV.
Description: The painting is reddish all over. In the foreground, 
a composition of five main figures with more behind. On the 
left, a satyr stands with his weight on his right foot, turned to-
wards the centre of the picture; he wears a pardalis tied over 
his left shoulder, and points with his right hand towards the male figure in the middle. Close by 
the satyr stands Silenus, who looks in the same direction, while urinating towards the male in 

F26 Original drawing V. Loria (Dipinti murali 
scelti di Pompei). 

F27 Drawing Reinach 116, 1 
(RP 1922). 
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the middle and directing the stream with his right hand; on his bent-upwards left arm he has a 
cloak, and a club on his shoulder. The next figure is a robed female who holds the unfortunate 
male in the middle by the hand, as he is about to fall on his knees; he wears a hide on his back. 
Farther behind, between Silenus and the female, stands a youth with a cloak on his right arm 
and left shoulder; otherwise he is naked except for the wreath on his head; in his right arm he 
holds a thyrsus, and a cantharus in his raised left hand. In the background is a wall of a house 
with an open door, through which a group of people is entering; in the left upper corner is a 
piece of baldachin.
Comments: A young Bacchus is presented in the company of a drunken Hercules in the process 
of falling down; the thiasus is also slightly tipsy, with Silenus carrying the club of Hercules. Bac-
chus holding the cantharus from the bottom is a rare detail; his larger size and position above 
the other figures affirm his identity as Bacchus, supervising the scene.

F28
Location: Casa di Marcus Gavius Rufus, VII 2, 16–17, room u 
(cubiculum), north wall, central picture.
Excavation: 1867.
Condition: Destroyed. 
Measurements: H of the painting 44 cm, W 44 cm.
Bibliography: Matz 1869, 53–55 (AZ); Sogliano 1879, no. 165; 
Reinach 1922, 110, no. 4; Warscher 1936 Codex VII 2 no. 33a 
(DAIR); Schefold 1957, 170; Gasparri 1986, 557 LIMC 3:1 
s.v. Dionysos/Bacchus no. 557; Sampaolo 1996, 575 (PPM 6); 
Romizzi 2006, 417, no. 566; Hodske 2007, 164–165, no. 433.
Decorative Scheme: Not known. 
Style and Dating: IV. 
Description: A composition of three figures. On the left, an 
almost naked female figure with a short cloak on her back is 
depicted in ¾ profile; she rises from the sea, with both arms 
raised towards the youth in the middle. He is about to step into 
the water, and his body is depicted frontally while he is looking back; he wears a billowing cloak 
hanging from his waist and covering his back; his right hand touches the left arm of the female 
in the water; in his left arm he holds a thyrsus with a double ornament on top; on his head is a 
wreath. On the right stands another female, robed and wreathed, her right arm bent over her 
chest. In the background there is a wall with a tile roof, and an almost leafless tree on the left. 
The horizontal line is in the middle of the picture field.
Comments: This is a half-naked young Bacchus persecuted by Lycurgus, fleeing into the sea and 
to the safety of Thetis. The billowing cloak is also sometimes depicted in paintings of the dis-
covery of Ariadne and meeting other humans. The gestures here are noteworthy for expressing 
feelings: Thetis anxious, Bacchus calm and having almost reached safety, as the touching arms 
indicate; the maenad is trying to protect herself, while checking on the progress of the other two. 
Most probably there were more figures in the destroyed part. 

F28 Drawing Reinach 110, 4 
(RP 1922). 
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F29
Location: Casa della Regina Margherita, V 2, 1, r (triclinium) opening to a long tablinum, west 
wall, central picture. 
Excavation: 1883. 
Condition: Destroyed. 
Measurements: H of the painting 85 cm, W 80 cm.
Bibliography: Sogliano 1883, 287 (NSA); Mau 1885, 166 (BdI); Schefold 1957, 70; PPP II, 57; 
Sampaolo 1991, 774, 796 (PPM 3).
Decorative Scheme: The central picture on the south wall depicts a sleeping Ariadne with a fig-
ure, possibly Bacchus E15; on the east wall is Narcissus. In the upper zone, Bacchus C7. 
Style and Dating: Probably IV.
Description: An angry-looking figure with a panther. 
Comments: The angry person is probably Lycurgus, while next to the panther there may have 
been a young Bacchus. There are many other Bacchic themes in the same room.

F30
Location: House VII 4, 22 or Villa di Cicero-
ne, MANN 9050.
Excavation: Not known.
Condition: Damaged. 
Measurements: H of the painting 48 cm, W 
48 cm.
Bibliography: Bechi 1827, MB 3, tav. 4: Bacco 
inventore della Commedia; Roux – Barré 2, 
201–203, pl. 66; Helbig 1868, 102, no. 408; Re-
inach 1922, 314, no. 3; Elia 1932, 86, no. 206; 
Schefold 1957, 335; Gasparri 1986, 548 LIMC 
3:1 s.v. Dionysos/Bacchus no. 84; Richardson 
2000, 113: The Dioscuri Painter. 
Decorative Scheme: Not known. 
Style and Dating: IV (Vespasian).
Description: A composition of 13 figures, de-
picted either frontally, sideways, or in ¾ pro-
file. In front, on the left, stands a robed youth 
holding in his raised right hand the beard of 
a mask, and in his left a long pedum, pointed 
downwards. He is assisted by two figures: on 
the left a female figure kneels down, wearing a robe leaving her right shoulder bare; on the right, 
a naked youth is bending down to tie the standing youth’s right sandal. Behind these figures 
stand two others: a veiled female and a youth behind her, both looking at the mask. In the mid-
dle stands the tallest figure, a half-naked youth in ¾ profile to the left, and head to the right; 
he wears a cloak around his hips and left shoulder; on his head is an ivy wreath; his long curly 
hair falls down on his right shoulder; he holds a mask in his raised right hand. Next to him is 
Silenus with only his head, right shoulder, and arm visible, depicted in profile peeking at the 
mask. On the right are six other figures: a female in the front wears a cloak leaving her shoulders 

F30 Original drawing R. d’Auria, MB 3, 4. 
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bare, leaning with her left hand on a low struc-
ture made of cut stone, a bearded and bald old 
man, a child next to another female, and two 
more females in a doorway by a pilaster on 
the right. The wall in the background has two 
openings (a door and a frame?). 
Comments: This is a theatrical scene, with 
three different events presented as a compact 
composition. The tallest figure in the middle is 
Bacchus, the inventor and protector of theatre, 
accompanied by the faithful Silenus. On the 
left, an actor is preparing for his role, assisted 
with his outfit by two other figures; perhaps he 
is seeking inspiration from the mask, which is 
also touched by the divinity. On the right, per-
haps spectators, a heterogeneous lot. This could be a rare depiction of Bacchus inside a theatre, 
with an altar in front of the picture field. Though there are many theatrical wall paintings in 
Pompeii, they present other kinds of Bacchic themes, e.g. in the house of Marcus Lucretius (IX 
3, 5) and in the house of Menander (I 10, 4).

F31
Location: Casa di Marcus Lucretius, IX 3, 5.24, room 16 (triclinium) southeast of the atrium, 
north wall, central picture. 
Excavation: 1846–1847.
Condition: Almost destroyed. 
Measurements: H of the painting 187 cm, W 156 cm.
Bibliography: Raoul-Rochette 1852, 296: the Indian triumph of Bacchus; Falkener 1852, 60–62: 
triumph of Bacchus; Minervini 1865, tav. 23 (MB 15): Bacchus; Helbig 1868, 127, no. 565: a fe-
male figure, though aware of Minervini’s identification as Bacchus; Fiorelli 1875, 392; Overbeck 
– Mau 1884, 318: not Bacchus; Herrmann – Bruckmann I, 80: Dionysus erecting a tropaeum; 
Reinach 1922, 149, no. 1; Lehmann-Hartleben 1941, 43; Schefold 1957, 249; Thompson 1960, 
114–115, 222; Baldwin 1996, 52–53: older adolescent Bacchus;443 Bragantini 1999, 261–264 
(PPM 9): triumph of Dionysus; Richardson 2000, 89: The Achilles Painter; Romizzi 2006, 479, 
no. 877; Hodske 2007, 164, no. 691: Dionysus erecting a tropaeum; Tammisto – Kuivalainen 
2008, 92, 95.
Decorative Scheme: The central picture on the east wall depicts Hercules and Omphale, on the 
south wall the triumph of the infant Bacchus G11. All the smaller pictures depict banqueting 
scenes (e.g. A9). 
Style and Dating: IV.
Description: A composition of five figures. On the left, a satyr with nebris stands with his back 
to the viewer, a pine wreath on his head, and holding a thyrsus. Next to him stands a tall figure, 
a fully robed (a long chiton, a cloak, possibly a nebris) youth wearing sandals; his weight is on 

443 Baldwin makes a common mistake in calling this house Casa di Marcus Lucretius Fronto, and writing 
that the painting was removed to Naples.

F30 Detail, MANN 9050 (2010). 
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his left foot, and he is depicted in ¾ profile except for his chest, which is in full profile; in his 
outstretched right arm he holds a shield; on his head is an ivy wreath. In the foreground, in the 
right corner, an almost naked youth wearing a cloak loosely round his neck sits on a shield; his 
hands are tied behind his back, and he looks away from the other figures. Behind him stand two 
female figures; the one in the middle wears only a cloak hanging down from her waist and an ivy 
wreath on her head; with her upwards stretched arm she supports a shield, on which a winged 
female figure, with her hair tied in a knot, writes with a stylus; she steadies the shield with her left 
hand. Furthest in the background is a tropaeum with a cuirass, a sword, a helmet, and a shield, 
with more arms on the ground. The sky above is light blue. 
Comments: A somewhat effeminate fully robed young Bacchus is depicted with one of his com-
panions, a captive, and Victory with a female assistant. The scene is perhaps to be linked to the 
Indian triumph, to a moment of calmness when the accomplishments of the divinity are being 
inscribed and he is examining the spoils.

F32
Location: Casa degli Epigrammi, V 1, 18, room y (exedra) north of the peristyle, east wall, cen-
tral picture.
Excavation: 1875–1876, room of the epigrams probably in January 1876. 
Condition: Partly damaged. 
Measurements: H of the painting 91 cm, W 69.5 cm.
Bibliography: Dilthey 1876, 311–313 (AdI): Effeminate Bacchus, with a similar statue found in 
Herculaneum (MANN 9276), a drinking contest in the Anthesteria festival in Athens; Fiorelli 
1876, 15 (NSA): Bacchus; Mau 1877, 95 (BdI) Bacchus and adorants; Sogliano 1879, 131, no. 241: 

F31 Pompeii (EPUH); Original drawing G. Abbate, MB 15, 32. 
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cult of Dionysus; Mau 1882, Taf. 5; Schefold 
1957, 65: Bacchus; Beyen 1960, 206: Dionys-
os, with males making offerings; Moormann 
1988, 17, 163, no. 185/2: Ariadne; M. de Vos 
1991, 570–572 (PPM 3): Dionysus; Strocka 
1995, 284–287: Bacchus with horns in reclin-
ing position with cantharus and panther; Caso 
2006, 29–38 (RSP 17): Dionysus Zagreus with 
horns in Anthesteria.
Decorative Scheme: There are large figures 
on both sides of the painting: a psyche play-
ing the cithara on the left, and a priestess on 
the right. On the west wall the central picture 
depicts Venus looking at a faun and a cupid 
wrestling. On the north wall there are three 
framed scenes: male figures offering their nets 
to Pan, Homer with fishermen, and the sacri-
fice of two rams to Bacchus, one of which is 
chewing vine. Indicative names and epigrams 
in Greek were both painted on the walls. 
Style and Dating: II, phase II A, ca. 40–30 BC.
Description: A composition of three (or four) 
figures. In the left corner, a naked male car-
ries a sack or a wineskin in his left hand. In 
the middle stands a wreathed Silenus with 
several wineskins on the ground. (There may 
have been a third figure between these two.) 
The red pedestal with white details is deco-
rated with garlands; on top of the pedestal, on 
a bench covered with a cloth and a thick pil-
low, reclines an effeminate youth; his body is 
golden yellow with reddish shades and white 
reflections; his right arm is raised on top of his 
head, turned left, wreathed and with two small 
horns; he holds a cantharus in his hand, in his 
left arm he has a thyrsus pointed downwards 
and a tympanum; he wears a thin cloak, which covers his legs, and a nebris tied over his left 
shoulder. Behind his knees peeks a panther, standing with left foreleg raised. Trees are painted 
across the background. 
Comments: Bacchus is depicted as a gilded bronze statue. The effeminate features and small 
breasts are typical for a young Bacchus with horns, but the tympanum as his personal attribute 
is rare. The reference to the Anthesteria is theoretical, with wine skins as the only references, nor 
does the pictorial programme with its plethora of paintings in the room support this interpreta-
tion, as the paintings are rather linked to Bacchus and Venus.

F32 Detail, Pompeii (2012); Mau 1908, Taf. 13. 
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F33
Location: House with officina lanifricaria, VII 3, 25 
precise location of the painting unknown.
Excavation: 1843 or 1868.
Condition: Destroyed.
Measurements: Not known. 
Bibliography: Sogliano 1879, 132–133, no. 246; 
Rostowzew 1911, 45, fig. 25; Schefold 1957, 177; 
Moormann 1988, 194, no. 240: yellow statue of Di-
onysus of a rare type, similar to Cybele; Sampaolo 
1996, 900–901 (PPM 6); Megow 1997, LIMC 8:1, 
1033, s.v. Priapos.
Decorative Scheme: Not known. 
Style and Dating: III (possibly Tiberian). 
Description: A landscape with a shrine and three 
figures. In the foreground, on the left, is an arching, 
stepped bridge, on which a youth is sitting; he wears 
sandals, a short cloak, and a brimmed hat. Across 
the river is an ithyphallic statue on top of a stone. On 
the other side of the bridge there are two figures: a 
small robed boy holds a cantharus in his right hand; 
a taller robed figure holds in her left hand a thyrsus with decorations on both ends, and a jug in 
her right hand. In the middle, on a hillock, is a sanctuary with four columns and pavilion with 
the roof decorated with vessels. A votive tablet, thyrsi, and simple staffs lean on the podium. On 
a separate column stands a krater-type vessel. The intercolumnia are decorated with garlands; 
inside is a statue of a sitting partially robed youth holding a thyrsus in his raised right hand. In 
the background there are hills, cliffs, trees, and a herm on the left side mound. There are three 
goats grazing on the right.
Comments: This is a sacral landscape with a cult image depicting Bacchus, as attested by the 
various thyrsi, cantharus, and kraters, and the offering followers: a maenad and a small satyr 
(Comus?). The herms, the one in front Priapic, also suit his cult quite well. Customarily for sa-
cral landscapes, the shrine is depicted next to a leafy tree. 

In more than half of the entries (F1–F19) of this heterogeneous type, Bacchus is depict-
ed in small groups with male, female, and animal companions. Iconographically, these 
wall paintings are less ambitious than the former type with females. Bacchus is most 
often represented as half-naked and standing, engaged in various overlapping activities: 
giving a drink to a panther or to a satyr boy, leaning on a companion, listening atten-
tively or nonchalantly to the music, or showing different levels of interest in the activity 
at hand. The events can take place either indoors or out in the nature. Young Bacchus 
leaning on a playing Silenus is a common subject. The composition is mostly Bacchus 
himself, but a hermaphrodite is also possible. This is a probable situation in F14.

F33 Drawing L. Schulz (DAIR).
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Depictions of the young Bacchus in the company of other divinities (F20–F25) are 
less numerous, but the theme could be painted in a variety of spaces, such as lararia, and 
as central pictures or as façades. Mercury is understandably the favourite companion of 
Bacchus, as many of the places in question dealt with food, drink, or trade. The dispute 
between the gods of light, i.e. the Sternenstreit, is a topic connected to the halo of Pom-
peian Bacchus and the identification of young male divinities depicted together. The 
identification of Bacchus in these scenes is without grounds in my opinion, although 
several scholars considered one of the divinities to be Bacchus.444 I base my opinion 
on four examples: three from Pompeii (VI 7, 23, Casa di Apollo; VII 2, 16–17, Casa di 
Gavio Rufo, MANN 9449; and VII 16, 22, Casa di Fabio Rufo) and one from Hercu-
laneum (MANN 9239), in which the divinities in question are rather Apollo, Sol, and 
Hesperus, with Venus as a secondary figure.445 Even if one of the figures does resemble 
Bacchus, he does not carry any of his proper attributes, such as a thyrsus, a panther, 
grapes, or a drinking vessel, the indentification is not plausible without the attributes.

444 Bechi 1834, MB 14, tav. 21, identified the most important figure as Bacchus, referring to the late build-
ing date, when the cult of Bacchus was especially favoured. The identification as Bacchus by e.g. Helbig 
1868, 97, no. 388, Fiorelli 1875, 117 and Reinach 1922, 107, no. 21, 2, with doubt. For more examples, e.g. 
Schefold 1957, 103, 170. According to the Orphic theories, Liber is equal to the Sun, and the torch could be 
carried by both as an attribute. Elia 1962, 120–121, 123–124. 
445 On alternative interpretations of MANN 9449, Gasparri 1986, 550 LIMC 3:1 s.v. Dionysos/Bacchus no. 
120; Sampaolo 1996, 564–565 (PPM 6); Grasso 2009, 364–365 Pittura pompeiana, no. 170, calls indeed the 
wall painting still as a ”Stibadio dionisiaco”, but leaves the identification open. I see no clearly identifiable 
panther; the animal is white and rather similar to a lamb. It has been identified as a griffin by the feet of 
Apollo, Hodske 2007, 235–236, no. 428.

The 'Sternenstreit' (VI 7, 23). Drawing M. Mastracchio (MANN).
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Another less numerous group of 
paintings (F26–F29) is exceptionally in-
teresting, and it is a great pity that one of 
them (F29) is not preserved. They are re-
markable in both their subjects and com-
positions, and the companions are both 
more commonly depicted figures and rar-
er ones, such as Lycurgus (even if no long-
er being visible). The painting in House IX 
5, 18–21 is said to have depicted Bacchus 
and Pentheus, the Theban king adverse to 
the cult of Bacchus, but is preserved only 
in fragments and is now damaged.446 

The last less numerous group (F30–
F33) depicts a typical young Bacchus, but 
in diverse and somewhat unusual situa-
tions: in the company of mortals such as 
actors, a captive, or his own worshippers, 
alongside a statue of the divinity himself. 
These paintings are indications of the artist’s ambitious ability and/or the client’s taste, 
and often appear to have a narrative behind them, even if we do not know the specifics.

446 Schefold identified the figure in the middle as a potential Pentheus, however the interpretation remains 
very uncertain. The painting in the Casa di Iasone, room f (oecus/triclinium), north wall, is H 135 cm, W 
62 cm. There are three persons depicted in a portico, a youth with darker skin stands with his back to the 
viewer; his only attribute is a wreath on his head. In the middle of the composition sits a figure making 
a rejecting gesture, while a third draped figure on the left looks at the others. Sampaolo does not accept 
Schefold’s identification, and according to Romizzi there are no iconographic parallels. Sogliano/Fiorelli 
1878, 265 (NSA); Sogliano 1879, 243, no. 843; Mau 1880, 81–82 (BdI); Schefold 1957, 263; Schefold 1962, 
91, pl. 53; PPP III, 487; Sampaolo 1999, 690–691 (PPM 9); Romizzi 2006, 486; Hodske 2007, 274, no. 194, 
1–2. The darker skin of the young figure “Bacchus” would be a very unusual way of depicting of him.

Bacchus and Pentheus' (IX 5, 18-21). Drawing 
A. Sikkard (DAIR).
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CHILD BACCHUS

G – Child Bacchus

These images of Bacchus as a child may be categorized in two groups by age. As an 
infant – from the Latin infor*, not yet speaking – and as a somewhat more grown child 
standing on his own feet, but not yet in his teens. In the following 21 entries, Bacchus is 
represented either as alone or accompanied by a selection of human figures or animals. 

There are three basic types in the infant group: the adult figure in the first type 
takes its inspiration from the Praxitelian Hermes (G1–G6); the second type depicts in-
fant Bacchus being held in someone’s arms or lap, or on the shoulders of an adult (G7–
G13); and in the third type (G14) he lies on the ground. In the child group (G15–G21), 
Bacchus is accompanied by one or two persons, either female or male (G15–G18), or is 
riding a panther, or driving a chariot pulled by panthers (G19–G21). 

G1
Location: Casa di Sallustio, VI 2, 4, north wall of peristyle 31, next to the small garden in the 
south side of the house. 
Excavation: 1805–1809.
Condition: Damaged. 
Measurements: H of the figure 23 cm.
Bibliography: Breton 1855, 212–213: figures of fauns and bacchants; Helbig 1868, 94, no. 373: 

Location of G1–G20.
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Bacchus boy and a satyr; Fiorelli 1875, 88; Furtwängler 1880, 121, 
pl. 3, no. 6: Dionysus with wings; Overbeck – Mau 1884, 306; 
Klein 1910, 127: free imitation of Praxitelian Hermes; Reinach 
1922, 122, no. 12: satyr holding cupid depicted with wings; Sche-
fold 1957, 93: satyr and infant Bacchus; Moormann 1988, 169, no. 
198b/2: a satyr (Praxitelian Hermes). 
Decorative Scheme: In the peristyle, Bacchic figures. The central 
picture at the end of the garden depicts Diana and Actaeon. 
Style and Dating: IV (Vespasian, with features of the III style).
Description: A composition of two figures against a black back-
ground. A standing floating figure adorned with a pine wreath 
wears a cloak or a nebris over his right shoulder falling to his left 
hip; he holds a bunch of grapes in his raised right hand, and car-
ries an infant in his left arm and cupped hand. The infant with 
wings tries to reach the grapes. 
Comments: The overall iconographic scheme references the 
Praxitelian marble Hermes in Olympia, holding a bunch of grapes 
above infant Bacchus. The adult’s headgear suggests a satyr. The 
little wings of the infant would identify him rather as a cupid, but 
due to the many parallels, below, he is considered here to be Bac-
chus. The wings were depicted by Furtwängler, who claimed that 
the wings were an error by the painter, copied by Reinach.
 
