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Abstract 

 

Eighteenth and nineteenth century British and European colonial extension into the New 

World and the South Seas resulted in the growth of new colonial cities. With this 

development came the establishment of Western institutions, namely, the museum. These 

new museums needed content, and where better to look than the models beloved at ‘home’ in 

England. The need for legitimizing ancestors for a young Empire, and already established 

reverence for Greco-Roman art saw British colonisers looking to the ancient past for works 

which represented both. Works within the canon of ancient sculptures deemed the paragon of 

material culture were reproduced in plaster, distributed, and displayed throughout the 

colonies during the Victorian period. Behind each of these donated collections can be found 

an individual, or a small group of men, who sought to enrich their emerging cities and 

enhance their personal legacy. In a single transaction, groups of casts could be sent to 

preserve ‘good taste’ and provide the means for education while also establishing the donor 

as a cultured connoisseur and a generous philanthropist. These displays of wealth were a way 

of building legacy, both personal and cultural, as they connected cities like Auckland, New 

Zealand, back to English art and values.  

 

As the circulation of casts reached its height, Auckland was given its sizeable collection by 

Thomas Russell. The Auckland Institute and Museum received thirty-three statues and busts 

in 1878, made by Domenico Brucciani, the era’s foremost castmaker in Britain. The donation 

was significant in size, quality, and precedence. With the Russell Statues (as this gift is 

known), the Auckland Institute and Museum could diversify its collection, following in the 

footsteps of other cities moving towards a colonial metropolitan ideal. My research tracks 

and examines the uses of this collection as exhibition items, educational tools for the South 

Kensington system, tastemakers, and decoration, unveiling the complex roles they have 

filled. This thesis explores their odyssey from fabrication in Brucciani’s London workshop to 

their resting place – principally in the Auckland Museum’s storage facilities. It also 

investigates the dissemination of Western artistic ideals and the European fascination with 

Greece and Rome. 
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Introduction 

 

Classical scholar Richard Hingley wrote of our time, that “the Classical past retains a 

highly significant relationship to the present.”1 These words ring true today, in our art, 

language, architecture and politics, but can reference almost any point in history, so pervasive 

has the influence of ancient Greece and Rome been on the ages that have followed. The 

period between the late eighteenth century, the peak of Neoclassicism, to the late nineteenth 

century, exemplifies a boom in appreciation and emulation of Greco-Roman aesthetics and 

ideals. In 1878 expatriate lawyer and colonial agitator Thomas Russell (1830-1904) went on 

a “spending spree,”2 purchasing twenty-two statues and eleven busts from the Covent Garden 

workshop of Domenico Brucciani (1815-1880) to gift to the Auckland Institute and Museum 

(AIM). This was the largest and most significant gift in the AIM’s history, forming the basis 

of Auckland’s European art collection and the first free school of art for the colony, funded 

by John Logan Campbell (1817-1912).3 

 

Russell and Campbell, alongside several other individual colonists were involved in 

the facilitation of this gift. Amongst their number was artist Albin Martin (1813-1888), who 

wrote the only comprehensive introduction to the statues in the New Zealand Herald, and 

Kennett Watkins (1847-1933), the first tutor of the Auckland Free School of Art. This idea, 

of individual men building up the resources of their colony can be seen in other donations of 

casts, and is congruent with Victorian aspirational ideals – generous philanthropy, the 

prioritisation of public education, civil service, preserving of English taste, and displays of 

wealth. In itself, this is a very ancient ideal – the responsibility of enriching the state through 

individual means harks back to the ancient Greeks, who believed that the citizen had an 

obligation to the city in which he lived.4 The best interest of an individual was to act in the 

best interest of the city.5 Instead of donations of feasts on ancient Greek holy days, or unpaid 

 
1 Richard Hingley, Globalizing Roman Culture: Unity, Diversity and Empire (London: Routlege, 2005), 5. 
2 Roger Blackley, “Beauty and the Beast: Plaster Casts in a Colonial Museum,” in On Display: New Essays in 
Cultural Studies, ed. Anna Smith and Lydia Wevers (Wellington: Victoria University Press, 2004), 44. 
3 Logan Campbell gained his MD in Edinburgh before coming to New Zealand in 1817, and was made a knight 
bachelor in 1902. By the end of his life he was being referred to as Dr Sir John Logan Campbell.  
4 Robert Gorman. "Citizenship, Obligation, and Exile in the Greek and Roman Experience," Public Affairs 
Quarterly 6, no. 1 (1992): 10. http://www.jstor.org/stable/40435793. 
5 Gorman, "Citizenship, Obligation, and Exile in the Greek and Roman Experience," 10. 



 9 

public service, the de rigeur gift of Victorian men, seeking to emulate the collectivism of the 

ancients, was to buy or facilitate the enjoyment of a set of plaster casts from the antique.  

 

Auckland’s own collection of plaster casts was a conscious response to one being 

installed at the National and Vernon Galleries in England, and in turn, a group of casts being 

given to the Gallery of Art and Melbourne Public Library.6 The gift diversified the AIM’s 

collection, which until the arrival of the Russell Statues in late 1878, was largely made up of 

natural history specimens. This was in line with many early museum institutions set up in 

colonial outposts – collecting, owning and categorising the items of countries they sought to 

own was in line with the colonial mission. The change in the nature of the collection, and the 

vigour with which the European population of Auckland took to the statues, signals a change 

in focus from utilitarianism to the desire to see the colony flourish, culturally.  

 

To properly analyse and understand the significance of these works, this thesis will 

address three main spheres in which the casts existed. The first section, The Casts in 

Auckland, chronicles the arrival of the Russell Statues to Auckland, and the particulars of 

their display. The second, The Casts in the Workshop, details the methods and makers of the 

production of casts both in Europe generally, and in the London workshop of Domenico 

Brucciani. The third and final section provides information on the Casts in Context, 

examining similar collections of sculptures around the colonial world. Examining these three 

broad aspects of the sculptures’ lives reveals important information about the world in which 

these casts were made, and the people who were supplying, viewing, and purchasing them. 

From this, emerges proof of the deep Victorian fascination and alignment with the ancient 

world, a colonial obsession with ownership and display, the importance of private 

philanthropy and public service, as well as the significant effect of the development of the 

South Kensington style of art education. The ties between the ancient world and British 

colonial imperialism are bound tight – the classical past became a baseline which the British 

Empire could aim not only to emulate but surpass.7 

 

 
6 “Our Gallery of Sculpture,” The Press, March 10, 1873. 
https://paperspast.natlib.govt.nz/newspapers/CHP18730310.2.10.  
7 Auckland Institute and Museum, Auckland Museum Annual Report 1879-80, 1880, 9. 
https://archive.org/details/AucklandMuseumAnnualReport1879-1880. 
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The classical, in this case, and in terms of the rest of this thesis, refers to the 

overarching outputs of both ancient Greece and Rome between the eighth century BCE and 

the sixth century CE, rather than the specific art historical designation for the style of 

sculpture flourishing between about 500 BCE to around 200 CE. It is an anachronistic term, 

considering the scope of time and geography represented by both those societies, but aptly 

describes the amalgamation of art styles in the mind of the Victorian viewer. It is from this 

classical period, the foundational works of the canon – the group of specific works of 

material culture established as being of the utmost importance or exemplary – were taken. 

The most-drawn and most-seen works were worked into the very core of Western artmaking 

to the extent that the figures of Laocoön and His Sons, Apollo Belvedere, Venus de Medici, 

and the Dying Gladiator, among a myriad of others, can be seen copied in works of art 

through Western history.8 Geographically, this is not limited to Britain and Continental 

Europe, but was spread to distant colonised soil. In the early and contemporary art history of 

India, Australia, New Zealand and other colonial outposts, the symbols and figures of 

antiquity can be seen replicated and recycled almost infinitely in artworks. In part, the ability 

to disseminate copies, and to affirm the canon through the huge expanse of the British 

Empire was made possible by the plaster cast – portable, copiable, and relatively inexpensive 

– it was the perfect way to make sure that the ‘best of the best’ was seen by all.  