G2
Location: Casa del Naviglio, VI 10, 11, room c south (triclinium) 
of the peristyle, west wall, upper zone.
Excavation: 1824–1830. 
Condition: Damaged.
Measurements: H of the figure ca. 63 cm. 
Bibliography: Sogliano 1879, 118, no. 154; Klein 1910, 127; Rein-
ach 1922, 97, 4; Warsher 1948 Marmi di Pompei 6 no. 52a; Sche-
fold 1957, 125; Schefold 1962, 125, pl. 94:2; Moormann 1988, 34, 
181, no. 207/2: nude satyr with infant Dionysus; Sampaolo 1993 
PPM IV, 1090, 1092.
Decorative Scheme: Floating Bacchic figures.
Style and Dating: IV (Neronian).
Description: A composition of two figures. A slender satyr wear-
ing a reddish cloak over his left arm and a pardalis on his right 
shoulder stands with his weight on his right foot; he has a pine 
wreath on his head, slightly turned to the left; he holds a bunch 
of grapes in his raised right hand and carries an infant in his left 
arm and cupped hand. The infant tries to reach the grapes with 
his hands, while stretching his left foot towards the satyr. Behind 
them, above the satyr’s head, hangs an undulating vine with an-
other bunch of grapes. The figures are represented on a large ped-

G2 Drawing Reinach 97, 4 
(RP 1922). 

G1 Drawing Reinach 122, 
12 (RP 1922). 
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estal and placed inside a simple architectural frame.
Comments: Similar to G1 above, but the infant is depicted with-
out wings, identifying him without a doubt as Bacchus. The vine 
above is a similar feature to some depictions of the young Bac-
chus.

G3
Location: Casa degli Amorini Dorati, VI 16, 7.38, room g (exe-
dra) east of the peristyle, fragment from the upper zone. All up-
per zones are damaged making the original place impossible to 
identify. P 20534.
Excavation: 1903–1905. 
Condition: Damaged, restored with modern cement.
Measurements: H of the fragment 69 cm, W 39 cm. 
Bibliography: Sogliano 1908, 33 (NSA); Schefold 1957, 155; Sche-
fold 1962, 125; Moormann 1988, 186, no. 220/1: a satyr with in-
fant Dionysus; Seiler 1992, 35, and fig. 198 and 200 (HiP 5); Seiler 
1994, 715, 787–788 (PPM 5).
Decorative Scheme: There are several mythological paintings 
centrally located e.g. Iason, Thetis, Achilles. 
Style and Dating: Originally early III, restored after AD 62.
Description: A composition of two figures in an architectural set-
ting against a light background. A young almost naked muscular 
satyr with spiky dark hair stands on a pedestal; he has a yellow 
cloak over his left arm, and an upright pedum in his hand; the 
light comes from the right of the picture, which puts the satyr’s 
right side in shadow; with his raised right hand he holds fast a 
naked infant, who is sitting astride his right shoulder. The infant’s 
small hand, with fingers spread apart, is visible above the satyr’s 
hand; his skin is lighter than the satyr’s, even pinkish, and the hair 
is fair. Above the satyr’s head is a dark violet candelabrum.
Comments: This is another iconographical variant of the Prax-
itelian type, the raised arms of both figures replacing the grapes, 
and with a different placement of the infant. The architectural 
background is exceptional, but related to the previous G2 with its 
framed composition and the candelabrum at the back of the male 
making up part of the architectural structure.447 

G4
Location: Casa di Iasone, IX 5, 18, room f (oecus/triclinium) west 
of a peristyle, west wall, upper zone, central panel. P 17718.
Excavation: 1878.

447 Cf. e.g. the architectural structure in the Villa Imperiale, east wall in room c, Moormann 1988, 223, fig. 
305/3.

G3 Fragment Pompeii inv. 
20543. 

G4 Drawing H.D. Mirick, 
Van Buren 1932, pl. 11,2. 
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Condition: Damaged.
Measurements: H of the figure 41 cm. 
Bibliography: Sogliano/Fiorelli 1878, 265 (NSA); Sogliano 1879, 117, no. 153: satyr with pine 
wreath and boy Dionysus; Mau 1880, 84 (BdI); van Buren 1932, 38-40, 696; Schefold 1957, 263; 
Bastet – De Vos 1979, 49–51; Moormann 1988, 216–217, no. 288: a satyr with infant Dionysus.
Decorative Scheme: The framed picture is divided into two halves by a column; the other half on 
the right depicts two female busts, the one in front as reading a book. The central zones had large 
mythological pictures, below Iason and Pelias, and in the north wall a fragmentary painting of 
three naked men.448 Side fields with isolated figures.
Style and Dating: III.
Description: A composition of two figures against a white background. A young satyr stands 
on a quadrangular white pedestal with an undulating cloak on his back; his right arm is raised 
above his head and his raised left hand supports the naked infant sitting on his left shoulder. The 
infant stretches his right hand towards the right hand of the male.
Comments: This is another reminiscence of the Praxitelian Hermes, and a mirror image of the 
previous G3. The pedestal also indicates that this depiction is of a painted statue. Even if the 
grapes are no longer visible, the act is the same as in the previous examples. The painting is on 
the back wall of a large oecus/triclinium, the wall first seen when entering the room. The females 
are presented as realistic portraits, in contrast to the often-repeated statuary style in Pompeii. 
This is an odd combination, and I wonder if it is a religious statement. 

G5
Location: Casa della Venere in conchiglie, II 
3, 3, room 4 (cubiculum) southeast of atrium, 
south wall, central picture. 
Excavation: 1933–1935.
Condition: Damaged.
Measurements: H of the painting 44 cm, W 
44 cm.
Bibliography: Della Corte NSA 1936, 323; A. 
De Vos, 1991, 119, 121, 124 (PPM 3); Hermes 
and Dionysus; Romizzi 2006, 340, no. 152; 
Hodske 2007, Tabelle 1, no. 101; Anguissola 
2010, 372 Mercury and Bacchus – she links 
the infant with motherhood and the picture of 
a young bride around the corner.
Decorative Scheme: Cupids as floating figures 
and several busts as medallions.
Style and Dating: IV.
Description: A composition of two figures 
against a light blue background, with red 
frames. A male bust, raising his right arm to 

448 Schefold 1962, 91, pl. 53, “Pentheus Dionysos abweisend”. Cf. Sogliano 1879, 243, no. 843 and Zevi 
1964, 37. As there are no distinctive attributes, I see them as unidentifiable.

G5 Pompeii, photo from Jackie and Bob Dunn. 
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the top of his head, carries an infant on his left shoulder and holds a bunch of grapes in his 
right hand. The chubby infant sits astride with his back turned to the male, and his legs hanging 
straight down. Both have remains of darkish hair and are facing the viewer. 
Comments: Similar to the previous G4, except for the posture of Bacchus turning away from 
the adult, interpreted as Mercury rather than a satyr due to his curly hair lacking any features 
typical of satyrs. 

G6 
Location: Villa Imperiale, VIII 1,a, porticus c, 
east wall, architectural aedicula in the upper 
zone. 
Excavation: 1947.
Condition: Partially damaged, e.g. right hand 
of the satyr. 
Measurements: H ca. 38 cm. 
Bibliography: Schefold 1957, 291: satyr with 
child Bacchus; Moormann 1988, 223–224, no. 
305/3:4: satyr with Eros.
Decorative Scheme: In the socle there are cu-
pids and centaurs; in the black central zone sa-
cral landscapes and medallions and a marine 
frieze; in the upper zone, in architectural set-
tings, many mythological figures: one is Apol-
lo, another a possibly standing young Bacchus, 
several satyrs, and various mythical animals. 
Style and Dating: III.
Description: A naked young and tanned satyr 
against a white background, posed frontally, is 
standing on a very high and narrow pedestal; 
both legs are held tightly together due to the 
very limited space; he is holding a syrinx in his 
right hand and an infant on his left shoulder. The infant’s complexion is lighter, and he is sitting 
astride in a ¾ pose; his right hand is stretched towards the satyr’s head and his raised left hand 
touches the satyr’s left hand. On both sides there are two columns sharing a podium, on top of 
the entablatures are vases; garlands above, fastened to high columns further away. 
Comments: Another variation of the Praxitelian infant Bacchus. The composition varies to 
some extent from the other Pompeian examples above, with the protagonists’ left hands joined 
together, and the infant is not being teased with a bunch of grapes, and the architectural struc-
ture is more elaborate, similar to a sacred double gate. 

G7
Location: Casa dei Postumii/Casa di Marcus Holconius Rufus, VIII 4, 4, room 5 (cubiculum), 
north wall, east end, central picture.
Excavation: (1766, 1855), 1860–1861.
Condition: Damaged. 

G6 Pompeii (2012). 
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Measurements: H of the painting 28 cm, W 
30 cm.
Bibliography: Fiorelli 1861, 20 (GdSc): Ari-
adne and boy Iacchus; Helbig 1868, 94, no. 372: 
bacchant and boy Dionysus; Reinach 1922, 33, 
no. 16: bacchant and Dionysus child; Sampao-
lo 1995, 692 (PPM Disegnatori): maenad and 
baby Dionysus (La Volpe: bacchant and small 
faun); Dickmann 1998, 465 (PPM 8): maenad 
and baby Dionysus; Dickmann – Pirson 1998, 
418–419, Taf. 84; Anguissola 2010, 372, 373, 
fig. 202: infant Dionysus in the arms of a mae-
nad, considered as an example of an intimate 
picture referring to motherhood and life, with 
an infant in a cubiculum.
Decorative Scheme: Several Bacchic paintings 
in the room, e.g. a young half-naked Bacchus 
offering wine to a satyr F5.
Style and Dating: IV.
Description: A composition of two figures. A robed female holds a naked reclining infant in her 
right hand; she wears a green chiton, a red cloak, and an ivy wreath on her head; she looks at the 
child. The naked infant carries in his right hand a small thyrsus with a bunch of leaves on top; 
his right leg comes out from the frame.
Comments: A maenad holding the infant Bacchus.

G8
Location: Casa del Balcone pensile, VII 12, 28, room k (triclinium). 
Excavation: 1863.
Condition: Destroyed. 
Measurements: H of the painting 28 cm. 
Bibliography: Helbig 1868, 94, no. 374: boy Dionysus; Fiorelli 1875, 292; Bragantini 1997, 609 
(PPM 6); Romizzi 2006, 444, no. 685.
Decorative Scheme: Other central pictures depict cupids being sold, Diana and Callisto, and 
Admetus with Alcestis.
Style and Dating: IV.
Description: A composition of two figures. Silenus, adorned with an ivy wreath, reclines on the 
grass, holding an infant in his lap and right arm. Beside him is a thyrsus and a cantharus. 
Comments: Silenus and the infant Bacchus are depicted in a rare pose. 

G9
Location: Casa dei Postumii/Casa di Marcus Holconius Rufus, VIII 4, 4, atrium, north wall, 
Excavation: 1860–1861.
Condition: Destroyed. 
Measurements: H of the picture 34 cm. 
Bibliography: Fiorelli 1861, 15 (GdSc): Silenus and boy Bacchus; Helbig 1868, 94, no. 375: boy 

G7 Pompeii, photo from Jackie and Bob Dunn. 



195Comm. Hum. Litt. Vol. 140

Dionysus; Dickmann 1998, 460–461 (PPM 8).
Decorative Scheme: There is a mask depicting Oceanus. 
Style and Dating: IV.
Description: A composition of two figures. Silenus, wearing an ivy wreath, reclines on the 
ground, holding an infant tightly on his lap, a thyrsus beside him. The infant tries to escape.
Comments: Silenus and the infant Bacchus are depicted in this rare pose, similar to the previous 
G8, but here with a more active infant, not wanting to be held anymore. 

G10
Location: Casa di Meleagro, VI 9, 2, peristyle 
16, west wall, one of the central pictures.
Excavation: 1829–1830.
Condition: Destroyed.
Measurements: H of the painting 48 cm, W 
46 cm.
Bibliography: Quaranta 1834, (MB 10), tav. 
25; Helbig 1868, no. 377; Fiorelli 1875, 130; 
Overbeck – Mau 1884, 311; Reinach1922, 
105,4; Warsher 1938 CTP IX 2 no. 184 (DAI); 
Schefold 1957, 112; Bragantini 1993, 716–717 
(PPM IV); Hodske 2007, 165, no. 259.
Decorative Scheme: There are several paint-
ings in the peristyle e.g. Hymenaeus, Silenus 
looking at a fighting faun and cupid, Thetis, 
Apollo, an abandoned Ariadne, and Venus. 
Style and Dating: IV.
Description: A composition of three figures. 
On the left stands a half-naked female, leaning 
with her left arm on a sitting Silenus; her green 
cloak leaves her chest and stomach bare; in her 
raised right hand she holds a bunch of grapes. 
Old Silenus is wearing a red cloak on his legs 
and holds an infant high in the air. The naked infant tries to catch the grapes above him. On the 
right side is a small draped male statue on a pedestal decorated with green bands; he holds his 
cloak with both hands and wears a wreath on his head. 
Comments: Silenus playing with the infant Bacchus. The headless female on the left is a maenad, 
who participates in the action by dangling the grapes. The statue probably depicts Priapus. A 
parallel motif with more figures was found in Herculaneum (MANN 9270). That painting is also 
larger.449 

449 Griesi 2011, 247, 255, no. 36. In a rocky landscape there are more nymphs, a faun, Mercury, a donkey, 
and a panther. – Richardson 2000, 117–118, 121: The Infancy of Bacchus Painter.

G10 Original drawing N. La Volpe, MB 10, 25. 
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G11
Location: Casa di Marcus Lucretius, IX 3, 5, room 
16 (triclinium), southeast of atrium, opening also 
to the garden, central picture on the south wall, 
MANN 9285.
Excavation: 1846–1847.
Condition: Good. 
Measurements: H of the painting 188 cm, W 158 
cm.
Bibliography: Panofka 1847, 134–135 (BdI): edu-
cation of Bacchus; Falkener 1855, 60: triumph of 
Bacchus in India; Welcker 1861, 205–209: Silenus 
with child Bacchus; Helbig 1868, 95–96, no. 379; 
Ruesch 1908, 311, no. 1317; Reinach 1922, 106, 3; 
Rizzo 1929, 43; Curtius 1929, 296–300; Elia 1932, 
44, no. 55; Lehmann-Hartleben 1941, 43; Bruhl 
1953, 148450; Schefold 1957, 249: triumph of Bac-
chus; Thompson 1960, 114–115, 221; Gasparri 
1986, 554 LIMC 3:1 s.v. Dionysos/Bacchus no. 
177; Bragantini 1990, 276–277 (PPM 9); Richard-
son 2000, 89: The Achilles Painter; Romizzi 2006, 
479, no. 877; Tammisto – Kuivalainen 2008, 92, 94; 
Scapini 2016, 184.
Decorative Scheme: The central picture of the east 
wall depicts Hercules visiting Omphale, and on the 
north wall Bacchus is setting up a tropaeum F31. 
All the pictures in the side fields depict banquets. 
Style and Dating: IV (after AD 62).
Description: A composition of 11 figures and a 
chariot drawn by two oxen. A clothed Silenus sits 
on the chariot with a naked infant on his lap. The 
infant holds a thyrsus with a ribbon and a bunch of 
leaves on top in his raised right hand, while hold-
ing with his left hand the lower end of the ribbon. 
Two clothed female figures are also on the chariot; 
the one on the left lifts a large jar, the other behind 
Silenus is looking away. In the foreground on the 
left stands a robed female in profile, helping to lift 
the jar with both of her raised hands; in front of 
her walks a faun with hoofs, carrying a pedum on his right shoulder. In between the oxen in the 
foreground stands a naked youth, probably a satyr, in profile. In the background on the right are 
more members of the thiasus. The first is a satyr wearing a nebris and a pine wreath, and playing 
the aulos. Behind him stand three figures with only their heads visible. 

450 He gives the place incorrectly as the House of Lucretius Fronto.

G11 Original drawing G. Abbate, Niccolini 
(1) 1854, Casa di Marco Lucrezio, tav. 2. 
MANN 9285 (EPUH). 
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Comments: The infant Bacchus is depicted as 
the central figure in a triumphal chariot, sur-
rounded by his thiasus. The oxen are his ani-
mals as well. 

G12
Location: Pompeii, MANN 9281.
Excavation: Not known. 
Condition: Good.
Measurements: D 21 cm; H of the painting 39 
cm, W 29 cm.
Bibliography: Helbig 1868, 93–94, no. 370; 
Elia 1932, 111, no. 305: a Roman family; Sche-
fold 1957, 342; Herbig 1962, 12–13, plate 18, 
Richardson 2000, 144: tondo of busts of couple 
with infant Bacchus, The Iphigenia Painter.
Decorative Scheme: Not known.
Style and Dating: Vespasian.
Description: A medallion against grey back-
ground. Two busts and an infant.
Comments: A maenad and a satyr with in-
fant Bacchus. If an ordinary family portrait is 
painted like this, there is bound to be a reli-
gious meaning.

G13
Location: Praedia Iuliae Felicis, II, 4,3 atrium 
24 or courtyard 31. MANN 9275.
Excavation: 1755–1757.
Condition: Good.
Measurements: H of the painting 25 cm, W 
84 cm.
Bibliography: Weber’s map (1757) no. 24, no. 
31; Reinach 1922, 117, no. 6: bearded Bac-
chus statue with offerings; Spinazzola 1953:1, 
292–293: Silenus and the head of Dionysus, a 
crater, polishing tools and a beater on a bench; 
Sampaolo 1991, 212–213 (PPM 3): statue of a 
philosopher.
Decorative Scheme: Three isolated scenes 
with respective solitary figures on a dark back-
ground. The one on the left depicts a sphinx 
with a fountain, the one in the middle a beard-

G12 MANN 9281 (2017). 

G13 Detail MANN 9275. 
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ed herm451 with a fountain, a hoop, and a column drum with possibly a thyrsus.
Style and Dating: IV, after 62 AD.
Description: A statue of a fully robed male stands on a pedestal behind of a table. He is depicted 
in ¾ profile to his left; his head is adorned with a wreath; his arms are inside the himation and 
he holds tight an infant. The infant peeks morosely out of the drapery; he may be wreathed, his 
head is only half visible. The table is cartibulum-like, with lateral supports ending in animal feet 
in front; on top of it there is a leafy branch and two unidentified objects crossing each other. By 
the table on the right side there is a column-crater and a short thyrsus.
Comments: In Pompeii this is a unique depiction of an infant Bacchus held by Silenus inside 
his cloak, by an offering scene. Elsewhere, in an early Apulian volute-crater ca. 400 BC, infant 
Bacchus is shown concealed in the thigh of Jupiter surrounded by Mercury and the Nymphs.452 
Spinazzola’s idea of polishing tools on a bench, with more tools in the adjacent picture with the 
column drum being a roller, is not plausible. The leafy branch could be a stem of giant fennel 
(narthex), as is seen in South Italian vases,453 and the other objects on the offering table are 
probably firewood.

G14
Location: Casa di Titus Dentatius Panthera, IX 2, 16, room b (cubiculum), east wall, frieze.
Excavation: 1867.
Condition: Destroyed.
Measurements: H of the painting 18 cm, W 64 cm.
Bibliography: Helbig 1868, 324, no. 1401b, 2; Schefold 1957, 242: Child Bacchus with nymphs; 
Sampaolo 1999, 8–9 (PPM 9). 
Decorative Scheme: The central picture on the east wall depicts Theseus abandoning Ariadne. 
The frieze has several paintings with mythological subjects.
Style and Dating: III.
Description: A composition of three figures. On the left sits a female watching a reclining child 
in the middle. He is naked and raises his right hand. On the right is another robed female.
Comments: A small Bacchus is depicted with nymphs. The actual subject is uncertain, due to 
the scarce information available.

G15
Location: Casa dei Dioscuri, VI 9, 6-7, room 44 (cubiculum), south wall, central picture.
Excavation: 1826.
Condition: Damaged, the incised lines are still clearly visible.
Measurements: H of the painting 45 cm, W 42 cm. 
Bibliography: Helbig 1868, 95, no. 378; Warscher 1941 CTP VI 9, 6 nos. 626, 627, after 630, 635 
(DAI); Richardson 1955, 38–39; Schefold 1957, 119; Bragantini 1993, 934–935 (PPM IV); Rich-
ardson 2000, 143: The Iphigenia Painter; Romizzi 2006, 384, no. 397; Hodske 2007, 165, 291.
Decorative Scheme: Other central pictures depict Apollo and Daphne on the west wall, and pos-

451 Reinach 1922, 117, no. 7: bearded Dionysus with offerings. 
452 Trendall 1989, 27, 256, fig. 49. 
453 Trendall 1989, 21–22, fig. 23 (Lucania), 76, fig. 114 (Apulia). 
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sibly Adonis on the north wall. 
Style and Dating: IV.
Description: A composition of three figures. On the 
left Silenus, depicted in profile sitting on a rectan-
gular stone bench; he holds a bunch of grapes in his 
raised left hand. In the middle stands a child trying 
to catch the grapes with raised hands. On the right 
stands a robed female figure leaning on a pillar. 
Comments: Another playful scene, the teasing of the 
standing Bacchus as he is watched over by the third 
protagonist, a maenad. This is a variant of G10, with 
infant Bacchus in the hands of Silenus. 