 

While accessing the limited resources surrounding the Russell Statues themselves, 

this thesis will use the wealth of information written about cast collections and their roles in 

other British colonies alongside primary sources from the AIM to construct one of the first 

in-depth pieces of research into the statues. While Russell’s donation is often allocated a few 

lines in the histories of the Auckland Museum, the practical aspects of the sculptures have 

been addressed in some depth in an article by Roger Blackley,9 Ian Cooke’s 2004 thesis10 and 

the subsequent article derived from its findings,11 as well as additionally touched on by 

 
8 The titles used to refer to the Russell Statues throughout this thesis are those ascribed to them by the Chairman 
of the Museum Committee in 1878. These are not, in some cases, the popularly accepted names used by the 
collections today. This has been noted, and the accepted names have been given for ease of reference in 
Appendix A, for the full-size sculptures and Appendix B, for the busts. 
9 Roger Blackley, “The Greek Statues in the Museum,” Art New Zealand 48 (1988); Roger Blackley, “Beauty 
and the Beast: Plaster Casts in a Colonial Museum,” in On Display: New Essays in Cultural Studies, ed. Anna 
Smith and Lydia Wevers (Wellington: Victoria University Press, 2004). 
10 Ian Cooke, “The Classical Tradition at the Auckland Museum,” (Master’s thesis, University of Auckland, 
2004). 
11 Ian Cooke, “Colonial Contexts: The changing meanings of the cast collection of the Auckland War Memorial 
Museum,” in Plaster Casts: Making, Collecting and Displaying from Classical Antiquity to the Present ed. 
Rune Fredericksen and Eckhart Marchand (Berlin: De Gruyter, 2010).  
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Richard Wolfe.12 The catalogue Manpower: Myths of Masculinity, published for the 

exhibition of the same name also explores the stories of some of the casts.13 This thesis aims 

to build on these findings and investigate the gaps in their histories, attempting to examine 

the gift in a more extensive context – both in terms of New Zealand and the broader trend of 

cast donations internationally.  

 

This thesis undertakes an anthropological study of art history – using the thirty-three 

well-loved Russell Statues to inform an understanding of the culture and society which 

brought them to New Zealand. The humble plaster cast, a mass-produced art form, had a 

heavy weight on its shoulders. Not only were casts tasked with teaching settlers in the far-

flung colonial centres of the world about the great civilizations from which their originals 

came, they also had to educate a generation of budding colonial artists, and entertain the 

masses who came to visit them on display in the museum.14 The Annual Report for the AIM 

for the year 1879-80 (one year after the casts had first been put on view) emphasises the 

multi-faceted nature of their use. 

 

…the collection is certainly proving of great service to Auckland; not only as 

affording a real basis for Art education, but also as granting a means of rational 

enjoyment to all lovers of the beautiful.15 

 

This evolving nature of use, from exhibition objects to art school models, would go on to 

embody the way in which collections utilised groups of casts of this type all over the world. 

As the trends of teaching moved to live models rather than plaster, some of the luckier statues 

took on a new role as decoration to furnish the modern museum, while the others remain in 

storage, casualties of less-Eurocentric exhibition making, the modern desire for authenticity, 

and the need for a museum to be local in a time when travelling is more accessible for the 

masses. Though the statues do not in themselves stand for the subjugation of Maori in New 

Zealand and the subsequent establishment of European values and tastes, or the violent acts 

of their donor, they have been adapted as part of the language of colonisation and therefore 

 
12 Richard Wolfe, “Mr Cheeseman’s Legacy: The Auckland Museum at Princes Street,” Records of the 
Auckland Museum 37/38 (2001). https://www.jstor.org/stable/42905848.  
13 Sophie Matthiesson and Emma Jameson, Manpower: Myths of Masculinity, (Auckland: Auckland Art Gallery 
Toi o Tāmaki, 2022).  
14 Now the Auckland War Memorial Museum Tāmaki Paenga Hira. 
15 Auckland Institute and Museum, Auckland Museum Annual Report 1879-80, 8. 
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cannot be separated from that. Their once stark, white surface presents a view of the rational, 

the civil, the controlled, for which they were so prized by the Victorians, however the wear 

and tear of the ages, the discolouration, the cracks and the breaks are an apt physical 

illustration of their less-than-pristine and long history. This thesis seeks to broaden the 

understanding of Russell’s gift, and highlight the use of these items in different periods in 

history. 

 

Figure 3: Hubert Edward Vaile, Auckland Museum (L-R) Dancing Faun,  
Seneca, Polyhymnia, c. 1900-1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105161/rec/46.  

 

Figure 4: Hubert Edward Vaile, Auckland Museum (L-R) Socrates, Antinous, 
Ajax, Diana à la Biche, c. 1900-1909. Glass plate negative, approx. 83 x 108 
mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105733/rec/3
9 

Figure 1: Hubert Edward Vaile, Auckland Museum (L-R) Germanicus, Theseus, 
c. 1900-1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105042/rec/41 

Figure 2: Hubert Edward Vaile, Auckland Museum (L-R) Homer, Discobolus 
(throwing), Juno, Laocoön and his Sons, c. 1900-1909. Glass plate negative, 
approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105174/rec/42. 
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Figure 5: Unknown photographer, A corner of the Statuary Room in the Auckland Museum (L-R) Dying Gladiator, Apollo 
Belvedere, Zeus, Venus de Milo, Homer, Discobolus (throwing), Juno, Laocoön and His Sons, Clytie, Dancing Faun, 1901. 
Photograph. 

Image credit: DigitalNZ. https://digitalnz.org/records/43312543/the-auckland-museum. 

Figure 7: Hubert Edward Vaile, Auckland Museum (L-R) Dying Gladiator 
(foreground) Apollino, Diana à la Biche, Suppliant Youth, Adonis, c. 1900-

1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 

https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/104632/rec

/47. 

Figure 6: Hubert Edward Vaile, Auckland Museum (L-R) Adonis, Ganymede, c. 

1900-1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 

https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105011/rec/44.  
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Figure 8: Hubert Edward Vaile, Auckland Museum (L-R) Plato, Venus de Medici, Julius Caesar, Euterpe, 
Augustus, Discobolus (standing), c. 1900-1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/105748/rec/49. 

Figure 9: Hubert Edward Vaile, Auckland Museum (L-R) Apollo Belvedere, Zeus, Venus de Milo, 
Homer, c. 1900-1909. Glass plate negative, approx. 83 x 108 mm.  

Image credit: Auckland Libraries Heritage Collections. 
https://kura.aucklandlibraries.govt.nz/digital/collection/photos/id/104677/rec/56.  
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1. The Casts in Auckland 

 
The first introduction of European art (rather than natural history artefacts) into the 

AIM collection was the donation made by Thomas Russell in 1878. From London, Russell 

commissioned a set of 33 casts of Greco-Roman statues and busts from one of the foremost 

European craftsmen, Italian-born Domenico Brucciani of Covent Garden. Brucciani and his 

workshop, which had been established and well-regarded for 50 years, was the official 

formatore (a moulder of plaster, plural formatori) to the British Museum.16 As much as this 

large gift was for the benefit of Auckland, it was also part of Russell’s posturing as a business 

magnate and arbiter of taste within his British social circle.17 At the time, ideas of the 

ancients were seen as the “backbone of… thought”18 and were so recognised among the 

educated classes that they formed the principles of even the basics of everyday life.19 In 

England, and its colonies, copies of ancient art were “icons, embodying aspirations and 

ideals.”20 For this reason, Greco-Roman statues were among the first public gifts chosen by 

men like Russell to be given to the new colonial epicenters to symbolize, in the public 

consciousness, a cultural elevation of taste and values. 

 

This gift, although the first of its kind in Auckland, was not unprecedented. During 

the late-nineteenth century, it had become fashionable for wealthy men, usually those who 

considered themselves learned sophisticates, to make donations to colonial museums of casts 

of antique sculpture. The Russell Statues were a deliberate effort to elevate the AIM’s 

collection to the level of other Australasian colonial cities including Sydney and 

Christchurch, which already had impressive cast collections in their catalogues.21 Sydney had 

received a large collection which was donated to the Australian Museum in 1854, and in 

1856, the Australian Parliament voted to buy casts of statues, busts, and reliefs to form a new 

art museum on the colonial frontier. This collection, budgeted for £2000, was for the primary 

 
16 Roger Blackley, “The Greek Statues in the Museum,” Art New Zealand 48 (1988): 96. 
17 Blackley, “The Greek Statues in the Museum,” 44. 
18 Krishan Kumar, “Greece and Rome in the British Empire,” Journal of British Studies 51, no. 1 (2012): 78, 
https://www.jstor.org/stable/23265259. 
19 Kumar, “Greece and Rome in the British Empire,” 78. 
20 Marden Nichols, “Plaster Cast Sculpture: A History of Touch,” Archaeological Review from Cambridge 21, 
no. 2 (2006): 115. 
https://www.academia.edu/25284887/_Plaster_Cast_Sculpture_A_History_of_Touch_Archaeological_Review_
from_Cambridge_21_2_2006_114_130. 
21 Kumar, “Greece and Rome in the British Empire,” 78. 
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purpose of illustrating classical art for Australian citizens.22 The Canterbury Museum in 

Christchurch received the first large cast collection to reach New Zealand’s shores in 1873. 

Seventeen casts, fifteen of which were from Greco-Roman originals were donated by local 

businessman George Gould (1823-1889), and prepared in London by Count von Gleichen.23 

As “arbiters of good taste,”24 they came to form the core collections of universities, museums 

and art schools in England and its colonies where they were lacking a European artistic 

heritage.25 With these collections on public display in other cities, by 1878 Auckland needed 

to catch up, and Thomas Russell was to take up the philanthropic mantle.  

 

When the gift was announced, local artist Albin Martin in a December 1878 column 

of the New Zealand Herald lauded in particular “the patriotic example set by Mr. Russell."26 

He ascribes to Russell the same ideology of public service through art as held by the Greeks 

themselves, wherein art should not be kept in private for the individual but instead in public, 

where it can benefit many.27 The pervasive aesthetic ideas of the time centered around 

Ancient Rome, and in particular, Ancient Greece, as the heart of Western civilization. In the 

chairman of the AIM’s speech to announce the gift, he expressed the belief that “these casts 

comprise the very gems of ancient art now known to the world.” The transcript shows that 

this statement was met with applause by his audience – this idea was, it seems, popular.28 He 

goes on to praise the importance of the casts, as “an idea of the supreme beauty of these 

ancient works of art it was most difficult to impress on the minds of young people brought up 

in the colony.”29  

 
22 Ian Cooke, “Colonial Contexts: The changing meanings of the cast collection of the Auckland War Memorial 
Museum,” in Plaster Casts: Making, Collecting and Displaying from Classical Antiquity to the Present ed. 
Rune Fredericksen and Eckhart Marchand (Berlin: De Gruyter, 2010), 578. 
23The fifteen Greco-Roman casts were: From the Vatican, Venus de Medici, Dancing Faun, Venus Anadgomene, 
Perseus, Demosthenes, and Apollo Belvedere (Vatican). From the Capitoline Museum, Dying Gladiator, 
Antinous, Cupid and Psyche, Boy and Goose. From the Louvre, Venus de Milo, Diana robing, and Germanicus. 
Boy Extracting Thorn from the Villa Albani. Busts from the antique were of Julius Caesar, Homer, Plato, 
Linnaeus, Nero, Socrates, Trajan. “Canterbury Museum of Art,” Lyttleton Times,  
24 Emma Payne, “Casting a New Canon: Collection and Treating Casts of Greek and Roman Sculpture, 1850-
1939,” The Cambridge Classical Journal 65 (2019): 113. https://doi.org/10.1017/S1750270519000034. 
25 Cooke, “Colonial Contexts,” 577. 
26 Albin Martin, " Untitled,” New Zealand Herald, December 7 1878. 
https://paperspast.natlib.govt.nz/newspapers/NZH18781207.2.14. 
27 Albin Martin, "The Greek Statues in the Museum," New Zealand Herald, January 6, 1879. 
https://paperspast.natlib.govt.nz/newspapers/NZH18790106.2.40. 
28 “Auckland Institute: Munificent Donations,” New Zealand Herald, 8 October 1878. 
https://paperspast.natlib.govt.nz/newspapers/NZH18781008.2.11. 
29 “Auckland Institute: Munificent Donations.”  
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One of few useful sources for the Russell Statues is Albin Martin’s series of six 

columns in the New Zealand Herald, written under the pseudonym ‘Lover of Art,’ dedicated 

to contextualizing and celebrating Russell’s gift. It maintained the Victorian ideal that correct 

taste could not be formed without learning from the greats of Europe, and that it was 

important to expose those in the colonies to them.30 The columns, published between 

December 1878 and February 1879, were the primary written record for the public to learn 

about the works. In them, Martin waxes poetic on the need for the new colony to be 

ideologically arm-in-arm with the “Imperial capital”31 and that the timely gift put Auckland 

on the same intellectual level as some of the more proactive colonies. Martin acknowledges 

that the original works which are so beloved and revered in Europe will never be given up by 

those who own them, and introduces the idea that facsimiles were useful as the ‘next best 

thing’ for far removed viewers in the colonies, as paintings cannot be acquired – "a cast from 

a piece of sculpture may reproduce the beauties of the original, which a copy of a painting 

cannot do."32 This distinctly Victorian sentiment is embodied perfectly by the extreme 

popularity of cast collections during the nineteenth century, and shows the value of quality of 

craftsmanship and appearance over authenticity.  

 

Martin condemned Melbourne Gallery of Art's precedent for buying well-known 

paintings from Europe on the ground that they did not have any use for "educating the public 

eye or evoking a local art school."33 Cork, Ireland is also criticised for the lack of 

appreciation given to a gift of "the greatest works of Greek genius" which were housed in 

obscure rooms. Despite this, Martin cites their role in aiding the careers of notable Irish 

painters and sculptors of the era. Martin’s hope is clear in these columns – for Auckland to be 

brought up to speed as a cultural epicentre and that the brand-new statues would have pride 

of place for all to see and be influenced by. Perhaps even, they would kickstart the careers of 

some of Auckland’s own artists-in-waiting.  

 

Young people who may never have visited Europe before were of prime intellectual 

concern when it came to viewing the casts, as were artists beginning their careers in the new 

 
30 Blackley, “The Greek Statues in the Museum,” 97. 
31 Martin, "Untitled, December 7, 1878." 
32 Martin, "Untitled, December 7, 1878."  
33 Martin, "Untitled, December 7, 1878." 
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colony. The plaster casts were proxies for the works from which they were copies, and they 

were also “a surrogate for travel”34 for those living far from Europe. Martin expresses a 

worry in the column that the lack of fine art in Auckland would come to be of extreme 

detriment to the creative development of younger generations – "in the present generation we 

seem to be making wonderful progress in everything but the fine arts.”35 The cultural 

maturity of colonial Auckland was still being achieved, and it was in the hands of its 

residents to see to improving taste.36 The statues also aided the traditional European 

educational practice, in which pupils were trained in drawing by working from casts of 

statuary.37 It was these societal necessities which informed Russell and would have prompted 

him to supply the colony with casts both to be viewed by the public, and to facilitate a 

drawing school in Auckland.  

 

The Russell Statues 

 

The casts that had been ordered from Brucciani were twenty-two full sized statues and 

eleven busts from the most important collections in Europe. From the British Museum came 

two figures from the Parthenon marbles - Theseus and Ilissus along with Myron’s Discobolus 

(throwing). From the Uffizi Gallery came the Venus de Medici, Apollino and the Dancing 

Fawn. Antinous, and the Dying Gladiator were sourced from the Capitoline Museum, Rome, 

alongside several works from the papal collections in the Vatican. These were Apollo 

Belvedere, Laocoön and His Sons, Discobolus (standing), Adonis, Demosthenes, and 

Ganymede. The selection also included a group sourced from the Louvre: the Venus de Milo, 

Germanicus, Polyhymnia, Euterpe, Diana à la Biche, and Fighting Gladiator as well as 

possibly the Young Bacchus.38 

 
34 Rebecca Wade, Domenico Brucciani and the Formatori of 19th Century Europe, (New York: Bloomsbury 
Publishing, 2018), 103. 
35 Albin Martin, "Statues in the Museum [concluding note],” New Zealand Herald, February 8, 1879. 
https://paperspast.natlib.govt.nz/newspapers/NZH18790208.2.38. 
36 R.C.J. Stone, “A Victorian Friendship and Auckland’s First School of Art: Campbell Free School of Art," Art 
New Zealand 30 (1984): 54. 
37 Joseph Basile, "Facsimile and Originality: Changing Views of Classical Casts in Arts Education and Art 
History,” International Journal of the Arts in Society 8, no. 1 (2014): 11. https://web-p-ebscohost-
com.ezproxy.auckland.ac.nz/ehost/detail/detail?vid=11&sid=0ed3b14c-c181-4905-ad6b-
037b0d58d8a6%40redis&bdata=JnNpdGU9ZWhvc3QtbGl2ZSZzY29wZT1zaXRl#AN=98336114&db=aft. 
38 The Young Bacchus (fig. 28) is likely part of the collection of the Louvre Museum due to an entry in the 
exhaustive catalogue by William Tufts Brigham which describes the work in exact detail as the one in the 
Auckland Museum pictorial collections. His description reads: "Statue. Pentelic marble; height, 7ft. 11in. = 
2.11m - Louvre. The god rests his right arm on a vine-encircled trunk; his left is placed above his head as in the 
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The only work not from an established collection is the Suppliant Youth, now in the 

Altes Museum in Berlin.39 This work demonstrates that the selection comprises personal 

choices made by Russell, rather than a pre-grouped collection from a catalogue. Others in the 

Russell collection which are also relatively obscure like Polyhymnia, Euterpe and the Young 

Bacchus also suggest that he was interested in curating a selection based on his personal 

tastes rather than a set of all the usual suspects – one would be hard pressed to find a 

comprehensive collection of casts sent abroad in the nineteenth century which did not include 

the Apollo Belvedere, Laocoön and His Sons, Myron’s Discobolus, Venus de Milo, and an 

Antinous.40 Cooke also suggests that this decision to include more obscure work could 

indicate that anything of Greek or Roman origin could be considered of “superior artistic 

qualities” regardless of nuance or subject matter.41 I would suggest that the fact that several 

other more traditional choices are missing, like the Crouching Venus (2nd century CE, 

Uffizi), the Spinario (c. 25–50 CE, Capitoline Museum), and Silenus with the Infant Bacchus 