G16
Location: Casa del Menandro, I 10, 4, room 11 
(oecus or triclinium), north wall, central picture. Ex-
cavation: 1928.
Condition: Damaged. 
Measurements: H and W of the painting 47 cm, with 
frames 51 cm. 
Bibliography: Schefold 1957, 41; F. Parise Badoni 
1990, 301 (PPM 2); Richardson 2000, 140: The Iphi-
genia Painter; Ling 2005, 67–69, 204–205, plate 61; 
Romizzi 2006, 329, no. 94; Hodske 2007, no. 63.
Decorative Scheme: The central picture on the east 
wall depicts a satyr with a cupid,454 on the west wall 
Perseus and Andromeda. 
Style and Dating: IV. 
Description: A composition of two figures. On the 
left, a robed female figure stands with her weight on 
her left foot leaning on a pillar with her right arm, on 
which hangs a cloak; she has a thyrsus with a bunch 
of leaves on top, and stretches her left hand towards 
a small boy in the middle; he raises both his hands 
towards the female’s hand above him. Behind them, 
on the right side, there is a door. 
Comments: The event is taking place indoors, a maenad teasing standing Bacchus. This is a 
variant of G15 above.

G17
Location: Casa di M. Fabius Rufus, VII 16, 22, room 58 (cubiculum) north wall, central picture.
Excavation: (1759, 1910, 1940,) 1958, 1960–1980.
Condition: Fractures, otherwise good.

454 This is a variation of the child Bacchus theme, see e.g. Hodske 2007, 165, no. 65.

G15 Pompeii, photo from Jackie and Bob 
Dunn. 

G16 Drawing L.A. Ling, Ling 2005, 360, 
fig. 31
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Measurements: H of the painting ca. 50 cm, 
W 40 cm.
Bibliography: Pompei 1748–1980, 22, 29; Bra-
gantini 1997 (PPM 7), 1063, 1065: boy Dio-
nysus and a satyr looking like a young god; 
Romizzi 2006, 449-450, no. 717; Hodske 2007, 
165, no. 562: satyr and boy Dionysus.
Decorative Scheme: The other central pictures 
depict Narcissus and Hercules with a female 
figure. 
Style and Dating: IV.
Description: On the left stands a young 
wreathed satyr callipygos ¾ in rear view, with 
his weight on his right foot; his cloak hangs 
from his left arm, covering only his thighs; he 
has a staff in his left arm, probably a thyrsus; 
he holds a bunch of grapes in his right hand; 
his head is in profile, and he looks down at 
the boy standing in the middle. The boy also 
stands partly in rear view, looking at the satyr; 
he wears a short tunic and tries to catch the 
grapes above him with both hands. In the foreground on the right, there is a fallen crater, and 
behind it an altar decorated with a pedum and a patera.
Comments: The satyr’s pose is rare, but the event is very common in Bacchic wall paintings. The 
scene resembles the young Bacchus offering grapes to a small satyr in F3, now having exchanged 
their roles. 

G18
Location: Casa di Titus Dentatius Panthera, 
IX 2, 16, room b (cubiculum), east wall, frieze 
(dado).
Excavation: 1867.
Condition: Destroyed.
Measurements: H of the painting 18 cm, W 
70 cm.
Bibliography: Helbig 1868,130, no. 571b; 
Fiorelli 1878, 382–382: ithyphallic figure; 
Schefold 1957, 242: Bacchus as ephebe with 
nymphs; Schefold 1962, 67, pl. 44:3; Sampaolo 1999, 8–9 (PPM 9); Romizzi 2006, 472, s.n. 
Decorative Scheme: The central picture on the east wall depicts Theseus abandoning Ariadne. 
The second part of the frieze consisted of Bacchic cult objects, e.g. a small herm next to a sacred 
tree.455 The third part showed e.g. Apollo and Marsyas.

455 Moormann 1988, 210, no. 279/1, identifies the herm as Dionysus. However, the image is without clear 
attributes. 

G17 Pompeii, photo from Jackie and Bob Dunn. 

G18 Drawing L. Schulz (DAIR). 
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Style and Dating: III.
Description: A composition of three figures. On the left stands a robed female next to a stone, 
looking at a child in the middle. He stands with his weight on his right foot, holding a cantharus 
in his right hand and an upright thyrsus in his left. On the right is a draped female figure, sitting 
on a stone and holding a vessel in her right hand. 
Comments: The child Bacchus stands between two nymphs, who are watching him. There is 
some confusion in the research literature about the motifs of the frieze, but this part is explicitly 
Bacchic. In G15–G17 a standing child is depicted as reaching for grapes, with one or more adults 
actively participating in the scene. In the isolated case G18 the standing boy is surrounded by 
figures who passively watch him not participating in the action. There is a variation of this theme 
with similar isolated figures known from Herculaneum (MANN 9267).456

G19
Location: Casa del Sacello Iliaco, I 6, 4, room 
e (sacellum), on the vaulted ceiling, on the 
west side between the almond shaped medal-
lions.  
Excavation: 1913, 1929. 
Condition: Damaged but restored.
Measurements: Not known.
Bibliography: Spinazzola 1953, 545-547, plate 
34: cupids; Schefold 1957, 23: chariot of Bac-
chus; Bragantini 1990, 302-304 (PPM 1): cu-
pids; Blanc 1997, 38: une moindre mesure 
bacchique; Bassani 2008, 214–215.
Decorative Scheme: On the vault in the mid-
dle is Ganymede, on the west side the chariot 
of Venus, elsewhere satyrs and maenads. On 
the lunette, Selene and Endymion. The frieze below depicts scenes of the Trojan war. 
Style and Dating: IV (Vespasian).
Description: A chariot is drawn by panthers, led by a cupid. On the chariot stands a figure, now 
damaged.
Comments: Usually scholars have considered all of the small figures to be cupids, some with 
wings and some wingless. Bacchus may therefore be the small damaged charioteer. This exam-
ple, and the next two cases, are interpreted here as the child Bacchus, instead of a cupid, as they 
are lacking wings. 

G20
Location: Fullonica di Stephanus, I 6,7, room e (atrium), east wall, on the right of the door to 
room c.
Excavation: 1912. 
Condition: Damaged.
Measurements: W 36 cm. 

456 E.g. AdE, and Elia 1932, 47, no. 61.

G19 Drawing A. Sanarica, detail, Spinazzola 
1953, tav. 34. 
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Bibliography: Della Corte NSA 1912, 289: un 
bambino nudo (Bacco fanciullo); Boyce 1937, 
110, no. 2: outer wall; Schefold 1957, 24457; 
PPP I, 33: chariot with Bacchic attributes; 
Sampaolo 1990, 336–338 (PPM 1).
Decorative Scheme: Various animals. 
Style and Dating: IV (Vespasian).
Description: A composition of a chariot 
drawn by two panthers on a red background. 
The two-wheeled chariot displays Bacchic at-
tributes such as scyphus and cantharus, and 
a child figure leading the panthers beside the 
chariot.
Comments: The painting is so damaged that 
the identification cannot be explicit, with Bacchus however being a fair possibility. A compari-
son to the above G19 makes the attribution not unlikely. 

G21
Location: Casa Imperiale, I 11, 17, room 4 
(oecus), south wall, central side field, small 
framed panel. Excavation: 1954–1960.
Condition: Damaged. 
Measurements: Not known.
Bibliography: Fergola and M. de Vos 1990, 
666, 667 and 677 (PPM 2): baby Dionysus. 
Decorative Scheme: There are other small pic-
tures with figures. On the east wall is a me-
dallion depicting Venus and two cupids. On 
the north wall there is a vannus with a veiled 
phallus and a thyrsus in the upper zone, and a medallion with Bacchic heads in the central zone. 
Style and Dating: IV.
Description: A child rides a panther holding a bunch of grapes.
Comments: The child Bacchus urges his mount on with grapes, for which the animal has a 
predilection known from other wall paintings. From Herculaneum comes a painting of infant 
Bacchus sitting on a horse, if not a donkey, MANN 9122. 

The subject of the infant Bacchus includes three main iconographic types: the first de-
picts a lone, naked, and standing youth carrying the infant either on his shoulder or in 
his arms. In the second type, the infant is carried either by a robed maenad or Silenus, 
sometimes accompanied by other figures. The isolated third type, a unicum, depicts the 

457 Referring to the Notizie degli Scavi, Boyce placed the painting on the outer wall. That is why Schefold 
listed two different paintings for this house, but this is the actual one – the other is an incorrect addition.

G21 Pompeii (GNF), also PPM 2, 677. 

G20 Pompeii (1959). Photo Stanley A. Jashems-
ki. 
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baby Bacchus on the ground, accompanied by two women watching him. The paintings 
are in some cases presented inside frames, and some may depict statues, while others 
are presented as floating figures or the central pictures in their panels. The size of the 
latter examples vary according to the function of the room. G11, the largest example 
and of very high quality, depicts the triumph of the infant Bacchus - the only composi-
tion of the kind coming from a large triclinium.

It is not easy to convincingly identify the small figures depicted along with a pan-
ther or a chariot. The overall decorative schemes of the rooms in question, however, al-
low for the identification as Bacchus. Winged Bacchic cupids do exist in Pompeii, with 
the most famous examples being those from the Casa dei Vettii, room q, placed along 
with other paintings depicting a youthful Bacchus.458 A good example is a mosaic from 
Casa del Fauno (MANN 9991) with a Bacchic Cupid or Genius riding a lion-panther.459 
There is also a painting with a child Bacchus on a seated panther from Herculaneum 
(MANN 9122). The child Bacchus is easy to confuse with cupids carrying Bacchic at-
tributes; my criteria in differentiating between the two has been to classify figures with-
out wings and of individualized appearance, and either alone or in a small group, as 
Bacchus - as cupids usually appear in groups of similar figures.460

Although the overall popularity of the infant or child Bacchus in Pompeian wall 
paintings is not marked, more than one-third of the examples come from cubicula. This 
may refer to the use of these spaces by women and children.

458 The carriage of cupids is considered to depict Bacchus e.g. by Gasparri 1986, 557 LIMC 3:1 s.v. Dio-
nysos/Bacchus no. 221. Cf. my chapter Mosaics.
459 E.g. Gasparri 1986, 559 LIMC 3:1 s.v. Dionysos/Bacchus no. 258 defines it as an assimilation (in a 
subchapter Assimilazioni di Bacco ad una divinità); Blanc – Gury 1986, 1022 LIMC 3:1 s.v. Eros/Amor, 
Cupido no. 578. Cf. below the catalogue of mosaics.
460 In my material, a single cupid appears in the company of Venus on the temple pediment H1.
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8. Catalogue of Sculptures and Minor Arts

The Pompeian sculptures and objects of minor arts depicting Bacchus appear in many 
sizes and materials, from figurines to reliefs, half-size statues, and engravings, and in-
clude all the main iconographic types. The 21 items in the catalogue are divided into 
groups according to the material, starting with the oldest, i.e. tufa, followed by marble, 
terracotta,461 bronze, bone, and glass. In the following analysis, attention is paid both to 
the iconography of the items and to their function. Herms, although the most numer-
ous type of marble sculptures with depictions of Bacchus, are presented here only in the 
Appendix 2.462

This section of the catalogue is more heterogeneous, as it includes objects of dif-
ferent materials, and none of the publications that the material was collected from 
had Pompeian Bacchus as their primary focus. The catalogue is a modified version of 
that used for the wall paintings. As to the dating, I have accepted the given dates in 
the research literature, which are mostly vague but acceptable in the context of Ro-
man Pompeian society. In general, there are more imported sculptures compared to 

461 Bacchi made of terracotta are very rare. There are no examples in the catalogue of d’Ambrosio – Bor-
riello 1990, but many satyrs and Sileni exist, 29–43. I have not included to this study any lamps or terra 
sigillata.
462 They are treated more in detail in my forthcoming article.

Location of H1–H21.
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the inserted central pictures of wall paintings (none of which seems to appear in my 
material). 

Stone Objects H1–H8

Tufa H1–H5
 
H1 Pedimental relief
Location: The extramural temple in the area of Sant’Abbondio, western pediment towards the 
river.
Excavation: 1947.
Condition: Outer edges completely missing, edges between blocks damaged, faces of the hu-
man figures partially or completely destroyed, otherwise well preserved. Original colours nearly 
vanished, some white, red, yellow and blue traces under later white overpaint.
Measurements: W ca 4.40 m, max. H 0.90 m.
Bibliography: Maiuri 1958a, 119–120; Elia 1965, 188–189; Elia 1975, 120–123, 138–139; Elia 
– Pugliese Carratelli 1979, 456–471; Döhl – Zanker 1979, 181; Lacam 2010, 313; Wyler 2013, 
47–58.
Description: The composition consists of six slabs of grey Nucerian tufa with four human and 
two animal figures. From the left, a panther with a floating tail is running towards the centre. 
A reclining satyr, whose loins are covered with a cloak, faces the panther and stretches his right 
hand towards the animal; his left-hand fingers rest on the right knee of the next figure. He is a 
fully robed youth who holds a cantharus with a moulded foot by the stem in his outstretched 
right hand, and a bunch of grapes in his left, while leaning on a fulcrum of the adjacent kline463; 
his torso and face are depicted frontally, his face is round, with a strong chin and a small mouth 
with full lips; his short hair is curly and adorned with a wreath, and a veil is falling on his shoul-
ders. In the centre of the pediment - and of the whole composition - there is an upright thyrsus 
with a ribbon. On the right side, a female is leaning on the fulcrum covered with upholstery; 

463 I would considerer the piece on the ground as belonging to the kline, not to be a tambourine as Wyler 
2013, 48, 55. 

H1 Pedimental relief from the extramural temple, western pediment towards the river. Pompeii, 
antiquarium (2017). All blocks.
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her upper body is depicted frontally, 
making the gesture of anakalypsis 
with her left hand; her robe is gir-
dled and tied on the right shoulder, 
her right arm rests on her hip. By 
her feet is a kneeling cupid, who 
holds in his outstretched right hand 
a mirror or a fan. A bird with a long, 
folded neck is depicted in the right 
corner, facing the other figures. 
Dating: Second half of the third 
century BC.
Comments: This is a scene of a 
symposion in connection with a 
wedding. The central position of 
the thyrsus confirms the subject as 
Bacchic and the identity of the male 
undisputedly Bacchus, the Oscan 
Loufir, who is lifting the cantharus 
towards the viewer. The female is 
Venus, the Oscan Herentas, rather 
than Ariadne; she is identified by 
her own specific attributes, the 
mirror/fan, the swan, and the cu-
pid, and also by her being the most 
important local goddess of old.464 
Parallel compositions with similar 
figures are known from Etruscan 
Vulci, from two sepulchral or model 
templar pediments, starting from the third century to the first century BC.465 His left hand as 
well as the female’s right hand are somewhat out of proportion, not dissimilarly e.g. to the cameo 
glass H21 and innumerous wall paintings. – This is a rare pedimental depiction of the Bacchic 
world, sharing the subject of a symposium with an Archaic pediment from Figareto on the is-
land of Corfu, where only half of the pediment is preserved: a bearded Dionysus with a rhyton 

464 The sacred area of the temple of Venus probably existed already in the sixth century BC in Pompeii. The 
divinity had features of both the Greek Aphrodite and Etruscan Uni, Curti 2008b, 70–71.
465 Cristofani 1986, 531–541, LIMC 3, s.v. Dionysos/Fufluns. Cristofani’s no. 62, in the museum of Vulci, is 
a pediment of a sepulchral aedicule depicting very similar figures excluding the satyr, and with two thyrsi 
instead of one (= Jurgeit no. 20); Jurgeit 1986, 1073 LIMC 3, s.v. Ariadne/Ariatha no. 21 is a temple model 
of terracotta with Dionysus and Ariadne symbolizing the sacred union in the pediment. They are the only 
figures and Ariadne is depicted as callipyge. Other parallels depict sitting figures, one a terracotta slab 
from Vulci, now in the Archaeological Museum of Florence (73842), the other is a vase from Ruvo, now in 
MANN, Elia 1979, 467–468.

H1 Pedimental relief from the extramural temple, Detail: 
Bacchus and Venus; panther. Pompeii, antiquarium (2017). 
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in his hand as the middle figure, accompanied by a young male symposionist, a panther, and a 
Molossian hound; the males are intensely looking at the scene on their left, now alas lost (a game 
of kottabos perhaps?).466 Both the Figaretan and the Pompeian pediments seem to depict two 
scenes seemingly independent of each other. In Figareto the other half of the pediment remains 
unknown, in Pompeii the panegyric of wine in the presence of the customary associates, a satyr 
and a panther, is presented on the left side, while on the right side a female beauty, Venus, is 
tending to her toilet with her usual attendants. She is Venus much rather than Ariadne, as the 
pediment comes from Pompeii.

H2 Relief
Location: Pompeii, no exact location, P 8660.
Excavation: Not known.
Condition: Good, but the midpart of the thyrsus is destroyed. Nose tip broken, frame broken 
on the right side.
Measurements: H ca. 100, W ca. 40 cm.
Bibliography: Elia 1975, 121, 141, fig. 14: giovinetto in veste muliebre; Wyler 2013, 56.
Description: The relief is cut very deep into a rectangular upright block, with frames indicat-
ing the original thickness of the slab. The width of the frame varies, being thinner on the right 
side. It depicts a frontally standing skinny youth with his weight on his right foot, pouring wine 
from a cantharus for an animal rather resembling a dog than a panther; he wears long boots 
and a knee-length tunic with a long apoptygma and pardalis, both girdled; in his upraised left 

466 Boardman 1978, 157, fig. 207a. The preserved width of the pediment is 2.73 m, which is somewhat 
larger than the example from Pompeii.

Limestone pediment from the temple of Figareto, Corfu. Boardman 1978, fig. 207a.
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hand he holds a thyrsus ending in a narrow top with scale-
like flakes; his face is angular, mouth small, nose straight, 
and eyes carefully indicated with brows; his long hair falls 
on his shoulders, and his forehead is partly covered with a 
narrow fillet; his hair is either curly or decorated with ru-
dimentary wreath of ivy. The animal rears on its hindlegs, 
snout possibly turned towards the pouring wine. Parts of 
the animal and the divinity’s arms and legs are almost free-
sculpted from the background.
Dating: Samnite.
Comments: This is a Bacchic votive stele. The workman-
ship is rather coarse and indigenous, i.e. Italic (plebeian),467 
making this object unique in this material. The image of 
a panther was not well known, but it is presented in gen-
eral accordance with the size and posture of the Bacchic 
animal drinking avidly from the cantharus that Bacchus so 
nonchalantly offers him. The divinity’s apparel is relatively 
known in Pompei,468 and the artist did his best with the 
porous stone. There is nothing especially feminine in his 
outfit, as is claimed by Elia. The statue may belong to the 
period of the construction of the temple, but shows differ-
ent artistic intentions. Italic tombstones with framed reliefs 
are known from the second and first centuries BC from 
various sites in Campania.469 This Pompeian stela is sim-
pler, and thus probably earlier.

H3 Capital of a pillar
Location: Casa del Torello, V 1,7, the face of a rectangular 
capital on the east side by the entrance, P 295-4.
Excavation: 1836.
Condition: Good, except the minor figures are acephalous. 
Measurements: H 56.6 cm; W 81 cm.
Bibliography: Mercklin 1962, 71–73, no. 186; Elia 1975, 120, 125–126; Rescigno – Vecchio 2012, 
50–51; Staub 2013, 19–21, 230, fig. 7; Staub 2017470.
Description: Three figures of different scales rise from an astragal and a crown of acanthus 
leaves of equal length. The primary figure in the middle is depicted as a bust, wearing a tunic 

467 G. Colonna, s.v. Arte italica, EAA 4 (1963), 41.
468 Haubner 1971, 125.
469 Bianchi Bandinelli – Giuliano: Etruschi e Italici Prima Del Dominio Di Roma, Milan 1976, 333–334, 
416, nos. 386–387. 
470 Casa del Torello, Façade – Statues: http://www.pompejiprojektet.se/feature.php?hid=23&hidnummer
=6060276&hrubrik=V%201,7%20Casa%20del%20Torello&rid=187&ridnummer=2079027&rrubrik=Fac
ade&fid=275&fidnummer=9885409&frubrik=Statues. (Retrieved 8.12.2019).

H2 Relief, no exact location, inv. 
8660 Pompeii Granai del Foro 
(2012).
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and a cloak on his left shoulder and 
possibly a nebris on the right shoul-
der; the head is tilted to the left; he 
has an oval face with a strong chin, 
a small mouth, a straight nose, and 
small eyes; the short undulating hair 
is covered with a fillet and clusters 
of berries of ivy; a bunch of grapes 
hang down from both of his ears. 
He is flanked by two minor full fig-
ures, who are standing. The one on 
the right side of the middle figure 
is a robed female, decorated with a 
garland; her left hand stretches to-
wards the youth’s hair. The other, on 
his left, is a naked male with a cloak 
thrown over his left arm; his right 
hand touches the hair of the youth.
Decorative Scheme: A cupid framed by tendrils and topped with a scroll is depicted on the same 
capital, with its face towards the street. 
Dating: Samnite period, late second century.
Comments: Figural capitals made of tufa are well represented in Pompeii, and often depict the 
Bacchic world. This is the only one preserved that portrays the god himself. The miniature fig-
ure’s gesture, touching the god’s hair, is a unique subject, but the bunch of grapes hanging from 
his ears is relatively well-known. The smaller figures belong to the thiasus of Bacchus, perhaps 
being portrayed in hierarchical proportion. The cupid on the other face of the pillar is depicted 
in the same scale as the two figures standing next to young Bacchus. A drawing by G.B. Piranesi, 
engraved by F. Piranesi and published in Antiquités de Pompeia 2, pl. 57,471 depicts busts of Sile-
nus, young Bacchus, and a maenad on the two faces of a figural capital of the house opposite the 
Basilica. These two capitals certainly come from the same workshop; in both capitals, the divin-
ity is depicted with bunches of grapes hanging from his ears. Some dozen figural tufa capitals are 
known from Pompeii; they all seem to come from wealthy residences. 

H4 Fountain pilaster with a relief 
Location: In front of House VI 17,27, outside Insula Occidentalis, or more preferably in front of 
II 3,5.472 Moved possibly to Portici, MANN?
Excavation: 1756 (or 1757).

471 Mercklin 1962, fig. 367, no. 194. 
472 Parslow 1995, 283 quotes Karl Weber’s manuscript, in whose map there is a fountain with a head with 
grapes. It was discovered 20.9.1756 near the Praedia Iuliae Felicis: ”Fontana di pietra viva con mascarone 
buttava l’aqua, con orecchini di grappole d’uva.”; Cf. also http://pompeiiinpictures.com/pompeiiinpictures/
Fountains/Fountain%2020305.htm and http://pompeiiinpictures.com/pompeiiinpictures/Fountains/
Fountain%2061727.htm. (Retrieved 3.10.2019). 

H3 Capital of a pillar, Pompeii, Granai del Foro (2012). 
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Condition: Lost.
Measurements: H ca. 105.2, W ca. 52.6.
Bibliography: PAH 1, 51; Mazois 1824:2, 37, pl. 3, fig. 2: 
Bacchus; Weber 1830, 43, no. 17, in BdI 1830; Eschebach 
1983, 15, 24–26, no. 43: Vertumnus or Bacchus; Bragan-
tini 1995, 32–33 (PPM Disegnatori) drawing by Weber; 
Parslow 1995, 121, 168: a mask wreathed with clusters of 
grapes. 
Description: A bust of a youth in relief inside a frame 
and a pediment. His face is oval, his mouth is wide open, 
his nose is straight, and the eyes clearly marked with eye-
brows; a fillet is tied above his forehead, and the hair is 
fully covered with pears and roundish fruits, some leaves, 
and flowers; bunches of grapes frame the face on both 
sides. 
Dating: Samnite period.
Comments: The only image was procured by Mazois, 
who does not give an exact location for the fountain. The 
excavation report in the PAH does not give any informa-
tion on the figure, but excavations were made at the time 
in both of the above-mentioned areas in Pompeii. The characteristics could refer to Vertumnus, 
who seems to be, however, quite rare in Pompeii; in the potential cases the identification is de-
ficient, because the so-called Vertumnus could also be identified as Vernus, depicted together 
with other seasons.473 An identification as Bacchus was made by the author of the drawing, and 
I agree with him; in Pompeii, Bacchus is known to have been portrayed with bunches of grapes, 
even if the fruits and flowers are here somewhat problematic – we do not know the state of pres-
ervation when the drawing was done. A bronze statuette from Herculaneum (MANN 5925, H 
11.2 cm) and two Roman marble heads in Copenhagen are all depicted with grapes in the hair, 
thus supporting the identification of the fountain relief as Bacchus as well.474 Water once flowed 
out from the wide open mouth. 

H5 Relief head
Location: Theatre, VIII 7,20, the keystone of the west side vaulted entrance from the courtyard, 
facing south.
Excavation: 1764–1797.
Condition: Damaged, stucco partly fallen, e.g in the nose and curls. 
Measurements: H ca. 60 cm.

473 Vertumnus may appear in a wall painting in Pompeii, cf. Helbig 1868, 201, no. 1007; Reinach 1922, 334, 
no. 4.
474 The fragmentary marble head in the National Museum in Copenhagen depicts a young Bacchus with 
grapes and a crown of vine leaves and ivy in his hair. It is a Roman copy of a Greek sculpture from 300–100 
BC. The New Carlsberg Glyptotek head had horns made of separate material in his head, I.N. 563, Mol-
tesen 2002, 180–181.

H4 Drawing, Mazois 1824 (2), pl. 3, 
fig 2. 
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Bibliography: Overbeck – Mau 1884, 158: sa-
tyr; Mau 1908, 142: a satyr’s head; Elia 1975, 
121; Eschebach 1978, 55: a satyr; Eschebach 
1983, 35: Dionysus. 
Description: A single naked bust depicts fron-
tally a young male with strong features. Tight 
curls frame both sides of the face and clusters 
of berries of ivy adorn the hair. Covered with 
stucco. 
Dating: Samnite period/Sullan colony.
Comments: Eschebach changed his mind on 
the identification, from a satyr to Bacchus, and 
with reason. The audience entering the cavea 
from the courtyard through the west entrance 
saw the bust of Bacchus above them, and were 
thus elevated to the right mood for the perfor-
mance. The Greek features of the architecture 
also support the identification as Bacchus, the 
protector of the theatre. 

The earliest portrayals of Bacchus have come down to us in five tufa reliefs, four of 
which are connected to architecture, both private and public. The stele’s original loca-
tion is not known, but it surely is from a votive context. The chronological range ex-
tends from the third to the second century BC, that is the Samnite period, and the time 
when the grey, fine-grained, and easily workable Nucerian tufa stone was especially 
favoured. The iconography of the tufa reliefs is essentially Hellenistic. Some models 
seem to have come through Etruria, and the sculptors may even have come from Vulci. 
The stela was possibly carved by a local craftsman, who had not yet quite mastered the 
Greek way of portraying the god of wine and theatre. 

Marble H6–H8

Excluding the herms, sculpted representations of Bacchus are extremely rare, with only 
three entries in our catalogue. The Bacchic world in general is however very well pre-
sented, with satyrs being the most popular motifs. Beardless figures without visible ears 
have been the most challenging group to differentiate between the divinity and his main 
followers. 

H6 Male statue
Location: The temple of Isis, VIII 7,28, in a niche on the back wall of the cella, MANN 6312.
Excavation: 1766.

H5 Relief head, Eschebach 1978, fig. 64. 
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Condition: Signs of ancient restoration in the right arm, some colours remaining when discov-
ered. The objects in the statue’s hands and the head of the panther have been lost. 
Measurements: H 100 cm.
Bibliography: PAH 1, 151 (Addenda); Finati 1833, in MB 9, pl. 11: Bacco con tigre; Fiorelli 1875, 
360; Overbeck – Mau 1884, 107, 542–543, fig. 280c; Ruesch 1908, 227, no. 927; Döhl–Zanker 
1979, 183; Cooley – Cooley 2004, 86–87; De Caro 2006, 26, 68; Van Andringa 2012, 86, 107.
Description: The statue, made of Carrara marble, is standing on a quadrangular slab with an in-
scription. An almost naked youth stands with his weight on his right foot; he wears high parade 
boots decorated with feline heads in front,475 and a nebris across his torso, tied on the top of his 
right shoulder; his hair is adorned with a wreath of ivy and clusters of berries, and some wisps 
are falling on his shoulders; his face is roundish, with a small mouth and full lips, and he seems 
to be looking into the distance; in his raised right hand he probably held a bunch of grapes, and 
in his left lowered hand most likely a thyrsus. By his right ankle a panther sits with his head 
upraised towards the grapes. Behind the two figures, supporting the right foot of the youth, is 
a tree trunk. The Latin inscription on the front of the plinth reads N POPIDIUS AMPLIATUS 
PATER P S (CIL X 847).

475 Sebesta – Bonfante 1994, 123; The high parade boots of Dionysus appear also in a early Lucanian vase, 
Trendall 1989, 21–22. fig. 23.

H6 Drawing from Overbeck –
Mau 1884, 542, fig. 280c.

H6 Pompeii, west rear wall of cella of the temple 
of Isis. 
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Dating: After 62 AD.
Comments: The statue was donated by a freedman, Numerius Popidius Ampliatus, known to 
have paid for the restoration of the temple of Isis after the earthquake of 62. This he made in 
the name of his six year old son: “Numerius Popidius Ampliatus, father, at his own expense”.476 
Bacchus was not an object of the cult in the temple of Isis, but as one of the locally venerated 
gods it was customary to dedicate his statues in the temples of other divinities.477 In the portico 
of the temple of Isis there were statues of other divinities, among them a statue of Venus. The 
location of Bacchus was remarkable, as he was presented in the actual temple building, even if 
on the exterior wall, but on the same axis as the cult statue inside the cella. He was also con-
nected to Osiris, and positioning him in a temple of an Egyptian cult was also not exceptional. 
Ears fashioned of stucco, applied on both sides of the shallow recess, indicated that the divinity 
was listening to the prayers of the worshippers.478 The statue itself is of a common type of young 
Bacchus, originally with his own specific attributes, but without any Egyptianizing features. The 
panther is uncharacteristically small, possibly a cub, as if added as an afterthought. 

H7 Male statue
Location: Casa dei Vettii, VI 15,1, garden m, near the second 
column of the south side, P 53505 (old 678). 
Excavation: 1894.
Condition: A thyrsus, possibly made of bronze, was missing 
already during the excavation; now the whole left arm above 
the elbow is lost. Traces of yellow were earlier visible on the 
nebris and hair, and of black on the eyes and eyebrows.
Measurements: H 63 cm. 
Bibliography: NSA 1895, 33–34; Mau 1896, in MDAI(R), 
36–37; Döhl 1976 II, 129, 131; Jashemski 1993, 153; Wohl-
mayr 1989, 112, no. 26; di Pasquale – Paolucci 2007, 292, no. 
3.B.38.
Description: This is a statue of Carrara marble, depicting a 
youth standing with his weight on his right foot. He leans on 
a tree trunk and wears a nebris on both shoulders extending 
down the back; the right lowered hand holds a cantharus, the 
left lifted hand held a thyrsus; his head is tilted to the right; his 
face is round, the lips are small, the nose straight and pointed, 
and the eyelids are clearly marked; he wears a wreath of ivy 
with large leaves over his ears, and clusters of berries on the 
forehead, the airy wisps, perhaps with grapes, falling on both 
shoulders. The base is made of darker stone. A drill was used 
on several parts, e.g. the hair. There is a water pipe about 17 

476 Cooley – Cooley 2004, 86–87; The temple dedication CIL X 846.
477 According to Van Andringa 2012, 107, 110, the statue was a non-permanent object, installed only for 
the inauguration of the temple. 
478 Moormann 2011, 151.

H7 MonAnt 8 (1898), 287–288. 
also e.g. Niccolini IV Nuovi Scavi 
tav. 23 has a drawing of the stat-
ue.
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cm above the base, between the right arm and the flank. 
Dating: After 62 AD. 
Comments: Compared with the former statue, this is of less talented workmanship. The head is 
too small for the body, but otherwise the only difference is the reversed position of the arms. The 
statue was one of the twelve statues used as a fountain, and the water pipe created an illusion of 
emptying the cantharus.

H8 Oscillum
Location: Villa delle Colonne a Mosaico, 
garden, MANN 6651.
Excavation: 1838.
Condition: About one third missing from 
the upper edge.
Measurements: D 31.6 cm; Th. 3 cm.
Bibliography: PAH 2 (1862), 348; Welck-
er 1850, 133, no. 49; Dwyer 1981, 278, no. 
79; Corswandt 1982, 88, no. K 65; Car-
rella 2008, 102, 105 (Marmora). 
Description: On both sides, a fascia 
decorated with vine. Side A presents a 
bearded fully-draped figure wearing a 
himation over a chiton. He stands with 
his wreathed head in profile to the right, 
leaning with his right arm on a short col-
umn decorated with a fillet; in the right 
hand he holds a cantharus, and in his left 
upwards bent arm he holds a thyrsus with 
a large pinecone on the top. Behind on 
the left is a leafless tree, and in front of 
him a kline with a content-looking panther lying on it, and facing the same direction as his 
master, with his right front paw over the edge. On the broken fragment, Falkener sketched the 
head of the animal, a tree with some leaves, and an oscillum with the depiction of a cantharus 
hanging from a branch.479

Side B presents Pan running to the left on a rocky terrain, and holding a nebris over his left arm. 
A panther is running beside him, looking backwards towards Pan. Falkener sketched Pan dan-
gling a bunch of grapes in front of the nose of the animal.
Dating: First century AD.
Comments: A bearded Bacchus is seldom depicted in sculptural form in Pompeii, even if it was 
a popular subject in Neo-attic art elsewhere, with examples e.g. from Herculaneum. The images 
in the sides of the oscillum are in contrast to the tone of their scenes; a frantic sprint by two 
of the divinity’s closest companions, and a relaxed Bacchus, with the panther having already 

479 In 1895 Edward Falkener was planning a book Dulcis Pompeia and its Daily Life with a huge number 
of his drawings from Pompei, but he was advised by the bookseller Bernard Quaritch “not to produce the 
book, as the interest in Pompeian Art is dead”. (A letter in Falkener Archive).

H8 Drawing E. Falkener. 
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savoured his wine. In Villa delle Colonne a Mosaico was also a now destroyed wall painting 
depicting Bacchus in a lararium.

Marble sculptures of Bacchus are a rarity in Pompeii, with only two surviving free-
standing examples, of half-size or less. There is, however, some information on oth-
er examples as well, although either their present or original location (if really from 
Pompeii) are not known.480 Our two examples follow the canonical iconography of the 
young naked male. Both were made of Carraran marble. One was inherently connected 
to another divinity’s temple, and the other functioned as a fountain in the private gar-
den of one of the richest new families in late Pompeii. The oscillum of white marble 
depicting a bearded Bacchus is a unicum. The human adult figure of the divinity seems 
to have been avoided in sculptural form in Pompeii. Besides these two statues, he was 
represented only by one oscillum, although a large number of the oscilla (and pinakes) 
discovered are clearly Bacchic in subject; but even here the depictions of satyrs surpass 
Bacchus himself in numbers. It seems that Bacchus in his full human form was avoided 
as a sculptural subject, and that he was rather represented through herms and masks. 

Terracotta H9–H12

Equally rare are the depictions of Bacchus in baked clay, with only four entries in this 
catalogue. Two of these are parts of architectural elements, and two belong to the co-
roplastic art.

H9 Fragment of a rain gutter with relief
Location: Insula Occidentalis, corner slab of a rain gutter (sima) of a compluvium, P 12642.
Excavation: Not known. 
Condition: Broken on the right side, a diagonal crack in the middle across the slab; figure slight-
ly damaged on the left shoulder and right knee, and on the neck. Considering the broken state, it 
seems that the two otherwise unexplainable lumps of clay on both sides of the head were a later 
addition to fix the head to the slab.

480 A marble statue was discovered in 1837 in the Casa del Granduca Michele di Russia/Casa dei Vasi di 
vetro, VI 5,5, on the south side of its peristyle. According to Schulz (1838, 186) it was given to the namesake 
Russian prince present during the excavation, and the statue is probably in St. Petersburg. The informa-
tion on its discovery is given in PAH II, 334: un Bacco, con tazza in una mano, e tirso mancante in parte 
nell’altra, non che una pantera a’suoi piedi mancante di un piede, di altezza oltre la base pal. 2 ¾ (ca 72.5 
cm). Other sources are equally confusing: Schulz 1838, 185–186, 193: tra esse statuette distinguesi di un 
Sileno, intieramente corrispondente alla statua che vedesi sulla fontana della casa del gran duca di Toscana; 
Jashemski 1979, 123; Wohlmayr 1989, 112, no. 25 (but his picture is of another statue discovered in Pia-
cenza, and other pieces of his information, e.g. the inventory number and measurements, are incorrect); 
Bragantini 1993 (PPM 4), 327, 329; Pagano – Prisciandaro 2006:1, 152.
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Measurements: H 32.5 cm, W 21.6 cm, Th. 11 cm.
Bibliography: d’Ambrosio – Borriello 1990, 87, no. 224; Känel 2000, 269–278.
Description: A youth stands with his weight on his right foot, leaning with his left elbow on a 
short pillar with mouldings in base and top. He is depicted frontally except for the head, which 
is turned to his left in ¾ profile; a cloak covers his hips and thighs, some of the folds reach up to 
the top of the pillar; the abdominal and pectoral muscles of his torso are clearly marked; his left 
elbow is presented in a less skilful foreshortening; he has a serious look on his face, and he gazes 
to his left while holding his right arm behind his head, adorned with a wreath with exceptionally 
large leaves of ivy and clusters of berries on top of his head. The figure is mould-made and the 
details partly tooled.481

Decorative Scheme: Not known.
Dating: Late second or early first century BC.
Comments: Figural decoration in the shape of a human figure is rare for the rain gutters of 
compluvia, even rarer is the use of a youthful Bacchus as their decoration. When used, Bacchus 
is portrayed in bearded masks.482 As to the apparel of the figure, the loincloth covers the genitals 
instead of a more liberal exhibition.
In this case, only one-half of the slab is preserved, and the potential narrative is lost. His leaning 
pose suggests a drunken state in need of a support. The position of the raised hand is similar 
to the Apollon Lykeios -gesture483 and characteristic of Bacchus, especially when he is depicted 
under the influence of alcohol, cf. E20, F23, F26 and F32. The use of Bacchus in connection of 
flowing water may refer to the pouring of wine, in analogy with the fountain statues, e.g. marble 
No. 2 above. 

H10 Male head
Location: Unknown house in VII 2, P 14165.
Excavation: Not known.
Condition: Tip of the nose broken.
Measurements: H 10.3 cm; W 8.2 cm; Thi. 7.9 cm.
Bibliography: d’Ambrosio – Borriello 1990, 40, no. 73; Känel 2000, 275: head of Dionysus.
Description: A well-modelled male head, inclined to his left and slightly upwards; strong ringed 
neck, roundish face with fine details: the small mouth, straight nose, eyes with clearly marked 
lids, pupils, and eyebrows, and a forehead with wrinkles and small horns, are all clearly ren-
dered; the long hair is drawn back and held together with a fillet, with leaves and clusters of 
berries of ivy. The head is left unmodelled at the back, probably signifying that it was attached 
to an architectural element. 
Decorative Scheme: Not known.
Dating: Second century BC.

481 Känel 2000, 272.
482 E. Vollaro, ’Su alcune sime da Pompei: il tipo con Dioniso ed eroti’, Oebalus 7 (2012) 87–101.
483 This aposkopos gesture is often made by Dionysus in South Italian vase painting of the fourth century 
BC. I. Jucker, Der Gestus des Aposkopein. Ein Beittrag zur Gebärdensprache in der antiken Kunst, Zürich 
1956.
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Comments: The unmodelled back of the head indicates that it was attached to an architectural 
element, such as a wall or a pillar. He is identified as Bacchus due to his horns and human ears, 
not as a satyr.484 The iconographic type depicting the divinity with small horns and a wreath is 
also known from three Pompeian wall paintings, B20, E7 and F32. 

H11 Figurine 
Location: Partially excavated house, IX 7 (behind IX 7,20), garden, lara-
rium niche on the right of the fountain, MANN 116664, one of a group 
of five terracotta figurines.
Excavation: 1881.
Condition: Traces of colour when discovered; the left hand of the youth 
and the head of the animal are missing.
Measurements: H 17.7 cm. 
Bibliography: Fiorelli 1881, 24 in NSA; Mau 1883, 154 in BdI; Boyce 
1937, 89, no. 446; Adamo-Muscettola 1984, 10–11; Fröhlich 1991, 357.
Description: A moulded figurine of a male standing on a round base. 
His weight is on his right foot, he wears whitish boots and carries a 
white cloak with a red lining on his left outstretched arm, leaving his 
body naked in front and turning round the back over the right arm; 
his right arm hangs straight down and he pours wine from a cantharus 
to the panther sitting next to his right foot; his head is slightly turned 
towards the right and he gazes a little upwards.
Dating: First century BC.
Comments: The figurine follows the customary model of the marble statues depicting a young 
Bacchus giving wine to a panther. It was not, however, a popular subject as a terracotta figurine, 
nor in bronzes. As it was discovered in a lararium it surely had religious meaning.

H12 Figurine
Location: Not known, MANN?
Excavation: Not known.
Condition: Only the head and shoulder preserved, otherwise destroyed. Remains of colours.
Measurements: H 8 cm. 
Bibliography: von Rohden 1880, 26, 52, pl. 40, no. 2: fragment of a figurine or a group.
Description: A fragment of a moulded figurine depicting a bearded man frontally; he wears a 
red cloak which covers the head as well as his white tunic; his face is reddish, and his beard is 
represented by undulating vertical lines; his mouth is small, nose straight, and eyes wide with 
clearly marked eyeballs; a fillet goes over his forehead, decorated with clusters of berries of ivy. 
The back is not moulded. Non vidi. 
Dating: Possibly first century AD.