(c. 400-330 BCE, Louvre) shows an awareness on Russell’s part about changing trends in 

terms of which casts were fashionable and which were falling out of favour with other 

collectors.42 

 

Three works from the British Museum, four from the Uffizi, two from the Capitoline 

Museum, and six from the Vatican demonstrate the apparatus of acquisition that was attached 

to the major collections of Europe. While Brucciani’s workshop developed a close 

relationship with the British Museum and the South Kensington Museum (now the Victoria 

and Albert Museum), other copyists developed relationships with important museum 

 
Apollino. A finely wrought nebride falls from his left shoulder, but in no way conceals his form. The hair 
descends in long curls upon the shoulders. Once at Versailles. Only the left hand and the ends of the fingers of 
the right are modern. Mus. des Antiq. l. Pl. 31.” William Tufts Brigham, Cast Catalogue of Antique Sculpture 
Illustrated by Photographs with an Introduction to the Study of Ornament. (New York: Lee, Shepard, and 
Dillingham, 1874): 61. It is likely to be this sculpture, as Brucciani was known to make casts from works in the 
Louvre’s collection which had once been a part of the works housed at Versailles such as Diana à la Biche, and 
Silenus with the Infant Bacchus. 
39 More commonly known as the Praying Boy, this work was widely seen in several private collections 
including that of Charles I of England, and then in the Musee Napoleon after 1806 before being taken to Berlin. 
Therefore, it would have been in the cultural consciousness despite coming to be part of a more obscure 
collection.  
40 Cooke, “Colonial Contexts,” 579. 
41 Cooke, “The Classical Tradition at the Auckland Museum,” 39. 
42 Francis Haskell and Nicholas Penny, Taste and the Antique: The Lure of Classical Sculpture, 1500-1900. 
(New Haven: Yale University Press, 1981), 6. 
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collections, creating casts and moulds from their catalogues and exchanging what they had 

with each other. Alongside the full-sized sculptures, came eleven busts, all from the most 

significant European collections. Augustus, Clytie and Homer are from the British Museum’s 

collection. As is the bust of Julius Caesar, cast from an eighteenth-century copy of an ancient 

work, which was believed to be of genuine ancient origin until 1961.43 Before this, due to the 

work’s convincing individualism, it was the most famous and most reproduced image of 

Caesar in Britain until Bernard Ashmole pointed out artificial weathering on the marble and 

staining that had been deliberately created to feign age.44 It was more likely made in Rome 

around 1800.45 

 

The bust of Juno referred to in the records is a cropped bust from the full-sized 

Aphrodite of Capua in the Naples Archaeological Museum. It is likely that in Brucciani's 

catalogue the work was listed as Juno due to the diadem on the head which is a symbol 

commonly found on works identified as Juno, queen of the Gods, like the well-known 

Ludovisi Juno (Museo Nazionale Romano, 1st century CE). The bust of Seneca resembles the 

famous Pseudo-Seneca (late 1st century BCE, Naples Archaeological Museum) from this 

same collection which was well known in the Victorian era and has known copies in many 

collections, but appears to vary from an exact copy.  

  

From the Capitoline Museum, Russell chose the bust of Socrates, which has its 

likeness taken from the Herm depicting Socrates, and the bust of Ariadne which has been 

since identified instead as Dionysus. It is likely that Plato also comes from this collection, 

and is a copy of a version based on the Dionysus-Plato (49-25 BCE, National Archaeological 

Museum, Naples). The bust (fig. 8) is clearly modelled in the style of this work but is not 

exact enough to suggest the cast was taken from the original. This may be one of the two 

copies of more modern neoclassical sculpture by Danish sculptor Bertel Thorvaldsen (1770-

1844) that were included by Russell.46  

 
43 “Portrait head 1818,0110.3,” British Museum, accessed August 25, 2021. 
https://www.britishmuseum.org/collection/object/G_1818-0110-3. 
44 “Portrait head 1818,0110.3,” British Museum. 
45 “Portrait head 1818,0110.3,” British Museum. 
46 “Bust. Marble. Museo Nazionale, Naples. This usually bears the name of Plato. The head is bent forward, and 
the gaze directed to the ground. The hair is rolled under a broad fillet, and no curls appear; the beard is natural, 
except beneath the lips where it has the appearance of a leaf.” Tufts Brigham, Cast Catalogue of Antique 
Sculpture, 60. For Thorvaldsen see "The New Zealand Herald and Daily Southern Cross,” New Zealand Herald, 
October 8, 1878. https://paperspast.natlib.govt.nz/newspapers/NZH18781008.2.10. 
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The Vatican collection in Rome supplies the bust of Ajax. The original work is a 

Roman copy of the Head of Menelaos or Achilles from the Pasquino Group. Like the Juno, 

the work is taken from a full-sized work and has been renamed at some point between the 

casting for the mould off the original and the selling to Russell. The Zeus of Otricoli, also in 

the Vatican, lends its form to the bust of Zeus. The selection of Juno, Ajax and Zeus as busts 

isolated from larger-scale sculptures suggests practicality, both in production costs and 

shipping. The cost of Brucciani’s wares was not insignificant, and busts were a cost effective 

way to flesh out the collection. For example, the full sized cast of Demosthenes was priced at 

£10 ($2,033.90) in Brucciani’s Catalogue for Schools while a bust of Homer was 12s 

($122).47 While the complete cost of the collection is difficult to estimate due to incomplete 

records on pricing for all Russell’s choices, from these two examples alone, his inclusion of 

busts to round out the collection was likely based on financial reasoning, a desire to include 

all the requisite figures, and to be in line with other cast collections in the colonies, most of 

which contained busts. 

 

In terms of the choices of the busts; the choice of two Roman leaders, two 

mythological women, an ancient Greek warrior, three philosophers, a poet and two of the 

major Olympian gods seems more randomised than the choices of the sculptures. However, 

the values of the man who chose them and the Victorian ideals of the city that was to receive 

and love them, are evident. An emphasis on aesthetic beauty is clear from the choices of 

Clytie and Juno, while the others reflect a value in the arts (the philosophers and poet) and 

military and state powers (Caesar, Augustus and Ajax). The significance of this distinctly 

Victorian dichotomy will be explored later in the text.  

 

Also of note is the fact that Russell decided to purchase only casts from Greco-Roman 

antiquity when Brucciani’s workshop offered a much more varied range of statuary, 

including examples from the Byzantine, Gothic, Renaissance and Neo-classical movements.48 

The esteem placed on Rome and Greece is in line with the nature of the classics in the 

Victorian education system. Especially for men, knowledge of classical writers and art was 

 
47 Modern price equivalents are in 2019 New Zealand dollars using prices listed D. Brucciani & Co, Catalogue 
of Casts for Schools (Holborn: C. Stutter, Printer, 1891). They were calculated with the MeasuringWorth 
Foundation's Purchasing Power of British pounds from 1270 to Present and the OANDA Currency Converter. 
48 Cooke, “Colonial Contexts,” 579. 
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such an integral part of it that they became “so much part of the furniture of the minds of 

educated Europeans”49 of the time. 

 

The works arrived on the New Zealand Shipping Company's Loch Fleet and were put 

on display in late 1878,50 along with terracotta busts by Count von Gleichen of the Prince and 

Princess of Wales which drove home the British imperialist intentions of the gift (fig. 10).51 

The AIM curator Thomas Cheeseman (1845-1923) and John Logan Campbell, the prominent 

early Aucklander known as ‘the father of the city,’52 who assisted with the installation in 

Auckland, wasted no time after the cargo was unloaded and had the casts installed as soon as 

they could manage; crowds were eager to come to see Russell’s gift on display. Martin’s 

columns in the New Zealand Herald praise the beauty of Antinous and the Apollo Belvedere, 

their aptness for having been chosen due to their placement in Rome together, and the 

loveliness of the Venus. Martin 

suggests that a work by 

Michelangelo would have well-

rounded out the collection but 

that overall, Russell’s choices 

were “well-selected.”53 The 

choices of Theseus and Ilissus 

from the Parthenon marbles are 

also praised, despite being 

visually “imperfect,”54 because 

they were widely studied by 

students in London.55 

 

 
49 Cooke, “Colonial Contexts,” 81. 
50 Blackley, “The Greek Statues in the Museum,” 96. 
51The titles at this time were held by Princess Alexandra of Denmark, who became Queen of the United 
Kingdom, and Albert Edward, Prince of Wales, who would become King Edward VII. 
52 R.C.J. Stone, “John Logan Campbell, Frank Connelly and ‘Trespiano,’” New Zealand Journal of History 10, 
no. 1 (1976): 21. http://www.nzjh.auckland.ac.nz/docs/1976/NZJH_10_1_03.pdf. 
53 Martin, "The Greek Statues in the Museum, January 6, 1879.” 
54 Albin Martin, "Statues in the Museum, January 11, 1879,” New Zealand Herald, January 11, 1879. 
https://paperspast.natlib.govt.nz/newspapers/NZH18790111.2.26. 
55 Martin, "Statues in the Museum, January 11, 1879.” 