484 A bronze bust either from Herculaneum or Pompeii in Ward Perkins – Claridge 1978, 177, no. 169, de-
picts a satyr with horns and his characteristic ears; an isolated case of a satyr/Pan as a terracotta figurine with 
horns is known, however, from an unspecified location in Pompeii, von Rohden 1880, 34, pl. 12, no. 1. 

H11 MANN 116664. 
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Comments: The remaining fragment of this archaistic 
figurine depicts bearded Bacchus. The solemn face is 
suitable for a divinity, and follows the same iconog-
raphy as herms. Bearded Bacchic figures appear fre-
quently as terracotta masks, but the identification is 
somewhat problematic, bordering between the divinity 
and Sileni.485 

Of the four objects of terracotta accepted here 
as Bacchi, two were utilitarian: one from inside 
a compluvium, and thus from a central part of 
a domus, and the other similarly from a domus, 
whether from the interior or exterior remains un-
known. The complete figurine belonged to a la-
rarium, and thus had a strong religious overtone, 
while the other isolated fragment represents a rare 
type of depiction as a bearded Bacchus, possibly 
even part of a group. Taking into consideration the 
popularity of outdoor religious scenes featuring a statue of a bearded Bacchus in wall 
paintings, it is reasonable to postulate that this figurine was also intended for religious 
purposes.

Bronze H13–H19

Bacchus appears more occasionally in artefacts made of the more valuable materials, 
such as bronze, sometimes with damascene, or bone or glass. 

H13 Group of two male statues
Location: Casa di Gnaeus Alleius Nigidius Maius/Casa di Pansa, VI 6,1.8.12.13, discovered in a 
bronze kettle, in the portico of peristyle a, MANN 4995.
Excavation: 1813.
Condition: The attribute of the taller figure missing, as are all the objects possibly held by both 
figures.
Measurements: H 83 cm. 
Bibliography: PAH 1, 271 (Addenda): Bacco con Fauno; Finati 1827 in MB 3, pl. 9: Bacco e Am-
pelo; Overbeck – Mau 1884, 545, fig. 283b; Ruesch 1908, 207, no. 836; Döhl 1976, 16; Schröder 
1989, 64–65; Jashemski 1993, 127. 
Description: A group of two standing and naked males. The taller, on the left, stands with his 
weight on his left foot; his right hand is hanging down, and originally held an object judging by 

485 von Rohden 1880, pl. 12, nos. 3–4, pl. 13, nos. 1–2. 

H12 Figurine, MANN?, von Rohden 
1880, pl. 40, 2. 
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the position of the fingers (cf. Bronze H15); he leans slight-
ly on the shoulder of the shorter figure with his left elbow; 
his hair is short and parted in the middle; his face is round, 
mouth small, nose straight, and eyes clearly marked; he is 
looking into the distance. The short figure stands with his 
weight on his right foot, supporting the taller figure with his 
right arm around the waist of his companion; his left arm 
hangs downwards with fingers open; his pine wreathed head 
with pointed ears is lifted, and he watches his companion.
Dating: Classisizing, first century BC – first century AD.
Comments: The taller male’s countenance and pose indi-
cate intoxication, which is why he needs support from his 
companion, who is looking anxiously up at him. He may 
also have needed a thyrsus in his right hand to keep him 
balanced. The composition and pose are typical of a slightly 
drunken Bacchus accompanied by a satyr, as identified by his 
ears. Such groups of Bacchus and a satyr also occur in bronze 
or marble.486

H14 Male statue
Location: House VII 12,17.21, upper floor, MANN 5003.
Excavation: 1862.
Condition: Good, but the original base has been replaced 
and the panther is lost. 
Measurements: H 63 cm, 58 cm without the base. 
Bibliography: Fiorelli 1857, MB 16, pl. 28: Narcisso; Nicco-
lini 1862 (2), pl. 15: un Pane o un Bacco; Brunn 1863, 92–93 
in BdI: Bacco, ideato forse in atto di scherzare con una pan-
tera; Overbeck – Mau 1884, 553; Ruesch 1908, 202–203, no. 
817; Dwyer 1982, 53–54; Wohlmayr 1989, 45, 112, no. 21; 
Kaufmann-Heinimann 1998, 221, no. GFV 34.
Description: A naked youth stands with his weight on his left 
foot. His body forms a slight S-curve; he wears dress parade 
boots487 decorated with floral patterns, carries a nebris on 
his left shoulder, a goat’s skin with hoofs and small horns on 
the head, tied with a knot on left shoulder; he is touching 
his waist with his left hand fingertips, thumb and little finger 
apart; his right arm is bent, the index finger pointed; he in-
clines his head down and left; his hair is curly and short with 
a modest ivy wreath with clusters of berries. 
Dating: Roman (Flavian?) copy of a Hellenistic original.

486 Schröder 1989, 64: parallel to this group is in Rome, but only partially preserved.
487 Goldman 1994, 102 fig. 6.1 W, 123–125.

H13 Overbeck – Mau 1884, 545, 
fig. 283b.

H14 Overbeck – Mau 1884, 
frontispiece. 
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Comments: The male’s apparel and the position of the right-hand fingers identifies the bronze 
as Bacchus dangling a bunch of grapes above a panther. The iconographic formula is also known 
from wall paintings in Pompeii.

H15 Male statue
Location: I 17,2 cubiculum next to the fauces, P 11864.
Excavation: 1957.
Condition: The original base preserved only under the right 
foot. 
Measurements: H 96 cm, W 37 cm.
Bibliography: Elia 1961, 1–3; Manfrini-Aragno 1987, 79–80; 
Wohlmayr 1989, 35, 46, 112, no. 27; Conticello 1992, 264, 
266–267, no. 187.488

Description: A naked youth stands with his weight on his 
right foot. In his right hand he holds a small conical amphora 
from the handle, with its mouth downwards; the left arm is 
bent and he originally held a thyrsus in his hand; the head 
is tilted slightly to the right; he gazes downwards with eyes 
made of ivory and brown coloured glass paste; the hair is 
parted in the middle above the forehead, then drawn undu-
lating back to a complex hairstyle, with ringlets in various 
directions; above his forehead are two clusters of ivy berries 
with leaves, and more large leaves at the back of his head are 
tied with long ribbons, lemnisci, which end in front on his 
chest. 
Dating: First century AD (Flavian).
Comments: This is another young Bacchus looking absentmindedly elsewhere, and not fully 
occupied with the activity he is engaged in. He is pouring wine for a panther, and is perhaps 
intoxicated himself, as indicated by the position of his legs and the left hand, which once held a 
thyrsus tightly. The hairstyle may be inspired by Isiac counterparts.489 

H16 Male statuette
Location: Shop, IX 7,11, to the left of the entrance, P inv.(?).
Excavation: 1912.
Condition: Corroded. 
Measurements: H 18 cm.
Bibliography: Della Corte 1912 (NSA), 334–335: Apollo in riposo;490 Schröder 1989, 138–139, 
Taf. 12, no. G 1: Bacchus, possibly decoration of a chariot.
Description: A naked man stands with his weight on his left foot, with the right leg crossed. 
His abdominal and pectoral muscles are marked; he looks straight ahead, his wreathed hair is 

488 Conticello gives the house as I 18,2.
489 Elia 1961, 2–3 suggested that the statue was a product of the eastern provinces.
490 The statuette was discovered together with a dog and a cupid with Hercules’ club.

H15 Pompeii, inv. 11864. 
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curly and drawn back in a bun; he rests his right hand on 
top of his head and leans with his right elbow on a herm; 
in the middle of his shoulder blades there is tang for at-
tachment. The bearded hip-herm wears a short chlamys 
across his torso. 
Dating: Second half of the first century BC.
Comments: This is a unique Pompeian instance, with 
Bacchus leaning on a herm depicting Silenus. His more 
usual support was either a short column or Silenus him-
self. The legs crossed position is rare in Pompeii, but is 
known from the wall painting from the Villa dei Misteri 
F19. Arm raised above the head is presented also in the 
terracotta H9, and is shown already ca. 300 BC in a bronze 
strigilis depicting a female figure from Palestrina;491 
from the same place comes another strigilis with the legs 
crossed position.492 Dionysus himself is depicted in this 
position in an earlier Apulian vase ca. 350 BC.493

H17 Statuette of a child
Location: Casa del Gemmario, II 9,2, room 4 (atrium), 
lararium, P 40170.
Excavation: 1986. 
Condition: Intact except the object in the right hand 
missing.
Measurements: H 14.4 cm, base 1.9 cm, D base 6.4 cm.
Bibliography: Sodo 1987, 158; Sodo 1988, 200; Fröhlich 1991, 358; Sodo 1992, 140–141, no. 5; 
Kaufmann-Heinimann 1998, 216, no. GFV 14; King 2002, 440.
Description: A plump child stands on a circular profiled base. His weight is on his right foot, and 
the toes of his left foot touch the base; he wears high boots decorated with leaves, and a nebris 
with silver damascene is tied on his left shoulder; his lowered right arm probably held a vessel; in 
his raised left hand he holds a thyrsus ending in a pine cone made of silver; his neck is short, his 
face round with chubby cheeks, small mouth and small nose; his pupils are marked with dots; his 
countenance is cheerful, and he looks into the distance; his curly hair reaches his shoulders, and 
is drawn back with a fillet decorated with ivy leaves and clusters of berries. A half-sitting panther 
with silver damascene lifts its left paw, while reaching for the (now missing) vessel.
Dating: First century AD.
Comments: The Bacchus statuette was discovered together with a terracotta herm inspired by 
the classic depiction of Alexander, and another bronze statuette of Fortuna. This standing child 
belongs to the group called by Manfrini-Aragno ’Bacchus Eros’.494 A near parallel was acquired 

491 Medio repubblicana 274–275, no. 419. 
492 Medio repubblicana 286, no. 424. 
493 Trendall 1989, 83, fig. 168.
494 Manfrini-Aragno 1987, 120. The hairstyle resembles that of a cupid. 

H16 The Bacchus (Pompeii) has the 
same position as a female in a bronze 
strigilis from Palestrina (Medio re-
pubblicana 273, no. 419).
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in Naples, originally perhaps from Pom-
peii, and is now in the British museum; it 
portrays a reverse pose, with the goat skin 
covering only the left arm.495 In general, 
the statuettes discovered in lararia were 
mostly made of bronze.496 There is another 
“child Bacchus” that is not accepted here 
as Bacchus, because of the lack of specific 
identifying attributes.497 – The lararia were 
the innermost religious places in a house-
hold, and literary sources indicate that 
their sculptures had more religious signifi-
cance than their paintings.498

H18 Lampstand 
Location: Casa di Pansa, VI 6,1, portico in 
peristyle a, MANN 4563 (73 000) discov-
ered together with the group of male stat-
ues H13 above.
Excavation: 1813.
Condition: Entire, but the panther’s tail is broken and the four lamps are a later addition, even 
if ancient. Corrosion on the pillar.
Measurements: H 121 cm, W 58 cm. H of the Bacchus riding a panther 20 cm. 
Bibliography: Tavarone MB 2, pl. 13: picciol Bacco,…o un Genio di questo Nume; Overbeck 
– Mau 1884, 435–436, no. 233e; Ruesch 1908, 371–371, no. 1649: un puttino cavalcante una 
pantera; Jashemski 1993, 127–128: a bronze lampstand attached to which was a small statuette 
of Bacchus riding a leopard… now dismantled; Roberts 2013, 228, 230–231, figs. 268–269: Bac-
chus riding a panther.
Description: An elaborate lampstand with a quadrangular base and pillar for hanging four lamps. 
The base is cut on one short end with a semi-circular recess, and the profiled borders are decorated 
with two astragals; the corners are supported by lion’s paws on top of circular profiled bases, and at-
tached to the base with volutes and semipalmettes on each side; an ivy creeper is engraved in silver 

495 Manfrini-Aragno 1987, 121, fig. 234; BM inv. 1977, 0217.1, Bronze 1327: H. 47 cm; Walters 1915, 3, pl. 
54.
496 Kauffmann-Heinimann 2007, 155: 85 of 110 statuettes; Fröhlich 1991, 356-358 Katalogbeilage 6: ‘Statu-
etten aus dem Hauskult’ has an abbreviation Tk for terracotta and Ma for marble, if made of bronze noth-
ing; Bronze in this kind of research is synonymous with ‘copper-alloy’, because there are no physical or 
chemical analyses, see e.g. a review of Kaufmann-Heinimann 1998, Hoffmann 2001, n. 1 (Bryn Mawr 
Classical Review 2001.02.23).
497 Ruesch 1908, 375, no. 1678 considered that a child with elaborate hairstyle and holding a torch (MANN 
5008) published by Bernardo Quaranta 1831, MB 7, pl. 15, could be a child Bacchus. Quaranta does not 
give this identification; Milliet 1905, 365, pl. 3 fig. 2 refers to an infant under Dionysiac influence. 
498 Kaufmann-Heinimann 2007, 189–191, 192–193. 

H17 Pompeii, inv. 40170. A bigger bronze statuette 
is in the British museum, inv. 1977,0217.1. 
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on top of the base, around the semicircle and down 
the long sides; on the opposite sides near the semicir-
cle there is an altar with a profiled base, walls deco-
rated with damascene flowers, and burning firewood 
on top, and a naked and wreathed child riding astride 
a panther. His left hand rests on the back of the ani-
mal and originally held the reins, now lost, while he 
lifts a rhyton in his right hand; his hair is longish, and 
he looks up, past the object in his hand. The panther 
lifts her left foreleg and rears her head to the left, with 
her mouth open; her tail is curved with its tip touch-
ing her back; her neck is incised with an ivy garland, 
and her skin is mottled with black spots. On the op-
posite end of the semi-circular recess stands the pillar 
with its profiled base, all sides decorated with frames; 
on top of the shaft, a mask with longish hair adorned 
with a wreath is watching the events on top of the 
base; on the opposite side is a bucranium. The com-
plex capital of the pillar consists of four lamps, each 
with two nozzles, hanging down on their respective 
chains from sprigs in the shape of volutes; the chains 
of three of the lamps treble, to keep the lamp properly 
balanced; the first of the lamps is decorated with two 
eagles and the nozzles with shells, the second with the 
front halves of two bulls, the third is plain without any 
animal decoration; the triple chain of the fourth lamp 
is substituted with three dolphins beaks downwards, 
and the sides of the reservoir are decorated with elephant heads. The topmost element of each 
volute sprig is in the shape of a calyx, protecting the bud-like element. A similar separate object is 
also placed on top of the pillar in the middle.
Dating: First century AD.
Comments: This lamp has both a religious and a practical purpose. The pictorial programme of 
the lamp is quite obviously dedicated to Bacchus – the child riding a panther, the mask, the bull 
as one of his characteristic animals, all speak for this. Choosing a child Bacchus was relatively 
original due to his rare appearance in visual arts in general, but it may share the idea of growth 
and fertility with a rhyton, a she-panther, not to omit the idea of light in the worship of Bacchus. 
Perhaps this lampstand was used for private worship. On the practical side, the asymmetrical 
placement of the pillar made more space for a vessel with oil for filling the lamps.499

H19 Male bust
Location: House I 13,5, cubiculum south of atrium, among other bronzes by an armarium, P 
11471.
Excavation: 1957.

499 Tavarone 2–3.

H18 Original drawing G. Maldarelli, MB 
2, 13. 
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Condition: Intact
Measurements: H 18.3 cm, W 13.5 cm.
Bibliography: Elia 1961, 3–5: Dioniso chtonio; Turcan 1966, 522–523: Dionysos-Sabazios; Man-
frini-Aragno 1987, 49, no. 1, fig. 3: Bacchus or Priapus; Cicirelli 1992, 136–137, no. 3: Dionysus-
Sabazius. 
Description: A male bust rises from a rosette with eight angular and punctuated petals; he wears 
a nebris500 over the left shoulder, with small horns and hooves hanging over his stomach; his 
arms are bent, his right palm is empty, while in the left he holds a poppy; his thick neck is made 
of a separate piece, his head is turned slightly upwards, and his face is elongated, with a beard cut 
in an oval shape and the long moustache forming volutes downwards; his mouth is large, with 
full lips, his nose is straight, and eyes with eyebrows are clearly marked; the pupils made of glass 
paste have been lost; his gaze is intent; the hair is parted in the middle and drawn back, forming 
a knot at the nape, with two corkscrew curls behind the ears; the hair is decorated with a fillet 
with multiple rosettes (stylized bunches of berries) with silver damascene and wine leaves; on 
the top of his head there is a complex modius-like kalathos, bursting with grapes, figs, and other 
fruits, cereals, and a roundish cake.
Dating: A copy of a Hellenistic, probably Egyptian, original, made in the first century BC in the 
Orient.501

Comments: This is a very peculiar piece of art with various connotations, possibly signifying 
anodos,502 the emergence of a divinity, identified as Bacchus by many of his attributes. The torso, 
arms, and the head are all in different scales making it look even more peculiar. The leaf-like at-
tachments around the waist probably signify that the lower body was made of another material 
e.g. wood for the baton. Bacchus was assimilated with Sabazius already in the Hellenistic East. 
This elaborate headgear differs from the more modest headgear in the wall painting A2.503 – Elia 
already pointed out the chtonic aspect of this Bacchus. 

The references to the original locations of these seven bronzes refer to spaces inside the 
houses, twice a cubiculum, once a room in the upper floor, a lararium in an atrium, a 
shop, and twice in the same garden peristyle. In addition to their decorative function, 
some also served utilitarian purposes, but there is no difficulty in seeing a religious 
meaning in these bronzes.504 The objects as such cover classicizing pieces and imported 

500 Elia 1961, 5 believes it is a goat’s skin instead of the more usual fawn.
501 Elia 1961, 5.
502 Elia 1961, 4.
503 Sebesta – Bonfante 1994, 166, shows a modius, as polos is sometimes called in research literature, with 
a central rosette. 
504 De Caro 1999, 127, emphasizes the role of Bacchus in Pompeian religion, claiming that there are many 
statuettes in the lararia in the Vesuvian cities; he gives only one example, a bronze from Herculaneum, 
MANN 5009. It appears from the Inventario generale of bronze objects in the Archaeological Museum of 
Naples and from its photo collection that the most popular subjects of statuettes in the lararia were Hercu-
les, Jupiter, Venus, Mercury, Minerva, Lares, and several others – not, however, Bacchus.
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ones, and child Bacchus appears in appropriately small size both in the lampstand and 
as an independent statuette, a rarity from a lararium. Whatever the size, Bacchus is at-
tending to his usual interests, such as being inebriated, dangling grapes, pouring wine 
from a cantharus, even riding a panther. Freestanding statues of Bacchus are extremely 
rare, whether in marble or bronze.

Bone H20

H20 Shaft
Location: House I 13, 8, by tablinum, P 11492a.
Excavation: 1955.
Condition: Chipped in places, e.g. youth’s torso.
Measurements: H 11 cm, diam. max. 4.6 cm.
Bibliography: Homo faber 120, no. 72.
Description: A tube-like object with figures all around, engraved in high relief. There are two 
compositions, the first of which portrays two frontal figures standing; the one on the left is a 
youth with his weight on his right foot; the cloak completely covers his right leg, but only the 
left side of his groin; his toes are marked with linear incisions on top of the ring-like base of 
the object; his navel and pectorals are also marked; his neck is longish, and his head is slightly 
turned to the left; the curly hair is drawn back, with long wisps covering his shoulders and a fil-
let across his forehead; the facial features are carefully rendered, and he looks absent-minded; 
his right arm hangs down at the back of his torso, and with his left arm he tightly embraces the 
shorter figure beside him. He is completely naked, and stands on a longish stone with his feet (or 
hooves) marked and legs apart; his knees are prominent, and genitals, stomach, and pectorals 
clearly marked; his head is tilted to the right, with his facial features clearly rendered; his hair is 
short, and on top of his head there are two long ridged horns; he carries a cloak on his left elbow. 
Below the two figures, the base is in the shape of a torus, and above are two incised rings. The 
second composition depicts a panther lying on top of a high altar with his hind quarters raised.
Dating: First century AD.
Comments: Another depiction of an inebriated Bacchus supported by his faithful companion. 
The two compositions together point to the wine having been already consumed, not only by the 
divinity but also by the panther. The exception to the canon are the Pan’s long straight horns. The 
object could be the handle of a mirror.

Glass H21

H21 Panel
Location: From excavation soil in between Porta Marina and Insula Occidentalis, outside Casa 
di Marcus Fabius Rufus VII 16,17.20–22, MANN 152652.
Excavation: 1960.
Condition: In fragments, restored in places.
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Measurements: H ca. 25 cm, W 40 
cm, D 0.7–1 cm. 
Bibliography: Maiuri 1961, 18–23: 
inserted in the walls of a triclinium; 
Bianchi Bandinelli 1969, 203–204, 
206–207, 407; Gasparri 1986, 554 
LIMC 3:1 s.v. Dionysos/Bacchus no. 
188; De Caro 1999, 108, 110505; Sca-
tozza Höricht 2003, 33–35: decorated 
probably a wooden casket; Vatin 
2004, 92–93.
Description: A rectangular cameo 
glass, white on a blue background, 
with a composition of five figures, 
framed by a vine and a double col-
umn. On the left, an effeminate youth 
is standing with his weight on his right foot; he leans with his left arm, covered with a sleeve, on 
a short column, and holds a twig in his hand; his legs are covered by a himation; his right hand 
is raised to the top of his head, and a thyrsus with a pine cone and ribbons rests on his shoulder; 
his head is in ¾ profile, and wreathed with large ivy leaves and korymboi, and his curls fall onto 
his shoulders; he looks with languid eyes to his left, where a satyr points with his right hand fin-
gers to his left. By the satyr’s right leg hangs the tail of a nebris, and he holds a pedum in his left 
hand and on top of his shoulder; he looks alertly back towards his master; his head is depicted 
in profile, the ears are pointed and the hair tousled. On the right, a semi-recumbent female with 
a cloak over her legs and left arm, sleeping on stone slabs of different levels; her tilted head, in 
profile, rests against a column, and she supports it with a raised right hand; her hair is tied with 
a ribbon, and her eyes are closed. Cupids float on both sides of the satyr; the one in the left holds 
a rhyton in his right hand and balances a small basket on top of his head with his left hand; the 
other cupid holds a torch-like object and possibly a twig. A calyx krater stands on the ground to 
the left, and under the female’s resting place is an oval object: a stone or a tympanon. 
Dating: First half of the first century AD (Augustan).506 
Comments: This scene is of the appearance of a youthful Bacchus to a sleeping Ariadne, in a 
complex setting full of details. The scene customarily takes place outdoors, and the columns may 
signify a sanctuary.507 The high-level of workmanship is shown by the different countenances, 
expressing different emotions ranging from alertness to languidness to drowsiness. The details 
of the human bodies, however, have caused difficulties for the engraver; the fingers, palms, and 
toes are out of proportion. From the same context comes another cameo glass panel depicting 
Ariadne with Silenus and a maenad. Both were allegedly used as wall decorations, portraying 
a sequence in the myth of Bacchus and Ariadne. This ambitious composition is well known 

505 The picture is unfortunately presented as a mirror image.
506 Whitehouse 1991, 19. 
507 Vatin 2004, 92–93, interprets the event as a hierogamy between Bacchus and Ariadne. This seems 
somewhat premature taking into consideration the initial phase of the courtship.

H21 Cameo glass panel MANN 152652. 
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from the wall paintings, and here follows their iconography, but the space is crammed with 
figures and details. The Fourth style wall paintings of the House of Fabius Rufus are of a later 
period than these glass works, so these valuable objects must have originated elsewhere. There 
are several Roman vessels made with this cameo technique and depicting Bacchic scenes, e.g. a 
Parthian skyphos known also as the Getty cup, and the Portland vase, both of which depict the 
reclining female with a raised hand as the central figure.508

Representations of Bacchus in other media and sculpted forms were apparently not 
very popular in Pompeii, with only 21 cases accepted into this catalogue. As to the ico-
nography, in most cases the Hellenistic features were followed, but Etruscan and Italic 
influence emerged in the early examples. Proportionally there are more bearded as well 
as child Bacchi compared to the ratios in wall paintings. There is the usual entourage 
represented by satyrs, Venus, and Ariadne, although maenads are absent. The identifi-
cation is mostly indisputable in our cases. If the ears are not visible, there is always the 
possibility of an alternative identification as a satyr.

Kaufmann-Heinimann’s Appendix 1 of bronzes in the Vesuvian lararia identifies 
only five Bacchic figures out of nearly one hundred statuettes.509 The scarcity of repre-
sentations of Bacchus has been seen as sign of his minor role in domestic religion, and 
not being one of the main gods of the house. Even the wall painting images in lararia 
are more often from other locations than the atria.510 Even if Bacchus was not favoured 
in the lararia, our list of sculptures shows that he was an important figure otherwise 
in the households, and may reflect private interest in this divinity. Known exceptions 
on the public level were the temple pediment of Bacchus, and the theatre entrance and 
the fountain head. The statue at the back of the temple of Isis was a private donation; 
the Liber-inscription from the temple of Venus must have been attached to a statue, 
further verifying the significance of Bacchus in connection with another important cult 
in Pompeii. Whatever the function of the sculptures and objects of the minor arts, the 
common feature is their small size. The size of garden statues for their part correlate 
with the size of the gardens for which they were intended, as the gardens in Pompeii 
were small.511

508 Whitehouse 1991, 25; The Getty Skyphos 84.AF.85; The Portland Vase BM 1945,0927.1.
509 Kauffmann-Heinimann 2007, 155, n. 31, she writes that the total amount of divine statuettes is 97, but 
in Figure 5 the sum is 99; Kauffmann-Heinimann 1998, table 1. Her Bacchic statuettes are in fact Priapus, 
Pan, or a satyr; only one is Bacchus.
510 Adamo-Muscettola 1984, 10–11. Most of these are located in kitchens or servants’ quarters in houses.
511 Farrar 2000, 103.
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9. Concluding Remarks 

In this chapter, the many ways in which Bacchus was portrayed in Pompeian works of 
art is discussed. Light is shed on the divinity’s physical appearance, clothing, attributes, 
companions, associated myths, and the contexts his image was found in; the locations 
are discussed from three viewpoints. In the beginning of this chapter the placement 
inside or outside a room, and in what type of room, and later in this chapter finally ac-
cording to houses and regions. Also painters and different hands that portrayed him are 
discussed. My material consists of 149 (though one not probably Bacchus) entries for 
wall paintings, and 21 sculptures and other kinds of works of art. Sometimes Bacchus is 
depicted more than once in a particular instance, so our final number of his depictions 
is thus 174.

Physical Appearance

Bacchus seems to be represented in all the stages of his life, from infant to young(ish) 
adult to more advanced age - in accordance to the use of the term “bearded” in a some-
what simplified manner, even if the question is mostly of archaistic style rather than 
age. In the wall paintings, the three age groups are divided unequally, the most common 
being the young man in good physical condition, whereas in sculptures and minor arts 
the three age groups are more in balance. The youthful Bacchus is confused with many 
figures, including Mercury and Apollo, with a similar appearance; a fully clothed fig-
ure may indeed be difficult to classify and differentiate from maenads, and sometimes 
even Ariadne, and has been aptly described by others as lyric, sacral, or Sapphic. Even 
his sex is not always clear. Already in Greece, the young Dionysus was sometimes de-
picted as effeminate (Cf. Main iconographical types), a convention not unknown later 
in Pompeii. As a sparsely clothed figure with obvious breasts he indeed resembles a her-
maphrodite; however, being represented as drunken and leaning on Silenus is the most 
common motif, and is more usual for Bacchus than a hermaphrodite. The second motif 
with sometimes differing interpretations is the discovery of a sleeping figure. Here the 
contents are decisive. Finally, the bearded Bacchus for his part is easy to confuse with 
several other figures, especially when depicted as a statue. Alternative identifications 
are mainly Priapus and Mercury; my criteria for the identification as Bacchus has been 
that he is represented as a non-ithyphallic figure, and the presence of a thyrsus in the 
depiction. 

Bacchus is occasionally depicted with a strong jaw line. This is obvious in the 
keystone of the theatre (H5), the votive stela (H2), and two wall paintings (C15, D2). 
The portrayal with horns, although in general rare in Roman art, are understandable 
through the divinity’s connection with oxen: he was called Taurocephalus, Tauropha-
gus, and Tauromorphus. The horns described in many passages in Latin literature also 
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appear in Pompeian art, and my catalogues now offer an updated list of examples of 
Bacchus with horns: B20, E7, F32, and H10. This feature is associated with a young, and 
sometimes even effeminate, Bacchus: Ariadne discovered by Bacchus with horns in the 
Casa del Citarista (E7) may refer to a passage by Philostratus, and to a similar painting: 
“…the ivy clusters forming a crown are the clear mark of Dionysus, … and a horn just 
springing from the temples reveals Dionysus.”512 The horns are always small, often col-
ourful, and nearly crescent-shaped. They also seem to appear in other types of Bacchic 
sculpture: a double herm now lost was equipped with horns, at least on Bacchus’ young 
head (P20397).

As a Statue in Wall Paintings

In 24 entries, Bacchus is represented as a statue within an architectural structure, on 
a pedestal, as a herm, or as a reproduction of the well-known Praxitelian Hermes. In 
these cases, the paint colours indicate the depicted materials: yellow for gilded bronze 
or white for marble. Almost all of these statues are drawn in a smaller scale, and some 
are inserted into sacral landscapes, mythological scenes such as the punishment of 
Dirce, or gardens. In section A of my catalogue the statues are bearded, archaistic, and 
seemingly fully robed. That is also the case for the statue as a secondary figure, with 
an inebriated young Bacchus as the main figure (D4). The archaistic features remain 
quite limited in Pompeii. Bacchus as a (bearded) herm in wall paintings may be easily 
confused with Priapus or generic herms, and its identification in general has been most 
unsecure. The herms were small in size and sketch-like in their rendering. Priapus and 
Bacchus-statues or herms do appear in the same paintings (A1, G13), in which the 
herm is not clearly identifiable, but the draped statue carries an infant Bacchus. As an 
object of worship, Bacchus was also represented sporadically as a terracotta figurine, 
or a bronze statuette in a lararium, and all his age types were used. The wall paintings 
are mainly sacral landscapes; a very special case is the nightly(?) offering scene with an 
infant Bacchus (G13).

A statue of Bacchus in a sacral landscape appears also in the only floor mosaic in 
this catalogue (A14). Bacchus is presented as a robed statue made of bronze and indi-
cated with yellow, not as an explicit figure in a myth, but rather as an object of cult with 
his many well-known attributes. The main composition of the same mosaic with a lion 
and cupids is thematic, as it implicitly shows the power of love and wine in a triclinium.

 

512 Philostr. Imag. 1,15. Translated by A. Fairbanks (London 1931); Lochi 2005, 99.
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Clothing

It is not only the attributes of Bacchus that vary, but also his apparel, not to mention the 
degree of his nakedness. I classified as naked figures those who carry a cloak thrown 
over the arm(s), or with a cloak covering the legs (e.g. C18), or wearing a band across 
the chest (B5, B7, B8). I have defined as half-naked figures those with a cloak that cov-
ers either the torso or the lower body; the half-naked Bacchus has several subtypes, 
depending on what specific parts of the body were covered. Of these figures, some wore 
a cloak or a hide (nebris or pardalis), or exceptionally a pardalis could be the only gar-
ment (C13). Bacchus as fully robed, which is the primary archaistic type, wore a long 
chiton, folded, gathered or belted, and a large cloak, while some young Bacchi wore 
either a short or a long tunic with the cloak (C19, D2, E3, E7). The divinity is depicted 
as velificans in the epiphany to Ariadne (e.g. E3, E7, E13). As to the colours of Bacchus’ 
apparel, no predilection for any particular colour has been discerned. 

Bacchus’ head is most often covered with a wreath of tied ivy or vine, with dis-
cernible differences being the sizes of the wreaths and the presence or lack of the 
korymboi. A simple ribbon may be used as a substitute, and some variation is also 
seen in the use of a cap (F5), not dissimilar to the one worn by the little satyr boy 
(F3), and even in the portrayal of elaborate hairstyles (e.g. D2 possibly a mural crown, 
and H15) and modius (A2, H19). Most often, his long curly hair falls freely onto 
his shoulders, or else is drawn back, forming a bun. The Romans were aware of the 
similarity between Bacchus and Apollo. The poet Tibullus referred to their eternal 
youth and their uncut curls in his first book of elegies (1,4,37–38): … Solis aeterna est 
Baccho Phoeboque iuventas, nam decet intonsus crinis utrumque deum. Their divine 
standing could be emphasized by a halo (nimbus), even if it cannot be proved to have 
been used in Pompeii with full certainty, as is suggested for the wall painting F13, 
now destroyed. 

In general Bacchus is barefooted, but sandals also appear e.g. in paintings (C11, 
E3). Calf-high dress parade boots, (calcei, a cross between a sandal and a boot) are seen 
for example in paintings (B5, C13, D2) and in sculpture, sometimes decorated with 
flowers and even animal heads. The terrain does not seem to effect the choice of the 
footwear. 

Attributes

Recognizing Bacchus in artworks may be challenging without the presence of specific 
attributes, and sometimes even with them. The reason for this is the pluralistic nature 
of the figure. In our material, Bacchus appears with a plethora of attributes, the most 
characteristic being the thyrsus and cantharus. The standard thyrsus is the type with a 
bunch of leaves and ribbons on top. There are some with a bunch of leaves on both ends, 
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while those with pine cones on top are rare. Exceptions used in place of the thyrsus in-
clude objects such as sceptres, torches, or rod-like staffs, or even pedums. 

The cantharus, a cup dedicated to drinking wine, had a moulded foot, stem, deep 
bowl, and two high vertical handles, and is held by Bacchus in many different ways. 
In the oldest depiction from the temple pediment, he grips it by the stem, similar to 
the anomalous painting now in the British Museum, although there the cup is without 
handles. Most often he holds the cantharus by the handle, especially when he absent-
mindedly pours wine onto or for the panther. The rhyton is an alternative drinking 
cup, appearing in rare cases, in addition to the indefinite shapes of some chalices. The 
cantharus can also be held by his companions, satyrs or maenads, or even Priapus, once 
again making the identification of Bacchus a challenge. When standing alone, he seems 
to more often hold a patera, the shallow offering bowl, and in one case he holds a jug in 
the company of Mercury and lares. In addition to these vessels, wine is also associated 
in one case with a container, a barrel, which was still rarely used in the first century 
AD. Indirect references to flowing wine appear in the shape of water, which flows from 
a fountain or other sculpture depicting Bacchus in the gardens; more usually, this task 
was performed by silens or satyrs with their wine skins, however they do not appear in 
our material.

The vine and a bunch of grapes as such are also inevitable attributes of our divinity, 
and he is quite physically connected to bunches of grapes in numerous cases. Grapes 
appear on his head (H3, H4), in his hands (e.g. B7, H1), in connection to the panther 
(e.g. C3, C5, C12, C15), and as an object of interest for the infant Bacchus (e.g. G1, 
G2, G10, G15). My catalogue show that the bunches of grapes as Bacchus’ attribute are 
much more frequent than formerly thought. A unique case comes from the Casa del 
Centenario (C17), where he is fully covered with grapes, an image conceivably associ-
ated with viticulture, especially as the owner of the house perhaps sold wine in the next 
door caupona. In his well-known epigram, Martial wrote (4,44,3–4) of the divinity’s 
deep affection for the slopes of Mount Vesuvius compared to those of the distant Mount 
Nysa, where he was raised: Hic est pampineis viridis modo Vesbius umbris, presserat hic 
madidos nobilis uva lacus: haec iuga quam Nysae colles plus Bacchus amavit; hoc nuper 
Satyri monte dedere choros. These lines have been interpreted as literary proof for a spe-
cial connection between Bacchus and the Pompeian vineyards on Vesuvius.

Companions

His trusted companions were panthers and satyrs, mainly the old Silenus. The two are 
often partners in drinking wine, along with a panther. Bacchus himself is not actually 
shown drinking, but he often seems to have had his fair share, and is sometimes clearly 
inebriated. This is shown by some of his gestures, such as looking absentmindedly into 
the distance, raising his right arm on top of his head, or being obviously in need of a 



232 The Portrayal of Pompeian Bacchus

support because his legs have lost their strength. In the latter case, depending on the 
size of the satyr/Silenus, Bacchus either leans on his comrade’s shoulder, or is embraced 
by the waist, or steadied from the back. 

The she-panther as a companion appears in all the stages of Bacchus’ life: the child 
Bacchus is shown riding the animal both in wall paintings and sculpture, while the ani-
mal is shown being given wine or fed on grapes by the young Bacchus, and a content-
looking panther is shown lying by a bearded Bacchus, although only once in sculpture 
(H8). As a more passive companion, the panther is sometimes added as a mere attrib-
ute, but has not always survived till this day; Bacchus’ posture sometimes indicates, 
however, that a panther must have once been part of the composition. Its size and sex 
varies, and it may even be a cub. Originally it seems to have been represented with spots 
in wall paintings, and later bronze sculpture. In the pediment H1 the artist portrayed 
the animal quite skilfully, but in the early stela H2 it resembles a dog. A special case 
is the mangy panther in F16, with a wreath wrapped around its body. Sometimes the 
panther sits quietly by his master, but may also be actively begging for attention. In two 
cases, a boy satyr and a panther are in opposite roles: in F9 he is given grapes and the 
panther wine, while in F4 he is given wine while the panthers tries to get his attention. 
In general, the panther is recognizable as such. Of the other animals portrayed, goats 
may be represented as part of sacral landscapes, and oxen may draw chariots, as do a 
pair of panthers. 

Bacchus’ usual entourage consists of various individuals including satyrs, Pan, and 
maenads. In general, Pan is in an auxiliary role filling out the composition, but in rare 
cases a satyr boy is substituted (F18), or Silenus is shown as the figure supporting Bac-
chus (E12), or he is represented as a statue (D4, D5). The size of the thiasus varies 
from a couple individuals to more than ten persons, with the largest retinue being in 
the scenes of the discovery of Ariadne. On the other hand, the number of maenads is 
surprisingly small. Triumphal chariots, for their part, appear in two cases (D14, G11), 
showing the thiasus now enlarged with dancers and musicians. Bacchus himself never 
plays an instrument, and Silenus is most often the musician, his instruments varying 
from a cithara to a lyre, tambourine, or crotales. Satyrs rarely play an instrument, but if 
they do, then they play a lyre or aulos. Thyrsi and wreaths may be carried by any of the 
members of the entourage. 

Bacchus portrayed together with a female is a common subject. She is identified as 
Venus in the oldest work of art in our catalogue, the pediment H1, and as the third fig-
ure with Jupiter in F25, but there is an iconographic problem in differentiating between 
Libera and Venus in Pompeii, if there are indeed any differences. Another identifica-
tion that poses a problem is that between Ariadne and maenads. The more explicitly 
rendered event is the discovery of Ariadne on the shore with Theseus’ ship seen sail-
ing away on the horizon; the somewhat problematic cases take place inland, and the 
discoverer without the thiasus, but the presence of a thyrsus convinced me to iden-
tify the protagonists as Bacchus and Ariadne. She is usually either half naked, or one 
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of the divinity’s companions is shown 
raising her cloak in wonderment. The 
most common helper in this task is a 
cupid, depicted thrice, or twice a satyr, 
or once Pan. In my material, its earliest 
appearance is in the Second style (E4), 
with four entries in the Third style (E1, 
E5, E6, E14), and the remaining fifteen 
cases belonging to the Fourth style. The 
case of E20 is somewhat different, as 
Ariadne is already awake but Theseus’ 
ship is still visible in the horizon. E21 
shows a further development of their 
meeting. This popular subject in wall 
paintings is supplemented by one cam-
eo glass (H21). In some paintings in 
my catalogue a more fully robed female 
has been regarded, on account of her 
posture, as a dignified Ariadne rather 
than a maenad (D4, D5), while in D6 
her calm posture and the amorous em-
brace are the reasons for identifying her 
as Ariadne. 

Mercury is shown accompanying 
a young Bacchus in paintings either as one of only two figures, or as part of a larger 
company, in paintings on an outer wall (F20), in a commercial space (F23), and in 
lararia (F21, F22). Mercury is also the preferred choice when representing a divinity 
carrying the child Bacchus in the Praxitelian style (e.g. G4, G5), although replaced 
elsewhere by a satyr. Fortuna (D7, H17) and Vesta (F24) were very rare companions, 
and an intoxicated Hercules appears twice (F26, F27). In broader combinations of 
divinities, Bacchus may appear as an occasional addition. Bacchus as the protector 
of the theatre is known, oddly enough, from only one painting, portraying actors 
preparing for the performance (F30). Less direct references to theatre are the scene-
images of the Fourth style (F15, F18), in accordance with the general tendencies of 
that style. 

Greek Myths and Roman History 

The most common myth depicting Bacchus was the discovery of Ariadne, while other 
Greek myths remain exceptional. Lycurgus, the king of Thrace who persecuted Bac-

F20 Bacchus and Mercury in the façade of the 
building used by the cult community of Sabazius., 
Pompeii (GFN). 
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chus, is referred to twice: indirectly in 
painting, in which Bacchus flees into 
the water to be saved by the nymph 
Thetis in her undersea grotto (F28). 
This motif is without parallels in Pom-
peii. In the other reference, only an 
enraged male is now preserved, and 
shown next to a panther (F29), but 
Bacchus has never been visible due 
to the damaged state of the painting. 
Paintings referring to persecutors of 
Bacchus occur seldom, and leave room 
for interpretation. Some isolated paint-
ings may refer to the Indian triumph 
of Bacchus, but with no specific refer-
ences to India (F31 with a tropaeum 
and a prisoner of war, G11 with a tri-
umphal chariot). Two paintings refer 
to Hercules, the first with an elaborate 
composition of Hercules as the slave 
of the Lydian queen Omphale (F26), 
the other a certamen bibendi between 
Bacchus and Hercules (F27). The childhood of Bacchus (G15) is shown as a simpli-
fied version of the Herculanean painting MANN 9270, with no proper reference to 
Mount Nysa; also, all the other childhood scenes concentrate on the figures, without 
the painter showing any interest in portraying the background. Narcissus, one of the 
most popular mythological figures in Pompeii, makes an appearance just once with a 
statue of Bacchus (A7). The story of the punishment of Dirce, a dedicated worshipper 
of Bacchus, is told in two episodes on either side of a sacred gate, and is overseen by a 
statue of Bacchus (A10). 