Figure 10: Count von Gleichen, Busts of the Prince and Princess of Wales, 1876. Terracotta, size 

unknown. Auckland War Memorial Museum.  

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-research/collections/record/am_humanhistory-

object-578702 
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Russell’s international peers 

 

The AIM’s manifesto, as written in its 1872 Annual Report, was to “advance the 

diffusion of knowledge, and to promote… pure taste, intellectual pleasure and material 

advancement.”56 The gift given by Russell, and contributed to by Campbell, was their way of 

taking part in the development of the institution, and of the city.57 Wealthy citizens sought to 

use their profits to “enrich their hometowns”58 in acts of personal philanthropy intended to 

elevate the man and the city - all in one purchase. Bridging the gap between the burgeoning 

new city and the established homeland was a complex task, and one that allowed an 

opportunity for individuals to make a name for themselves. Australian art historian Ann 

Galbally attributes this role to the aftermath of the industrial revolution, and the increased 

importance of applied knowledge.59 The split between an established respect for classical 

education and rising utilitarian forms of knowledge manifested themselves within the new 

institutions set up in the colonies being filled by private gifts.60  

 

Francis Haskell and Nicholas Penny, in their seminal book on casting, Taste and the 

Antique, note the importance of private action over public intervention in the dissemination 

of cast collections.61 This can be seen in the way that North America’s earliest cast 

collections were imported from Europe by the private efforts of two individuals, and not any 

centralized museum or governing body. Scottish-born painter John Smibert (1688-1751),62 

and the American Minister to France, Robert R. Livingston (1746-1813), personally financed 

a collection of casts from the atelier de moulage (casting workshop) of the Louvre for the 

American Academy of Fine Arts in New York in 1803. A group of wealthy citizens of 

Philadelphia, led by Congressman Joseph Hopkinson (1770-1842), hoping to emulate New 

York City also purchased a set. Other cities followed the trend, and significant purchases 

were made by colonial judge and inaugural Chancellor of the University of Melbourne, 

 
56 Richard Wolfe, “Mr Cheeseman’s Legacy: The Auckland Museum at Princes Street,” Records of the 
Auckland Museum 37/38 (2001): 4. https://www.jstor.org/stable/42905848. 
57 Wolfe, “Mr Cheeseman’s Legacy,” 4. 
58 Basile, "Facsimile and Originality, 13. 
59 Ann Galbally, “Patron of Arts at the Antipodes," La Trobe Journal 73 (2004): 5. 
http://www3.slv.vic.gov.au/latrobejournal/issue/latrobe-73/t1-g-t2.html. 
60 Galbally, “Patron of Arts at the Antipodes," 5.  
61 Haskell and Penny, Taste and the Antique, 79. 
62 Basile, "Facsimile and Originality," 12. 
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Redmond Barry (1813-1880), for Melbourne’s Victoria Public Library, and the gold and 

diamond capitalist Alfred Beit (1653-1906) who left a bequest to buy casts for the National 

Gallery of Cape Town.63 It was to this cohort of monied colonists wishing to make their 

marks on the new cities of the Empire that the Russell Statues’ eponymous donator belonged. 

 

Thomas Russell 

Thomas Russell was born in Cork, Ireland in 1830, and his family arrived in New 

Zealand in 1840 on the Lady Leith. He trained in law in Auckland before being admitted to 

practice as one of the first two New Zealand-trained lawyers on November 4, 1851 before 

going into practice on his own. Russell lead the establishment of the Bank of New Zealand, 

and of other large financial entities, including the New Zealand Loan and Mercantile Agency 

Company in 1865, and the New Zealand Insurance Company.64 One of his most nefarious 

legacies, however, remains not with his business ventures, or his generous philanthropic gifts 

to the AIM, but in his instigating of and profiting from war in the Waikato between July 1863 

and April 1864.  

The aftermath of the Waikato wars was largely negative for all involved – huge 

swatches of land were confiscated from Māori, the colonial government was in a three 

million pound debt, many of the imperial troops involved were resentful to be fighting a war 

of conquest for the benefit of New Zealand colonists, while British taxpayers also were not 

happy having to fund a war out of their own pockets.65 According to historian Vincent 

O’Malley, the only group of people to benefit from the conflict were a group of Aucklanders 

who bought up the confiscated land at low prices and let it sit empty until land value 

climbed.66 Men like Frederick Whitaker (1812-1891),67 and his main ally Thomas Russell, 

benefitted directly from the requisitioning of land from Waikato Tainui Māori, and were 

“architects of confiscation.”68 The pair made a dangerous team, with Whitaker politically 

 
63 Blackley, “Beauty and the Beast,” 44. 
64 Guy Scholefield, A Dictionary of New Zealand Biography M–Addenda. (Wellington: Department of Internal 
Affairs, 1940), 266. https://nzhistory.govt.nz/files/documents/dnzb-1940/scholefield-dnzb-v2.pdf. 
65 Vincent O’Malley, The Great War for New Zealand: Waikato 1800–2000 (Wellington: Bridget Williams 
Books, 2016), 11. 
66 O’Malley, The Great War for New Zealand, 12. 
67 The two had worked closely together since 1861, when Russell joined Whitaker in business. Scholefield, A 
Dictionary of New Zealand Biography, 266. 
68 O’Malley, The Great War for New Zealand, 12. 
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connected, and Russell financially wealthy, they were core members of a pro-war faction, 

pushing the then-Premier George Grey (1812-1898) to bring over British troops to fight to 

New Zealand.69  

 

This did not go unnoticed by Russell’s contemporaries. In his journal in November 

1863, politician Henry Sewell (1807-1879) wrote in contempt of this group. He suspected 

that passing the Suppression of Rebellion Act 1863, pushed and supported by Whitaker and 

by Russell, who at the time was serving as Minister of Colonial Defence, was to maximise 

the potential land that would be available for confiscation under the Settlements Act.70 Sewell 

writes:  

 

No doubt the Auckland Lawyers who have invented this scheme for 

driving the Natives to desperation have counted, not without good ground 

on being able by means of it to exasperate them throughout the whole 

Colony and then applying to them the confiscation law the whole country 

will be swept clear. First to drive the Natives to desperation, then to 

confiscate their Lands, is the obvious chain in this Auckland Policy.71 

 

In Britain too, Russell and his peers were being questioned on their use of policy to abet 

the confiscation of land for personal financial gain. The Aborigines Protection Society also 

clearly understood the incitement of violence in the Waikato as a way of removing Māori from 

the area systematically.  

 

It must be accepted as the Ministerial defence of the policy to which Mr. 

Whittaker and his colleagues have committed themselves, and by which 

they must stand or fall. By its statements the British public are to judge 

whether, and to what extent, the natives now in arms have been the 

 
69 Russell Stone, Whitaker and Russell: A contextual study of their interests and influence - a report 
commissioned by the Waitangi Tribunal. Wa1 215 #L3. (Wellington: Waitangi Tribunal, 2001), 22-23. 
https://forms.justice.govt.nz/search/Documents/WT/wt_DOC_93497337/Wai%20215%2C%20L003.pdf. 
70 The New Zealand Settlements Act of 1863 allowed for the confiscation without compensation of Māori land 
from North Island iwi who had acted in rebellion of the Crown. Ostensibly, the Act was designed and passed for 
the purpose of clearing habitable land onto which settlers could be introduced.  
71 Vincent O'Malley, Te Rohe Potae War and Raupatu: A report commissioned by the Waitangi Tribunal. Wai 
898, #A22. (Wellington: Waitangi Tribunal, 2010), 317. 
https://forms.justice.govt.nz/search/Documents/WT/wt_DOC_791880/Wai%20898%2C%20A022.pdf. 
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aggressors in the present war; and what just necessity, if any, has arisen 

to make the proposed sweeping confiscation of native lands a measure of 

public policy.72 

 

The Suppression of Rebellion Act allowed for military tribunals to execute rebels, 

both proven and suspected, without trial if they were suspected of committing or abetting 

rebellion. It led to intensely violent acts against tangata whenua, including the brutal attacks 

on Rangiaowhia and Ōrākau, both in 1864. In the New Zealander, a contemporary wrote in 

criticism of the severe violence which occurred at the latter, detailing the extreme violence 

exacted at Ōrākau. 

 

… many women – slaughtered, and many children slain, are amongst the 

trophies of Orakau, and “civilization” in pursuit, or as it returned from 

the chase, amused itself by shooting the wounded “barbarians,” as they 

lay upon the ground where they had fallen.73 

 

These colonial opportunists were inciting war and violence only to benefit from the 

destruction that would follow. When Grey began confiscation of Māori land in December 

1863, the New Zealand Settlements Act had been passed into law, which allowed thousands 

of military settlers to receive their allocations of land that had just been confiscated from its 

resident population. It is interesting to compare the 1863 New Zealand Settlements Act to the 

widely practiced act of Roman colonisation in which soldiers were promised plots of lands in 

new territory, by which large numbers of veterans were resettled both to protect the new 

colony in the interests of the Roman Empire and to reward loyal legionnaires.74 Ancient 

Roman leaders like Augustus (27 BCE-14 CE), whose bust was to be proudly donated to the 

AIM in later years by Russell, utilised this means of colonial control early on in his reign. 

However, unlike these Roman predecessors, the British soldiers settled in the Waikato were 

 
72 Aborigines Protection Society, The New-Zealand Government and the Māori War of 1863-64: with especial 
reference to the confiscation of native lands and the Colonial Ministry's defense of their war policy. (London: 
William Tweedie, 1864), 1. http://www.enzb.auckland.ac.nz/document/?wid=2609&page=0&action=null. In 
1985 the Waitangi Tribunal acknowledged that the Tainui people were not aggressors in the conflict, and had 
never rebelled, but instead had been forced into a defensive war. 
73 O'Malley, Te Rohe Potae War and Raupatu, 166. 
74 Lawrence Keppie, “Colonisation and Veteran Settlement in Italy in the First Century A.D,” Papers of the 
British School at Rome 52 (1984): 77. https://doi.org/10.1017/S0068246200008746. 
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given no tools to aid the farming of the land and largely had no formal training in farming.75 

They were deliberately set up to fail so that the land would soon be sold off to private buyers 

like Russell and Whittaker who bought up the land for as little as £5; reportedly, some plots 

of land went for just “a bottle of grog.”76 

 

Speculators like Russell therefore could afford to acquire vast portions of land in a 

depressed market and at a fraction of their original value. They then held on to their estates 

until they stood to make a vast profit from the rising value of land. Calculations by O’Malley 

show that this was equivalent to an average annual return on the initial investment of just 

over 107%.77 Multiply that one section many times and the scale of the riches available to 

wealthy speculators becomes clear. Thomas Russell profited significantly from this course of 

events. The way in which his fortune was made has never been connected to his purchasing 

of the Russell Statues, but such a large, extravagant philanthropic gift can certainly be viewed 

as being purchased out of money made from buying up land in the Waikato. The funds which 

secured Auckland’s first collection of ‘civilising’ European art were earned by acts of 

barbarism - profiting from conflict, confiscation of land from Māori, and a £3 million loss to 

the government for the benefits of a small number of private interests.78 Historian R.C.J. 

Stone notes that "there were persistent rumours that powerful friends of Russell in 

government were all too ready to grant favours to him" and he cites this poignant 

contemporary observation. 

 

…the vulgar idea...is said to exist, that Mr Thomas Russell is not the 

representative of the Colonial Government, but the Colonial Government is the 

representative of Mr Thomas Russell.79 

 

When Russell died on September 2, 1904, in England, far from the land destruction he 

had wreaked, his estate was valued at £160,778. It is impossible to separate this fortune from 

 
75 Vincent O’Malley, "Street Talk: History, Myth and Memory on the Waikato Frontier," New Zealand Journal 
of Public History 7 (2020): 18. https://www.waikato.ac.nz/__data/assets/pdf_file/0008/527975/NZJPH.03-
Vincent-OMalley-NZJPH7.pdf. 
76 O’Malley, "Street Talk,” 18. 
77 O’Malley, "Street Talk,” 18. 
78 Scholefield, A Dictionary of New Zealand Biography, 266. 
79 Vincent O’Malley, Beyond the Imperial Frontier: The Contest for Colonial New Zealand (Wellington: 
Bridget Williams Books, 2014), 489. 
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the method with which he acquired it. It is also impossible, therefore, to separate such a large 

gift as the Russell Statues from the means with which Russell grew his fortune. 

 

Russell also made several other, smaller donations to the AIM during his lifetime. In 

1868 he donated Leaf Impressions from the Kupakupa Coal Mines, Waikato, a model of a 

river steamer, model of a line-of-battleship, 5 Fiji Island spears, and a large wētā.80 In 1871 

he donated a Giant Centipede specimen,81 in 1872 a collection of “Crystallized Limestone, 

and other Rocks,”82 in 1884, a tuatara specimen83 and in 1877, from England, three stuffed 

North American deer heads.84  

 

Campbell and Russell 

 

Russell was not the only wealthy man wanting to score the cultural credit associated 

with the gift of the Statues. The cost of installing the statuary was an expense cost the AIM 

could not afford. In stepped John Logan Campbell. Having both been elected to the AIM 

Council after an addition of extra officers in 1872, Campbell and Russell, two private 

businessmen, personally financed the gift and installation between them.85 Campbell offered 

to finance the necessary pedestals and brackets as he was aware that the AIM’s funds at the 

time were insufficient to provide these.86 Control over placement was Campbell’s main 

demand in return for covering the installation costs, and it was decided to be an acceptable 

condition by the council in a meeting on August 7 1878.87 Placed on kauri pedestals, and 

arranged amongst the natural history collection of the museum, the twenty-two sculptures and 

eleven busts were placed in a way that Campbell felt best exhibited their specific merits.  

 

 
80 Auckland Institute and Museum. Auckland Museum Annual Report 1868. (Auckland: Auckland Institute and 
Museum, 1868), 3. https://archive.org/details/AklMuseum_AnnualReport_1868.  
81 Auckland Institute and Museum. Auckland Museum Annual Report 1871. (Auckland: Auckland Institute and 
Museum, 1868), 12. https://archive.org/details/AklMuseum_AnnualReport_1871.  
82 Auckland Institute and Museum, Auckland Museum Annual Report 1872, (Auckland: Auckland Institute and 
Museum, 1868), 13. https://archive.org/details/AucklandMuseumAnnualReport1872.  
83 Auckland Institute and Museum. Auckland Museum Annual Report, 1883–1884. (Auckland: Auckland 
Institute and Museum, 1868), 14. https://archive.org/details/AucklandMuseumAnnualReport1883-1884.  
84 Cooke, “The Classical Tradition at the Auckland Museum,” 32. 
85 They were appointed alongside Auckland businessman James Clark for three newly created positions on the 
council. Auckland Institute and Museum, Auckland Museum Annual Report 1872, 7. 
86 Auckland Institute and Museum, Auckland Museum Annual Report 1872, 7. 
87  Auckland Museum and Institute, Auckland Museum Minute Books 1878-1883 (Auckland: Auckland Institute 
and Museum, 1996), 17. 
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Acting as both an intermediary between Russell in England and the AIM in Auckland, 

Campbell’s involvement and placement of the casts was an integral part of their journey.88 It 

was at this point he suggested the casts should be used to establish a school of art and offered 

to pay part of a tutor’s salary. Ian Cooke attributes his involvement with the casts to his 

“view of himself as one of the few people in Auckland with a cultivated sense of taste.”89 At 

the time, casts of this kind were seen as physical manifestations of the highest achievements 

in art,90 and his attachment of himself to Russell’s gift suggests a desire to be associated with 

the collection in the eyes of the public. During his residency in Europe between 1857 and 

1870, Campbell spent a large amount of time in the art galleries of London, Paris, Florence, 

and Rome.91 Campbell’s posthumous biographer, R.C.J. Stone attributes to this time a 

development of an unadventurous and traditional taste in art, and “a high, but over-ripely 

sentimental conception of the role of the artist in society.”92 

 

Campbell would have seen many of these works in their original contexts in Europe, 

and his insistence on placing them himself suggests, as Cooke points out, that he felt he had 

the best understanding of the nuance of their placement within the constricted Main Hall of the 

museum.95 The AIM was pleased with the way in which he executed the job, and asked the 

museum’s curator to write to him to convey their appreciation and admiration on December 31, 

1878.  

 

I have the honour to inform you that at a meeting of the Council of the Institute 

held this afternoon, I was directed to convey to you their most candid thanks 

for… liberal manner in which you have relieved the Institute of the expense of 

placing in the Museum the statues presented by Mr Russell; and also to 

congratulate you on the very appropriate and tasteful arrangement devised by 

you. The Council feel that judging from the results, the work could not have 

been placed in better hands.93 

 
88 Cooke, “Colonial Contexts,” 580. 
89 Cooke, “Colonial Contexts,” 580. 
90 Cooke, “Colonial Contexts,” 577. 
91 R.C.J. Stone, Logan Campbell's Auckland: Tales from the Early Years (Auckland: Auckland University Press, 
2013), 193. 
92 Stone, Logan Campbell's Auckland, 193. 
93 Thomas Cheeseman to John Logan Campbell, December 31, 1878, Thomas Cheeseman Letterbooks - AIM 
Letterbook Vol. 1 1872-1882, Auckland Museum, Auckland.  
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The statues arrived with permanent fig leaves 

covering their genitalia to protect viewers’ modesty and 

did not have any accompanying documentation bar their 

names. The busts were labelled with the name of the 

figure they depicted below them on the bracket (fig. 11) 

but initially the sculptures were not afforded the same.94 

Neither Russell or Campbell were curators or gallerists by 

training, and it seems their lack of documentation for the 

casts stems from their lack of awareness that it would be 

necessary. Both were educated men, and presumably 

thought that those who would take interest in what they 

had put on display would be familiar enough with the 

subject matter and Greco-Roman art history in general 

that they would not need labels to inform their experience 

of the works.  