An event near the end of the Second Punic war, in 203 BC, is referred to twice 
in Pompeian wall paintings, one of which is connected to Bacchus. The event is well-
documented in Greek and Latin sources: after the Roman victory in the battle of Cirta, 
the Punic woman Sophonisba was about to be transported from Africa to the triumph 
in Rome, but committed suicide by poisoning herself. Further in the background of 
the scene, in the garden are statues of Bacchus and Apollo (A11). Historical events are 
seldom depicted in Pompeian wall paintings, with the other known cases being the riot 
in the Pompeian amphitheatre in 59 AD (MANN 112222; Tac. ann. 14,17), and the 
Alexander mosaic from the House of the Faun. In the wall painting A3 the painter may 
have been modelled on the historical person Iaia from Cyzicus. 

G15 Casa dei Dioscuri (DAIR) is a typical simple 
Pompeian childhood depiction.
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Locations

A topic of its own in this research 
has been determining what kind 
of built spaces made use of Bacchic 
wall paintings and sculptures. This 
problem was tackled from two view-
points: that of private and public 
contexts. The specific use of a room 
is not always easy to determine, but 
I will use the conventional names. 
In residences, the atrium, triclinium, 
oecus, exedra, and tablinum were 
public rooms for entertaining and 
receiving guests. Cubiculum means 
a multifunctional secluded room, 
mainly situated around an atrium. 
Ala, for its part, means a room situ-
ated around an atrium with no sepa-
rating walls. Kitchens are consid-
ered to be more private, used only 
for household purposes. The com-
mercial spaces will be included here 

among public spaces such as temples, theatres, and façades in general.
According to my research, triclinia seem to be the most agreeable space for rep-

resentations of Bacchus in private houses. Of the 147 entries in my wall painting cata-
logue, more than one-third of the paintings, which is by far the largest group, featured 
Bacchus in dining rooms or other representative areas, such as oecus and exedra. Two 
of these triclinia were for summer use and connected to garden. The only floor mosaic 
was discovered in a triclinium. Although other motifs were also used in these spaces, 
the triclinium was absolutely the most important space for Bacchus in Pompeii. As 
for the sculptures, their original positions are not precisely known, but the gardens 
and peristyles were the most popular choices in the cases where the whereabouts are 
known. Some terracottas were also visible as architectural parts, e.g. in an atrium (H9). 
In the more private areas, the child Bacchus seems to have been favoured as the decora-
tion of cubicula, representing more than one-third of the Bacchic wall painting subjects 
in those rooms. As for the sculptures, the two with the very elaborate hair styles also 
come from cubicula (H15, H19).

In the wall paintings placed in public places frequented by many people, Bacchus 
appears in a bakery (E14), in a caupona or thermopolium (D8, D10, F21), and in the 
Stabian baths (C24), while the side room of Apollo’s temple, allegedly a room for priests 

The more elaborate painting from Herculaneum 
(MANN 9270) is a variant of G10. Drawing Reinach 
105, 3 (RP 1922).
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(F13), may have been a semi-public space, also having an entrance from the peristyle of 
the temple. As for the sculptures, those made of tufa were most often public architectur-
al elements, sometimes connected to religion or public welfare. The marble sculpture 
H6 was located in the temple of Isis, and there must have been a statue in the temple of 
Venus as well, as is shown by the inscription. Some façades were adorned with Bacchus, 
occasionally along with Mercury, and many of these were commercial buildings. 

The paintings known in more in detail from interior rooms show that either the 
predellae or the upper zones were the most popular placement for Bacchus represented 
as a statue. In the main zones, Bacchus is sometimes represented in the central pictures, 
the sizes of which varied from tiny to very large, nearly two metres in height. The side 
fields of the central zones often represent Bacchus as a floating figure (B2, C4, D6). In 
façades, the paintings do not the follow the customary tripartite scheme of domestic 
spaces, and Bacchus is represented as an isolated figure. A special case with respect to 
the location is the lararium; in these Bacchus appears in an atrium (C14, C16, C17), gar-
den (D7), kitchen (F22), and also in a thermopolium (F21). Bacchus was a rare choice 
for this context, and appeared either as an isolated figure or in various combinations. As 
to the lararium figurines, we have one in terracotta and another in bronze (H11, H17), 
the first from a garden, the other from an atrium. 

Painters and Pattern Books

In this section, the choices of motifs, models, and painters are discussed. In my opin-
ion, the selection occurred either through personal literary knowledge or interest in a 
theme – as seen for instance at a neighbour’s house or some other place, or observed in 
an artist’s studio or pattern book – or simply through one’s own religious beliefs. Reli-
gious practices formed part of daily life, and sacrifices and prayers were common oc-
currences at home. Religion might certainly have played a role in choosing the subjects 
of paintings, and there must have been programmatic criteria in some cases as well. 
A mythological painting by a pictor imaginarius was a luxury item, and the copy of a 
well-known Greek painter’s work found in a book of models was regarded as the best 
choice. Those patrons wishing for a higher social status chose paintings adapted from 
suitable Greek models, and probably did not often think about a theoretical pictorial 
programmes.

It is evident that most artists had not seen original Greek paintings themselves, 
and worked with notebooks, collections, handbooks, and books of illustrations. We 
know from Pliny (nat. 36,39) of a collection of five books on the celebrated Greek mas-
terpieces written by the sculptor Pasiteles for the Roman audience during the time of 
Julius Ceasar.513 There are motifs quite obviously copied from pattern books in Pom-

513 Ragghianti – Bridges, 24–28.
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peian wall paintings, including individual separate figures and whole compositions. As 
examples, I would like to point out Bacchus as a standing separate figure (e.g. C5, D1, 
D7) completed with florals, a panther and/or other figures, and as a floating figure (e.g. 
D6). Standing Bacchus with a panther was such a common motif that it must have 
been painted more than once by the same painters. One case of a repeated detail is e.g. 
Bacchus jumping over Ariadne’s legs (E3, E4, E6), and many others connected to the 
discovery of Ariadne. The Ariadne cycle as a whole is a very good example of a com-
position that was repeated and varied in numerous ways. A tired Bacchus supported by 
Silenus as a musician is a motif that was varied by the portrayal of different musical in-
struments. The depiction of the child Bacchus as a Praxitelian reproduction is another 
motif that occurred in varied fashion in Pompeii. Same features could appear both in 
painting and sculpture, such as the posture with crossed legs and right arm touching 
the head in F19 and H16.

It is interesting to realize that some painters freed themselves from Hellenistic 
manners, adding individual details such as the mangy panther wrapped in a wreath 
(F16). Local themes with an Italic flavour otherwise appear sparingly. Bacchus is 
shown with local craftsmen in an overall unusual painting (D2), and Mount Vesuvius 
is seen in the background in another extraordinary painting (C17), both referring to 
local scenery. 

It has hard to believe that Pompeian painters did not try to copy each other’s styles 
as Richardson stated.514 The reality is certainly different; in a large house, several paint-
ers must have been working together, using apprentices and assistants for different 
phases, even for repairs. It is not uncommon that the Bacchi in a house were rendered 
by different hands, and a master could have painted several Bacchi on the walls of var-
ious houses. Painters have been identified and called according to “their” houses or 
motifs. To this list I would like to add the two paintings (E20, E21) from the Casa del 
Bracciale d’oro and the Casa di Achille; even if the latter is only known from a drawing, 
the style is so similar and the development of the motif is finely invented. The two other 
cases forming a pair are from the Casa di C. Iulius Polybius and the Casa del Principe di 
Napoli (B7, C9) where the individual lone standing figures are executed skilfully with a 
delicate hand. Normally, such lone figures did not require huge gifts taking for granted 
that painting individual figures did not cost as much.

The two mosaics (A14 and D16) come from different periods in Pompeii. The first, 
the emblema, with parallels from outside Pompeii, belongs to the older Hellenistic tra-
dition and second style, while the fountain wall makes part of the transitional period to 
the fourth style, when mosaics decorated also the outer walls as waterproof elements. 
The scene by the fountain is basically an offering scene, even if the attention surely turns 
primarily to the divine couple, an image well known from the wall painting of Villa dei 
Misteri (D15); a period over one hundred years in between the two versions. 

514 Richardson 2000, 13. 
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Religious Aspects

When attempting to identify a religious space within a home, one should note all the 
various markers of different private cults; in my research this includes both wall paint-
ings and different mobile artefacts (H20), mainly sculptures, even if belonging to a lamp 
(H18), or other objects suitable for religious purposes (H19, H21). A special case is Bac-
chus represented as a statue in a sacral landscape, i.e. an idealized view of the country-
side with religious motifs, in the form of small shrines, which are usually on a hillock or 
a cliff shaded by a tree. The deity could be represented as a statue or a herm, and other 
herms also surround the shrine or are placed near the statue. ”In Roman mystery cults 
the sacro-idyllic landscape with herds of cattle became the image of the good life after 
death, to which one was granted access through the worship of Dionysus.”515 

On a private level the interest in Bacchus was obvious, as is shown by his presence 
in lararia, mostly as paintings, only rarely as a figurine. Private sacella do exist, the most 
important being an isolated room in House II 3,6 with an entrance through the garden 
and known from the longish graffito (pp. 51-52 and below), and another as a lararium 
enclosure (C17). In the House of Pansa the interest in Bacchus was keenly felt, both 
in the elaborate bronze lamp with a miniature altar, and the sculpture group of Bac-
chus and a satyr discovered together in the peristyle (H13, H18). Cult objects such as 
cista mystica are present in Pompeii, but are not directly connected with Bacchus, and 
appear as isolated objects in other zones of the wall paintings. Portrayals of the good 
afterlife that could be achieved through Bacchus are not easily perceived in the Pom-
peian material; the rare allusion might be the suicide of Sophonisba, or once again the 
epiphany of Bacchus to Ariadne, with its equivocal meaning.

Bacchus in a Broader Context

In the the first half of this chapter I presented my immediate observations on how 
Bacchus was portrayed in Pompeian works of art, and now I shall analyse Pompeian 
Bacchus in a broader context. My research belongs to the category of basic research, 
and the primary purpose was to establish simply how and why Bacchus was depicted in 
Pompeii through the centuries. This topic had not previously been studied extensively 
enough, although some previous incomplete lists of works of art do exist. My starting 
point was to make a comprehensive list of all the images of Bacchus in Pompeii, and 
that is why I initially assembled the two Appendices, with their topographical lists of 
wall paintings and sculptures as identified in the research literature. However, in my 
opinion some of the cases registered by former researchers are not actually portraits 
of Bacchus, and in addition so little information had been recorded about some others 

515 Moltesen 2002, 180.
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that omitting them from my catalogues seemed justified. The descriptions in my wall 
painting catalogue were classified, firstly, according to the “age” category of the divin-
ity, and secondly according to the types of companion(s) in the most numerous groups 
of depictions of Bacchus as a young man. I chose not to use the same structure in the 
catalogue of sculptures and minor arts, as the types of base materials are intrinsically 
important for these works of art. 

In both catalogues, there are entries for which I had to rely on vague verbal de-
scriptions made during the earlier centuries, which are sometimes unreliable in their 
details. The evidence provided by the drawings seemed to be, however, quite accurate, 
especially when they concentrated on the central pictures and not entire walls. This 
anomaly does not cause a problem here due to the numerous entries in my catalogue, 
proving the overall approaches to portraying Bacchus. My detailed descriptions were 
crucial for the understanding of the characteristic features of Pompeian Bacchus. In the 
course of my research it became obvious that in this context the sculpted herms had 
to be excluded, due to their very large number and repetitive nature, even if they were 
the most customary way of portraying Bacchus in sculpted form. I did refer to some 
of them, however, when needed. All the age types of Bacchus were represented in all 
of the different types of art included, so my conclusions even here were not affected by 
this omittance. 

For our understanding the Pompeian divinity, the use and choice of his name was 
of interest. And yet, the total number of inscriptions with alternative names are re-
grettably limited in the Pompeian material, and had to be supplemented from other 
literary sources in the hope of establishing a more complete picture. Here the com-
parative method was used, to determine which elements and circumstances affected the 
portrayal of Pompeian Bacchus in a wider context. One point unfortunately remains 
obscure due to the lack of literary sources directly shedding light on Pompeii, and that 
is any causal relationships between the buyers and artists, and thus also the decision-
making process and whether it was based on personal religious beliefs. To underpin my 
argumentation I had to examine not only Pompeii, but also the Greek - that is Hellenis-
tic – Roman, and Italic features that may have affected Pompeian society in its relations 
to Bacchus, e.g. factors that might explain the changes in the cult through architecture 
and images. These descriptive and comparative procedures provided at least limited 
answers as to what Bacchus’ cult was like, and consequently the (religious?) role of the 
divinity in Pompeian art, and to what degree the Hellenistic features differed from the 
Roman or Italic ones. Stimuli surely came from various directions over the course of 
time, and indisputably from the third century onwards, if not already two centuries 
earlier.

From Greece, either directly from the east or via southern Italy, came the mystery 
cults, with a need for privacy being one of their primary characteristics already in Clas-
sical Greece. In Campania, access to the large tomb from the mid-sixth century BC 
in Cumae was restricted to the initiated, who there awaited a good afterlife. In Rome, 
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the old Italic triad on the Aventine was Hel-
lenized already in the early 3rd century BC 
at the latest, as is shown by the Greek rites of 
Ceres and the iconography of its cult image, 
but during the repression of the Bacchanals in 
the early second century Rome the unwanted 
mystery features were again suppressed. In 
Pompeii, there is however no evidence of re-
pression. A few decades later, after the con-
quest of Corinth, Lucius Mummius donated 
a looted painting of Dionysus to the Aventine 
temple; this painting has even been consid-
ered to be a potential model for the painting 
with Bacchus’ chariot in the Casa di M. Lu-
cretius Fronto (D14), although without any 
proper evidence.

Contacts with the Etruscans are verified 
in the pediment sculpture of the temple (H1), 
which was perhaps even crafted by an Etrus-
can master. There are also indigenous Italic 
features evident in my material, even if sparse. 
The votive stela of the divinity with his dog-like panther – doubtless a more familiar 
animal to the artist – made of local tufa is the oldest case (H2), and roughly from the 
same period as the pediment. Local preferences may appear later in some details (e.g. 
F16). The conspicuous role of grapes as the divinity’s attribute, as observed throughout 
my material, is a reference to viticulture, a specialized branch of agriculture, and also to 
fertility. In this sense it underscores the Pompeian cult of Bacchus as a direct continua-
tion of and blend with the indigenous Italic Liber. 

The idea of Bacchus imparting blessedness to mortals is discerned in many Pom-
peian wall paintings, even in the discovery of Ariadne. The contrary aspect, i.e. Bac-
chus punishing people for not accepting his cult, is shown only in the portrayal of his 
persecutor(s). Most of the surviving Pompeian wall paintings are datable to the period 
after the earthquake of 62 AD, and before the destruction in 79. Accordingly, only a 
few of the paintings in my material represent the Second style, and some few more the 
Third, while most belong to the Fourth style. This is a pity in a way, as we have lost the 
strongest elements from the Greek world that were conveyed at an early age. Pompeian 
images almost without exception reflect Hellenistic images adopted through works of 
art, vase paintings, pattern books, and by the craftsmen themselves. 

The cult of Dionysus was originally a mystery religion. In Pompei, the temple of 
Bacchus followed the Etrusco-Italic plan with a deep pronaos but a surprisingly low 
podium. Was this exceptional feature a question of economy, or due to the temple’s 

H2 The panther looking more like a dog.
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site on a hill, making it visible in the distance? A very late addition to the temple was 
the partial closing of the columns of the pronaos with triclinia in front. This type of 
limited visibility into the pronaos was known already in the late sixth century, from 
Temple F at Selinus, allegedly dedicated to Dionysus, and later in the early second cen-
tury temple from the theatre in Pergamum. Was this an incipient sign of the strength-
ening of mystery cults, and the forthcoming popularity of the cult of Bacchus shown 
e.g. by the Bacchic depictions on sarcophagi in the second century AD? Torches for 
their part are easy to associate with nocturnal rites, and belong to mystery cults in 
general, but there are not many of them among my material; the only explicit exam-
ple is in a painting from the upper zone in the House of the Vettii (F7); all the other 
cases are ambivalent. Neither is there enough evidence to determine whether Bacchic 
paintings correlated with the overall background colours of the walls, especially in 
the case of black as a possible reference to the nocturnal features of the cult. A more 
strongly established aspect is the already mentioned connection to viticulture, which 
is very evident in my material: vines, grapes, and wine appear time after time in wall 
paintings and sculptures, and once even on his robe covered with grapes. He is given 
wine or grapes from early childhood, and as an adult he carries and squeezes them, 
very often giving wine or bunches of grapes to a panther or a satyr. He is never shown 
drinking wine himself, but his posture and/or countenance sometimes clearly show 
the aftermath of drinking, and he is seldom sober. His temple was located among the 
vineyards, and the worshippers ate and drank there. Perhaps even the epiphany of 
Bacchus to Ariadne, such a popular subject in wall paintings and even portrayed in 
a cameo glass in Pompei, may be linked to the concept of rebirth and welcoming the 
new season of vine cultivation.

Theatre had a limited role in the portrayal of Bacchus in Pompeii, and was overall 
a less popular subject in the Roman world than in Greece. A sculpted head of the di-
vinity functioned as the keystone of the theatre, and was visible enough for those who 
bothered to direct their eyes upwards towards the entrance vault (H5); the same can be 
seen in the central part of the archway of the Stabian baths (C24). According to Vitru-
vius, the temple of Liber should ideally be located near a theatre, a feature however not 
implemented in Pompeii.

The number of inscriptions referring to Liber (3) or Bacchus (1) in Pompeii is as-
tonishingly low compared to the number of Bacchic themes in Pompeian wall paintings, 
but in comparison to the occurrence of the names of other gods it is nothing out of the 
ordinary, with the only exception being Venus, as the main cult of Pompeii. It appears 
that the old cult of Liber continued in Pompeii as a decorative element alongside Venus, 
not only in the pediment of the temple of Bacchus, but also in other depictions: the two 
gods were paired on the façade of the House VI 13, 6–7, on a façade in Via Nolana (D2, 
D1), and in the temple of Venus, where the inscription marked a statue of our divin-
ity. The meagre epigraphic evidence shows that the old Latin name Liber and the later 
term Liber Pater were in use, but their chronology is most unclear, and the use of Bac-
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chus was in the minority. The inscription CIL 
IV 1626 seems to have been an allusion to the 
subject of the painting above (C11), alas now 
lost; the author of the graffito seems to have 
half repeated the name LIB LIBER as a writing 
exercise, or else without any serious purpose. 
The dipinto BACCHE of CIL IV 3508 on the 
façade of the House of the Vettii is most prob-
ably a vocative, by somebody simply wanting 
to salute Bacchus, and may be a reference to 
the interior decor of the house. I conclude that 
Liber appears to be the favoured name of the 
divinity in Pompeii of the first century AD.

In some Pompeian houses there were con-
centrations of wall paintings with portraits of 
Bacchus himself, and the Bacchic cycle in gen-
eral. The divinity was depicted six times in the 
House of Marcus Holconius Rufus/Casa dei 
Postumi (VIII 4,4.49): in the exedra (3), cubic-
ulum (2), and atrium (1). In the exedra there 
were two high-quality central pictures: Bac-
chus discovering Ariadne (E13), and Bacchus 
as a statue behind Narcissus (A7); the third 
Bacchus, as a young man enthroned (B14), 
was in the upper zone. In the atrium there was 
Silenus with a youthful Bacchus (G9). How-
ever, having the divinity supervise these public 
display spaces was not enough for the propri-
etor of the house. The divinity was addition-
ally painted in a small cubiculum, which was 
in a way the most Bacchic room of the whole 
house: two out of seven small framed paint-
ings in the main zone represent Bacchus him-
self (F5, G7), and the rest his companions. 

The second concentration of Bacchic pictures is in the House of Marcus Lucretius 
(IX 3,5.24). All the central pictures in the large triclinium not only depicted the god him-
self but also referred to his power, and to wine. A bearded Bacchus was shown behind 
feasting cupids (A9), a young Bacchus in front of a tropaeum (F31), and an infant Bac-
chus in the arms of Silenus on a triumphal chariot (G11). The pictorial programme has 
been considered a paragon of the “Room of Dionysus” described by Philostratus. Bac-
chus also appeared elsewhere in the house, at least as four double herms in the garden. 

F5 and G7 are presented together with oth-
er Bacchic figures , Reinach 333, 10–17 (RP 
1922) after GdS 1861, pl. 4.
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The third concentration was in the House of the Vettii (VI 15,1), with Bacchus oc-
curring seven times in the public display areas: in the peristyle as a wall painting (A5) 
and as a marble statue (H7); in the triclinium as a wall painting discovering Ariadne 
(E9) and enthroned in the upper zone (B11); in an oecus as a central picture with Ari-
adne (D13); and in another oecus as a floating figure together with Ariadne (D6) and 
a standing figure in the upper zone (F7). It is highly noteworthy that Bacchi of various 
types were depicted in so many houses, and that Bacchus could appear twice in the 
same painting (D4), and even thrice in the same room. The Villa dei Misteri cannot 
be left out from this list of important Bacchic houses in Pompeii. Even if the divinity is 
depicted only twice (D15, F19), the Second style and thus the early dating makes it a 
valuable example.