 

Thomas Cheeseman, the AIM’s curator, was also 

no art history expert. He specialized in botany and was not 

of the expertise to properly aid in bridging the gap between visitors and the sculptures.95 

Cheeseman’s inexperience with works of this kind could be the reason for the lack of 

labelling, however it is more likely the belief that most educated members of the public who 

would visit would be familiar with what they were looking at, or at least able to appreciate 

them for their material and visual beauty without the nuance of their backstories, original 

makers or provenance. Albin Martin, however, notes this lack of didactic accompaniment as 

a severe loss to a viewer’s understanding of the works:  

 

I believe no historical account of these statues has been sent out with them. I 

think this is to be regretted. A criticism on their beauties and merits is also 

wanted. People in the colonies cannot be expected to know much about these 

things, and books of reference are not always to be had in colonial libraries.96 

 
94 Martin, "The Greek Statues in the Museum, January 6, 1879.” 
95 Blackley, “Beauty and the Beast,” 45. 
96 Martin, "The Greek Statues in the Museum, January 6, 1879.” 

Figure 11: Domenico Brucciani, Augustus, c. 1878. Plaster, 

size unknown. Auckland War Memorial Museum.  

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-photography-70406.  
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Martin notes the fact that to his knowledge, a copy of the German art historian Johann 

Joachim Winckelmann's History of Ancient Art (1764) did not exist in Auckland, showing the 

way that European art history was still an intellectual touchstone, and noting the still-

evolving state of the arts in Auckland. The later editions of Martin’s column concern 

themselves with publishing a history of several of the most important works in the collection 

– Laocoön and His Sons, the Dying Gladiator, the Venus de Medici, Diana à la Biche, the 

Parthenon marbles, Suppliant Youth, and Clytie. He also lays out general principles of art 

history, ancient Greek history, and quotes from British art historian John Ruskin at length. 

Some of the works Martin connects to poems by Lord Byron and Horace to flesh out their 

lives and stories.  

 

Much in the way that Russell and Campbell facilitated the purchase and display of the 

sculptures of their own accord, Martin is a third private individual who tasks himself with 

aiding in the understanding and appreciation of the gift. As the New Zealand Herald was the 

primary newspaper being distributed in Auckland in 1878-9 to a population in the city of 

around 24,800,97 it can be estimated that Martin’s writings were seen and read widely. Of the 

Lover of Art endeavour, he writes that he has written about the casts to spark the "spirit of 

inquiry, and a cultivation of taste" in Auckland.98 He took it upon himself to make sure the 

long-spanning cultural legacy of these casts and, in turn, their originals were appreciated and 

understood to the best of his ability.  

 

It is interesting also, to note the dissatisfaction on Martin’s part about the way in 

which Russell’s donation had been placed. Of the Theseus he says, “is now impossible to see 

its beauties because of space” and from extant images of the original placement it is not hard 

 
97 Unknown author, “The Pamphlet Collection of Sir Robert Stout: Volume 40. (Wellington: New Zealand 
Electronic Text Collection, 2012), V. https://nzetc.victoria.ac.nz/tm/scholarly/tei-Stout40-t6-front-d3.html. 
98 Martin, "Statues in the Museum [concluding note]." 
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to imagine the difficulties of 

trying to see the large works 

in such a crowded space  

interspersed with unrelated 

items and artefacts (fig. 12). 

Another writer to the New 

Zealand Herald, the artist 

Edward William Payton 

(1859-1944) shares Martin’s 

concern, showing that his 

opinion was shared by 

others with strong enough 

conviction to write to the 

editor.99 He too bemoans the 

state of the set-up as 

unfortunate, and poorly 

suited to their display as it is impossible to view one in full without having the display cases 

obscure them.100 “I am sure,” he says, “that all will agree to the incongruity of a copy of 

Ancient Greek Art [sic] being wedged in between a stuffed owl and a Colorado beetle.”101. 

 

Part of this problem was that the AIM’s role had been, up until this point, primarily 

that of natural history museum, as most of the early museum institutions in British colonies 

were. The Australian Museum in Sydney had its beginning as a collection of natural 

specimens before diversifying its collections, as had the Canterbury Museum, Christchurch, 

the South African Museum, Cape Town and the Royal Ontario Museum, Toronto, among 

many others.102 The use of museums in settler colonies was not merely to entertain growing 

 
99 E.W. Payton, “Museum and Free Library: To the Editor.” New Zealand Herald, November 1, 1892. 
https://paperspast.natlib.govt.nz/newspapers/NZH18921101.2.16.1. Payton would go on to found a rivalling art 
school in Auckland in 1889 and became the first director of the Elam School of Art in 1890. 
100 Payton, “Museum and Free Library: To the Editor.” 
101 Payton, “Museum and Free Library: To the Editor.”  
102 For the Australian Museum in Sydney see Jan Brazier, “The Australian Museum’s classical sculpture 
collection,” Journal of the Royal Australian Historical Society 99, no. 2 (Dec 2013): 133. 
https://search.informit.org/doi/10.3316/informit.747091538146743; for the other museums listed see John 
Mackenzie, Museums and Empire: Natural history, human cultures and colonial identities. (Manchester: 
Manchester University Press, 2009), 16. 

Figure 12: Unknown photographer, Auckland Museum, Princes Street, c. 1885-1892. Print, 157mm x 213 

mm.  

Image credit: Auckland Museum Collections Online. 

 https://www.aucklandmuseum.com/collections-research/collections/record/am_library-photography-

70406.  
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European populations but was also to affirm and imitate English ways of living - 

classification and ownership that natural history collecting systems allowed were at the 

forefront of this. Institutions like universities, museums, churches and schools propagated 

Western thought to the masses and were what Auckland War Memorial Museum Director 

David Gaimster calls the “apparatus of Empire.”103 The nineteenth century English obsession 

with rationality, order and civilization perfectly embodied itself in the form of the natural 

history museum – it not only educated and displayed the spoils of empire but also could be a 

“machine for measuring imperial progress.”104 In its conception, the AIM was to be a natural 

history museum containing taxidermy fauna, specimens of fauna, and artefacts from the 

indigenous cultures which were all organized in strict Aristotelian order to mark the “onward 

march of the rational.”105 By collecting and displaying, what once was unknown could be 

brought out of the shadows into the realm of knowledge, making the museum the “public 

face of endeavour.”106 The rigid taxonomy of the early museum – sorted into natural history, 

and ethnography – put up deliberate boundaries between art and science.107 These 

boundaries, in the colonial period, tended to be separated by a distinction between Europe 

and the Other, in the form of ethnography and natural history which came to be displayed 

from around New Zealand. Art, however, was something imported from Europe.  

 

When the Russell Statues entered the collection, a third sector of organization was 

created to include these works from the antique canon. New Zealand art historian and curator 

Roger Blackley asserts that the museum was never a neutral space, and that contemporary 

historians of colonial New Zealand art still have not completely reconciled with the fact that 

art had a role to play in the ideologies popularized by these Victorian institutions.108 The 

casts entering collections of these kinds symbolized a “purification of taste” and an additional 

cog in the machinery of empire, designed to influence aesthetics and values in the new 

colonies.109 Colonial cities, to imitate the cultural capitals of Europe from which they had 

been established, began to construct infrastructures of culture like museums and galleries in 

 
103 David Gaimster, “Fitting the colonial museum dashboard? Civic action, curatorial agency and identity 
building at the Auckland Museum (1852-1929),” Museum History Journal 13, no. 1 (2020): 80. 
https://doi.org/10.1080/19369816.2020.1760056.  
104 Gaimster, “Fitting the colonial museum dashboard?” 80.  
105 Mackenzie, Museums and empire, 1. 
106 Mackenzie, Museums and empire, 1. 
107 Blackley, “Beauty and the Beast,” 43-44.  
108 Blackley, “Beauty and the Beast,” 58. 
109 Payne, “Casting a New Canon,” 115. 
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which to display the iconography and spoils of Empire.110 Fitting Greco- Roman statuary into 

this environment feels like an ill-considered move when an art gallery may have housed these 

works more appropriately, but in early-colonial Auckland, an art gallery did not exist. The 

works were arranged thoughtfully by John Logan Campbell, but there was clearly no way 

they could be allowed to be seen at their full potential within the Main Hall and the upper 

levels of the AIM’s site on Princes Street.   