There is no real distinction to be made in the portrayal of Bacchus between the dif-
ferent regions in Pompeii, as the most significant number of works of art come from the 
best-preserved regions. Some insulae do however have concentrations of Bacchic paint-
ings, in which influence from neighbouring houses may have affected the choice of the 
paintings. Insula V 4 may have been one of these, with three different houses decorated 
with fine young Bacchi, insulae IX 2 and IX 5 also with three houses but with a variety 
of Bacchic images, and insula VII 4 containing six Bacchic houses. The sculptures and 
minor arts in my material are split more evenly. In the Casa di Pansa VI 6,1 two pieces 
of bronze sculpture (H13, H18) were discovered, but no Bacchic paintings. The reason 
for this may be the building’s later use as a tenement; the later inhabitants may not have 
had an interest in caring for the wall paintings. 

Understanding these subjects and their iconographic details is a challenge. They 
are not without ambivalence to us, as we have often partially preserved paintings, par-
tially understood outside of their cultural context, and they must have been equally so 
to some Roman viewers dining in the dim light of oil lamps; there would have been 
people less versed in the arts in antiquity and they might have not understood the finer 
details of some of the compositions. Every person experienced their own religion, at-
taching meanings and purposes to the surroundings, the wall paintings, and the statues 
and figurines, be they real ones or images of statues in the wall paintings. My study 
shows that in pictorial representations Pompeian Bacchus profusely echoed the previ-
ous Hellenistic forms, inevitably adapted for Pompeian tastes, and that the old Italic 
cult of Liber lived on in naming conventions, as well as being the protector of viticulture 
with its many symbolic connotations. However, as the various companions of Bacchus 
were often depicted without their master, a separate study of them is required in order 
to fully understand the role of Bacchus in Pompeii. 
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p. 175–176 F21 Photo I. Kuivalainen (2013, 2014). Su concessione del Ministero della Cultura – Parco 
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p. 191 G4 Drawing H.D. Mirick, Van Buren 1932, pl. 11, 2.
p. 192 G5 Photo Jackie and Bob Dunn (2009). ©Jackie and Bob Dunn www.pompeiiinpictures.com. Su 
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273Comm. Hum. Litt. Vol. 140

Glass H21
p. 226 H21 MANN 152652 Photo I. Kuivalainen (2017). Su concessione del Ministero della Cultura – Mu-
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dell’Istituto Centrale per il Catalogo e la Documentazione – MiC.
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APPENDIX 1

Wall Paintings by Location

The material of this Appendix was collected mainly from W. Helbig’s Wandgemälde 
der von Vesuv verschütteten Städte Campaniens (Leipzig 1868), A. Sogliano’s Le Pitture 
Murali Campane Scoverte negli Anni 1867–1879 (Naples 1879), K. Schefold’s Die Wände 
Pompejis, topographisches Verzeichnis der Bildmotive, (Berlin 1957) and Pompeii Pitture 
e Mosaici. The following information is given: the catalogue number of my catalogue, 
the inventory number, the condition and the iconographical type of Bacchus. 

Destroyed = non-existant or unreadable
Damaged = still visible or readable in part

LOCATION INV. CONDITION TYPE

C1 I 1, 2 destroyed youth

C2 I 2, 10 destroyed youth

D7 I 2, 20-21 destroyed youth

A1 I 2, 24 destroyed bearded

A2 I 3, 3 destroyed bearded herm

B18 I 3, 25 damaged youth

I 3, 25 good youth/Hesperus

I 4, 5.25.28 MANN 11283 damaged youth, only feet

E7 I 4, 5.25.28 MANN 9286 good youth

I 6, 2 good youth

I 6, 2 good youth

G19 I 6, 4 restored infant

E4 I 6, 4 partially damaged youth

G20 I 6, 7 damaged child

C3 I 6, 15 partially damaged youth

C4 I 7, 7 damaged youth

F21 I 8, 8 good youth

I 9, 1 destroyed ?

E5 I 9, 5 good youth

E6 I 9, 5 damaged youth
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LOCATION INV. CONDITION TYPE

C23 I 9, 5 restored youth

G16 I 10, 4 damaged child

B17 I 10, 4 almost destroyed youth?

E8 I 10, 11 damaged youth

D8 I 11, 1 destroyed youth

F9 I 11, 7 damaged youth

G21 I 11, 17 damaged child

C14 I 12, 16 damaged youth

F20 II 1, 12 damaged youth

B15 II 2, 2-5 partially destroyed youth

G5 II 3, 3 damaged infant

G13 II 4 MANN 9275 good infant

C15 II 9, 1 damaged youth

C18 III 1 destroyed youth

C19 III 2, 1 damaged youth

F6 III 4, 2 partly preserved youth

B1 III 4, 4 good youth

B2 III 4, 4 destroyed youth

C5 IV via Nolana dis. 276 destroyed youth

D1 IV via Nolana dis. 279 destroyed youth

F32 V 1, 18 damaged youth, effeminate

C6 V 1, 20 destroyed youth

B3 V 1, 26 nearly destroyed youth

C7 V 2, 1 partly damaged youth

F21 V 2, 1 destroyed youth

E15 V 2, 1 damaged youth

V 2, 4 destroyed youth? Bust

D14 V 4, a.11 good youth

F14 V 4, a.11 damaged youth

C16 V 4, 3 destroyed youth

E2 V 4, 3 damaged youth

F8 V 4, 7 destroyed youth
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LOCATION INV. CONDITION TYPE

D10 V 4, 6-8 destroyed youth

B20 V 5, 3 almost damaged youth, effeminate

F1 V 6, 1 destroyed youth

VI 1, 2 destroyed youth?

A3 VI 1, 10 MANN 9018 good bearded

G1 VI 2, 4 destroyed infant

VI 2, 11 destroyed ?

VI 2, 14 damaged ?

B16 VI 2, 14 destroyed youth

B9 VI 2, 14 destroyed youth

VI 2, 22 destroyed ?

F25 VI 7, 6 destroyed youth

VI 7, 23 damaged youth?

VI 7, 23 good youth/Apollo

B4 VI 8, 20 destroyed youth

C8 VI 8, 20 destroyed youth

VI 9, 2 MANN damaged bearded/Hercules

G10 VI 9, 2 destroyed child

F3 VI 9, 2 destroyed youth

F4 VI 9, 6-7 MANN 9268 good youth

B10 VI 9, 6-7 damaged youth

VI 9, 6-7 damaged ?

G15 VI 9, 6-7 damaged child

F2 VI 9, 6-7 destroyed youth

C20 VI 10, 11 MANN 9456 good youth

G2 VI 10, 11 damaged infant

E1 VI 11, 4 destroyed youth

VI 11, 8-10 damaged youth?

VI 13, 6 destroyed youth?

D2 VI 13, 6-7 MANN 9282 damaged youth

A4 VI 13, 19 destroyed bearded

D3 VI 14, 20 almost destroyed youth



277Comm. Hum. Litt. Vol. 140

LOCATION INV. CONDITION TYPE

N4 VI 14, 28 damaged youth

B5 VI 14, 40 nearly destroyed youth

D13 VI 15, 1 good youth

A5 VI 15, 1 good bearded

E9 VI 15, 1 good youth

B11 VI 15, 1 damaged youth

D6 VI 15, 1 good youth

F7 VI 15, 1 damaged youth

C9 VI 15, 7-8 good youth

G3 VI 16, 7.38 damaged infant

E10 VI 16, 15-17 damaged youth

J4 VI 16, 15 damaged youth

VI 16, 31 destroyed

VI 17, 10 MANN 9127 good youth? effeminate

VI 17, 19-20? destroyed ?

B19 VI 17, ? MANN 9520 quite good youth

VI 17, 41 MANN 9258 damaged ?

C10 VI 17, 42 P 87280 restored youth

E20 VI 17, 42 good youth

C24 VII 1, 8 damaged youth

F26 VII 1, 25.46.47 good youth

F24 VII 1, 36.37 destroyed youth

VII 2, 16-17 MANN 9449 good youth/Apollo

F28 VII 2, 16-17 destroyed youth

VII 2, 18 destroyed bearded/Priapus

VII 2, 45 ?

F10 VII 3, 13-15? destroyed youth

F33 VII 3, 25 destroyed youth

F17 VII 3, 29 destroyed youth, effeminate

C21 VII 4, 10 destroyed youth

D4 VII 4, 10 destroyed youth; bearded

F27 VII 4, 25 destroyed youth
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LOCATION INV. CONDITION TYPE

E17 VII 4, 31.51 destroyed youth

E11 VII 4, 31.51 MANN 9278 good youth

A6 VII 4, 48 partly damaged bearded

B6 VII 4, 59 damaged youth

F15 VII 4, 62 destroyed youth

C11 VII 6, 34-35 damaged youth

VII 7, 5 youth, bust

B12 VII 7,10 destroyed youth

F13 VII 7, 30 destroyed youth

C12 VII 9, 30? destroyed youth

E12 VII 10, 3.14 MANN 111484 good youth

VII 10, 3.14 ?

VII 12, 26 child

G8 VII 12, 28 destroyed infant

A12 VII 15, 12 destroyed bearded

VII 16, 22 ?

G17 VII 16, 22 good child

VII 16, 22 ?

E19 VII 16, 22 partially damaged youth

B13 VIII 2, 21 almost destroyed youth

A11 VIII 2, 39 MANN 8968 good bearded

F12 VIII 3, 2? MANN ”9269” good youth

F11 VIII 3, 4 dis. 259, 260 destroyed youth

G7 VIII 4, 4 damaged infant

B14 VIII 4, 4 dis. 693 destroyed youth

A7 VIII 4, 4 destroyed bearded

E13 VIII 4, 4 destroyed youth

F5 VIII 4, 4 good youth

G9 VIII 4, 4 destroyed infant

VIII 7, 28 youth

IX 1, 7 youth

D11 IX 1, 22.29 dis. 736 almost damaged youth
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LOCATION INV. CONDITION TYPE

IX 2, 16 bearded herm

G18 IX 2, 16 destroyed child

G14 IX 2, 16 destroyed infant

A8 IX 2, 18 dis. 841 destroyed bearded

IX 2, 21 dis. 843 bearded?

D9 IX 2, 19-21 dis. 843 destroyed youth

G11 IX 3, 5 MANN 9285 good infant

A9 IX 3, 5 MANN 9207 good bearded

F31 IX 3, 5 almost destroyed youth, effeminate

E14 IX 3, 19 almost destroyed youth

 E21 IX 5, 2 damaged youth

IX 5, 11 damaged youth/athlete

D12 IX 5, 14-16 MANN 111481 partially damaged youth

D5 IX 5, 14-16 partially damaged youth

G4 IX 5, 18 damaged infant

IX 5, 18 damaged youth?

E16 IX 7, 20 almost damaged youth

E18 IX 7, 20 destroyed youth

IX 8, 1 ? ?

C17 IX 8, 3.6 MANN 112286 good youth

IX 8, 3.6

IX 8, 3.6

IX 12, 9

F22 IX 13, 3 not known youth

B7 IX 13, 1-3 good youth

A10 IX 13, 3 good bearded

IX 13, 3 mask

IX 13, 3 mask

V. Imperiale VIII1a bearded

G6 V. Imperiale VIII1a 1.1 child

V. Imperiale VIII1a youth

D15 V. dei Misteri partially destroyed youth
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LOCATION INV. CONDITION TYPE

F19 V. dei Misteri good

V. d. Col. a Mos. destroyed

F30 possibly VII 4, 22 MANN 9050 damaged youth

MANN 9165

MANN ”9191”

P MANN 9271

F16 P MANN 9274 partially damaged youth

G12 P MANN 9281 good child

A13 P MANN 9658 good bearded

B8 P? Stroganoff unknown youth

C13 P? BM 1901, 0131.1 good youth

C22 P Roux – Barré II, 119 destroyed? youth

F18 P Ornati destroyed youth
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APPENDIX 2

Sculptures by Location

The catalogue of sculptures is compiled initially from H. Döhl’s Plastik aus Pompeji 
(Göttingen 1976), W. Jashemski’s The Gardens of Pompeii 2 (New Rochelle 1993), C. 
Moss’s Roman Marble Tables (diss. Princeton 1988), and Marmora Pompeiana nel 
Museo Archeologico Nazionale di Napoli (Rome 2008). Additionally, diverse publica-
tions on terracotta, bronze sculpture and glass were consulted, not to mention innu-
merable exhibition catalogues. On-site visits were made in locations, storerooms and 
archives in Pompeii and in the National Archaeological Museum in Naples, to inspect 
the material in person.

For each item the following information is given: the number in my catalogue, 
location, material, subject and inventory number, if known. The material in this Appen-
dix 2 is larger than in the present PhD-thesis, as herms and table supports are included. 
The Appendix shows that some of the material once documented has gone lost.

LOCATION MATERIAL SUBJECT INV. NO.

I 2,20.21 marble herm bacchic MANN 110657?

I 3,25 marble herm bearded Bacchus (Indian) MANN 110653

H19 I 13,5 bronze bust, bearded Bacchus P 11471

H20 I 13,8 bone shaft, young Bacchus with a 
companion

P 11492a

I 7,10-12 marble (red) herm child? P 3742

I 7,19 marble (yellow) herm bearded P?

I 8,14 marble table support,  
herm youth Bacchus

P 1180-4 (7394)

I 8,17 marble table support,  
bearded herm Bacchus

P 1178-4 (6584)

I 10,4 marble (giallo antico) herm youth Bacchus P 4237

I 10,4.16 marble table support,  
herm youth Bacchus

P 1595 (20396)

H15 I 17,2 bronze statue, young Bacchus P 11864

II 1,2 marble table support,  
bearded herm Bacchus

P 10611

H4 II 3,5 or VI 17,27 tufa fountain pilaster

H17 II 9,2 bronze statuette, child Bacchus P 40170

V 1,22-23 marble herm bearded Bacchus MANN 110649

V 1,23-26 marble herm bearded Bacchus MANN 120427
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LOCATION MATERIAL SUBJECT INV. NO.

V 1,23-26 marble herm bearded Bacchus MANN 120487

V 2,3 marble herm bearded Bacchus MANN 120058

V 3,10 marble table support,  
herm youth Bacchus

MANN 126175

V 6,b marble (white) herm bearded Bacchus P 205 (XII-907)

V 6,b marble (white) herm bacchante P 206 (XII-907)

VI 4,11 or VII 7 marble (white) head (herm) youth Bacchus

VI 4,11 or VII 7 marble (giallo antico?) head (herm) 
bearded Bacchus (Indian)

H3 V 1,7 tufa capital of pillar P 295-4

H13 VI 6,1 (Pansa) bronze group of Bacchus  
and a companion

MANN 4995

H18 VI 6,1 (Pansa) bronze lampstand, child Bacchus MANN 4563 (73000)

VI 6 ?  
(near tempio greco?)

bronze statuette Bacchus and a vase

VI 7,23.24 marble doubleherm, putto and Bacchus

VI 7,23.24 marble (giallo antico) head Bacchus

VI 12 marble (Greek) statue frg. half naked,  
youth Bacchus

VI 13,2 marble herm Bacchus MANN 110005

VI 13,2 (notamenti 
VI 13,49)

marble doubleherm youth Bacchus, 
Silenus

MANN 110002

VI 13,2 marble herm Indian Bacchus MANN 110001

VI 13,13.18 marble head bacchant? MANN 120577

VI 13,19.12 marble herm bacchic? MANN 120451

VI 14,24 marble (rosso antico) herm youth Bacchus MANN 110650

VI 14,27 marble herm youth Bacchus MANN 110874

H7 VI 15,1 marble statue youth Bacchus P 53505 (old 678)

VI 15,1 marble doubleherm, Silenus, bacchante? P 630

VI 15, 1 marble doubleherm, Bacchus, Ariadne? P 631

VI 15,2 marble herm youth Bacchus MANN 124866

VI 15,7-8 marble table support, Silenus, infant 
Bacchus

P 406-4 (1109)

VI 16,7 marble herm bearded Bacchus P 20456?

VI 16,7 marble table support, herm child Bacchus MANN 133391

VI 16,7 marble head bearded Bacchus P 1282

VI 16,7 marble doubleherm,  
bearded Bacchus, Silenus

P 1280
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LOCATION MATERIAL SUBJECT INV. NO.

VI 16,7 marble doubleherm, Bacchus, Ariadne P 3056?

VI 16,7 marble herm bearded Bacchus P 1281

VI 16,13 travertine table support,  
herm bearded Bacchus

MANN 133389

VI 16,28 marble table support,  
herm youth Bacchus

MANN

VI 16,32 marble table support,  
herm youth Bacchus

MANN 133232

VI Occ., 17, 15-18 marble herm Sabazius?, bearded

H10 VII 2 terracotta head young Bacchus P 14165

VII 3,11.12 marble herm youth Bacchus MANN 109520

VII 3,11.12 marble herm bearded Bacchus MANN 6482

VII 5 east side (Via 
del Foro)

marble (giallo antico) herm Bacchus ?

VII 6,3 (Diana) marble (rosso antico) herm youth? Bacchus

VII 6,3 (Diana) marble (white) herm youth Bacchus (or bacchant)

VII 7, 19 marble head (herm) Bacchus  
(without nose)

VII 9,47.65 travertine table support,  
clipeus bust Bacchus

MANN

VII 9 Northern side marble head Bacchus (broken nose)

VII 9 Northern side marble (giallo antico) herm bearded Bacchus

H14 VII 12, 17.21 bronze statue Bacchus (Narcissus) MANN 5003

VII 15,5 marble herm bearded Bacchus (Indian) MANN 110656

VII 15,9 marble herm bearded Bacchus (Indian), 
(broken nose)

MANN 120445

VII 15,13 marble herm bearded ? (Indian Bacchus) MANN 110652

VII 15,13 marble herm bearded (Indian) Bacchus MANN 110655

H21 VII 16,17 glass relief, young Bacchus  
with Ariadne

MANN 152652

VIII 4,44 marble doubleherm??? MANN 109619

VIII 5 marble doubleherm???

VIII 5 plaster base Bacchus

VIII 5 stucco statue Bacchus 

VIII 5,39 marble herm Bacchus MANN 120038

VIII 5,39 marble herm Bacchus MANN 120039

VIII 5,39 marble herm Bacchus MANN 120040

H5 VIII 7,20 tufa keystone, bust of young Bacchus
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LOCATION MATERIAL SUBJECT INV. NO.

H6 VIII 7,28 Isis’ temple marble statue Bacchus MANN 6312

IX 1,3 plaster head Bacchus

IX 1,7 marble herm Bacchus MANN 109518

IX 1,22 marble herm Bacchus

IX 3,5 marble head bacchic MANN

IX 3,5 marble doubleherm P

IX 3,5 marble doubleherm P

IX 3,5 marble doubleherm P

IX 3,5 marble doubleherm P

IX 3,19, IX 8,3-6  
or IX 2,18

marble herm youth Bacchus MANN 110651

IX 3,19 marble herm bearded Bacchus or Faun MANN 109615

IX 5,11 marble herm bearded Bacchus MANN 120508

IX 6,3 marble herm child Bacchus? MANN 120532

H16 IX 7,11 bronze statuette, young Bacchus P

IX 7,12? marble (giallo chiaro) table support,  
herm bearded Bacchus

MANN 120598

IX 7,12? marble (giallo chiaro) table suppport,  
herm bearded Bacchus

MANN 120599

IX 7,12? marble (bardiglio) doubleherm,  
bearded Bacchus and Libera

MANN120465

IX 7,12? marble doubleherm,  
bearded Bacchus and Libera

MANN 120600

IX 7,19 marble table support,  
herm youth Bacchus

IX 7,21 marble head Bacchus

H11 IX 7 fontana mosaico terracotta figurine Bacchus and panther MANN 116664

IX 8,3-6 marble table support,  
herm youth Bacchus

MANN 120441

IX 8,3-6 or IX 1? marble herm bearded Bacchus MANN 120452

near theatre marble (rosso antico) herm bacchant?

Vico di Eumachia 
VII 13

marble herm Bacchus

Via della Fortuna (or 
Casa del Fauno)

marble herm Bacchus

Via della Fortuna marble clipeus bacchant and Bacchus

Via della Fortuna marble herm bachante

Via della Abbondanza marble herm bacchante

Apollo’s temple or 
casa Citarista?

marble herm Indian Bacchus
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LOCATION MATERIAL SUBJECT INV. NO.

Apollo’s temple or 
casa Citarista?

marble herm Bacchus

VII 1,45? marble herm Ariadne

VII 1 ? marble herm Bacchus, head and feet

VII? marble herm Bacchus

VII? marble herm Bacchus MANN 109613

VII? marble herm Bacchus, head and feet MANN 120477, 
120585

I 4? marble herm Bacchus MANN 120448

IX 1? marble herm Bacchus MANN 120452

IX 1? marble herm Bacchus MANN 120469

IX 1? marble herm Bacchus MANN 109612

VII 15? marble herm Ariadne

Pompeii bronze statuette child (Bacchus?) MANN 5008

Not known? marble table support,  
herm bearded Bacchus

MANN 12615

Not known? marble table support,  
herm bearded Bacchus

MANN 6492

Not known? marble table support,  
herm youth Bacchus

MANN

Pompeii marble table support,  
herm child Bacchus

MANN 126254 
(1167)

Pompeii marble table support,  
herm youth Bacchus

MANN 126149

H1 Pompei, 
Sant’Abbondio

tufa temple pediment P

H2 Pompeii tufa stela (relief) P 8660

H8 Villa delle Colonne a 
Mosaico

marble oscillum MANN 6651

H9 Insula Occidentalis terracotta rain gutter, young Bacchus P 12642

H12 Pompeii terracotta figurine, bearded Bacchus
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