 

A cartoon by Francis S. West (d. 1895) (fig. 13) in the New Zealand Observer and 

Free Lance titled In the Auckland 

Museum epitomizes what seem to 

be the two main ways in which 

people interacted with the casts, 

which feature in two of the six 

panels – in one a woman is 

conversing in a panic with a 

museum guard, pointing her 

umbrella at a jarred snake 

specimen in front of the 

Discobolus (throwing). The 

caption reads “are those snakes 

alive?” rendering the hulking 

statue merely a piece of decoration 

for the background, largely 

unnoticed by museumgoers 

amongst the plethora of natural 

history specimens crowded around 

them. On the other half of the 

panel a woman is seated at an easel 

making a copy of the Venus de 

Milo while a man stands behind 

her watching. The theme of the 

cartoon is clearly West satirizing 

 
110 Basile, “Facsimile and Originality,” 11. 

Figure 13: Francis S. West, In The Auckland Museum, 1894. Cartoon, unknown 

dimensions.  

Image Credit: Papers Past. 
https://paperspast.natlib.govt.nz/newspapers/observer/1894/01/06/19.  
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the large number of contradictory things to see and do within the museum – in his eyes so 

much variety is perhaps too much variety.111 The inclusion of two instances of interactions 

(or lack thereof) with the casts shows not only that they were important in the collection, and 

present in the public’s general idea of what the museum held, but also that they were largely 

overlooked by visitors who came to see a natural history collection - other than, of course, the 

artists and copyists who came to draw from the figures.  

 

On January 25, 1879 Albin Martin wrote complaining of this lack of thoughtful 

placement:  

 

There was no other building than the Museum in which to place Mr. 

Russell's splendid gift, but the statues can never be properly seen where 

they are now. It is to be hoped that before long a proper home will be built 

for these beautiful examples of Greek art and that additions will be made 

to their number.112 

 

As it turns out, Martin, and his like-minded contemporaries, would get part of their 

wish, as although the collection was never added to, a purpose-built space for them was not 

far away.  

 
Extension of the hall 

 

Eventually, the Russell Statues were to outgrow their placement amongst the array of 

natural history objects, and the New Zealand Herald on February 24, 1897, announced to the 

public a decision by the AIM to expand. 

 

This collection, in many respects an admirable one, is altogether out of 

place in its present situation, surrounded by stuffed birds and animals, and 

of necessity arranged in such a manner that its use by art students is greatly 

limited. Its presence gives an incongruous appearance to the hall, while it 

effectually prevents the extension and proper arrangement of the natural 

 
111 Blackley, “Beauty and the Beast,” 43. 
112 Albin Martin, "Statues in the Museum," New Zealand Herald, January 25, 1879. 
https://paperspast.natlib.govt.nz/newspapers/NZH18790125.2.37. 
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history department. Under these circumstances the Council have 

determined to erect a new hall 50 feet square on the eastern side of the 

Ethnographical Hall... It will contain the Russell collection… Plans of the 

building have been prepared by Mr. Hartley, and a contract for its erection 

has just been taken for the sum of £800.113 

 

In 1897, almost 20 years after their initial installation the casts were still attracting 

enough public attention that a whole new wing of the museum would be built to house them. 

This new gallery, named the Sculpture Hall, after its inhabitants, measured 15m square and 

was added to the eastern side of the existing Ethnological Hall, fabricated with brick walls 

and concrete floors.114 The roof was made of glass to allow natural light to aid visibility for 

students of the drawing school, and to heighten the visual effect.115 The walls were painted in 

the traditional Pompeiian red to contrast with the stark white of the plaster surfaces of the 

casts, and to call back to their ancient pasts.116 This followed a trend in Europe to colour 

museum walls a deep red as the salon-style method of display began to fall from favour, and 

more wall space was bared to the viewer’s eye. The red, in this case, was to interplay with the 

gold of the frames and create “a harmonious effect in the beholder’s visual experience.”117  

 

For the first time since they had been unveiled in 1878, each of the Russell Statues 

was also given a printed label for the “convenience of visitors.”118 While these do not remain 

in the Museum’s collection, images of some of the captions remain – that of Young Bacchus 

shows the simplistic contextualising type of information provided.  

 

'YOUNG BACCHUS - BACCHUS- this statue is supposed to be of Greek 

origin, and is now preserved in one of the collections at Rome. It represents 

Bacchus, the youthful and beautiful, but effeminate god of wine, the 

inventor and teacher of its cultivation, the giver of joy, and the dispenser of 

 
113 “Auckland Institute,” New Zealand Herald, February 24, 1897. 
https://paperspast.natlib.govt.nz/newspapers/NZH18970224.2.70. 
114 Wolfe, “Mr. Cheeseman’s Legacy,” 19. 
115 Wolfe, “Mr. Cheeseman’s Legacy,” 19.  
116 Wolfe, “Mr. Cheeseman’s Legacy,” 19.  
117 Niklas Maak et al., "The White Cube and Beyond" Tate Etc. 21 (2011). https://www.tate.org.uk/tate-
etc/issue-21-spring-2011/white-cube-and-beyond. 
118 Auckland Institute and Museum, Auckland Museum Annual Report, 1878–1879. Auckland Institute and 
Museum, 1879, 8-9. https://archive.org/details/AucklandMuseumAnnualReport1878-1879. 
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grief and sorrow. Bacchus is usually shown crowned with wine and ivy 

leaves, and with a bunch of grapes in his hand. The panther was sacred to 

him, because in most of his journeys he went covered with a skin of that 

animal. Bacchus was always a favorite subject among sculptors of 

antiquity.' 

 

The red walls and the new labels finalised the Russell Statues’ roles as the initial art 

objects within a collection dedicated to natural history and ethnography. Photographs taken 

by Hubert Earle Vaile (1876-1936) (figs. 1-9) at some point between 1900 and 1909 show the 

collection in its new home with ample space, each with a paragraph of information attached 

to its pedestal.119 The busts have been brought down off their ledges and sit alongside the 

statues.  

 

The new methods of display grew from the new concept of the museum, which had 

come about since the British Museum was founded by an Act of Parliament in 1753, making 

it the first major public museum in Britain.120 It affirmed the role of the museum within the 

modern nation state, as both a structural and ideological storehouse not just for specimens, 

but for collected art and artefacts. The museum’s principal original trustees were the 

Archbishop of Canterbury, the Lord Chancellor, and the Speaker of the House of Commons, 

which shows how deeply ingrained the institution was within the legislative bodies of 

Britain.121 Art within this new museum was intended for the “public good” of improvement 

of taste, collected in one place to show the wide reach of cultures which had been absorbed 

into the Empire.122 

 

Taste, however, was not the only facet of life needing improvement. Education, too, 

was high on the colonial agenda. 

 
119 Missing from these images is the Bust of Clytie, Venus de Medici, Demosthenes and Ilissus, however Clytie 
and Demosthenes were likely just unphotographed as records exist for their remaining extant after 1910. Venus 
de Medici and Ilissus, however, may not have survived the move.  
120 Debbie Challis, “The Parthenon Sculptures: Emblems of British national identity,” The British Art Journal 7, 
no. 1 (2006): 34. 
https://www.academia.edu/517115/_The_Parthenon_Sculptures_Emblems_of_British_National_Identity_Britis
h_Art_Journal_VII._1_Spring_2006_. 
121 Among the other trustees were the Prime Minister, Chancellor of the Exchequer, the Lord Chief Justice, and 
the Bishop of London. Challis, “The Parthenon Sculptures,” 34-35. 
122 Challis, “The Parthenon Sculptures,” 35. 
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The Auckland Free School of Art  
 

John Logan Campbell, alongside his request to place the casts in the museum, had 

offered to pay the salary of a part-time teacher for a school of art – the first of its kind in 

Auckland – and thanks to Russell, the museum had the resources to facilitate one of world 

class standard. The AIM Council took him up on his offer, and appointed a committee to 

oversee proceedings.123 The idea to create a school of art was one presented to Campbell by 

his close friend, the American artist Pierce Francis Connelly (1841-1932). Connelly had been 

a long-standing friend of Campbell since 1864 when they met during Campbell’s stint living 

in Europe.124 Campbell viewed Connelly as a son to him, and the young artist visited New 

Zealand at Campbell’s behest and with his full financial support, in August 1877.125 It 

appears that Campbell acknowledged his influence in an 1879 instruction for prize 

inscriptions which reads –  “To Pierce Francis Connelly to whose inspiration Auckland owes 

its “Free School of Art” established by his friend…”126 

 

 For the school, inspired by the young American, Campbell provided easels, drawing-

boards, tables, cases, all the required furniture and a group of pottery studies to supplement 

Russell’s large-scale donations. The pottery studies included small portions of columns, 

miniatures of the Parthenon Marbles, and anatomical models of parts of the body.127 There is 

no doubt Connelly’s presence in New Zealand led to Campbell’s decision to found an art 

school in Auckland, and Stone suggests that the gift from Russell merely created an 

appropriate time to announce it.128 Connelly’s European sensibilities were also seen as 

valuable to Campbell in placing the statues in the hall. He wrote to Cheeseman to inform him 

of his intention to involve the American sculptor in the arrangement.  

 

Connelly is still here & alone with him I shall draw out the proposed plan 

of placing the shipment... I hope also to follow this valuable presentation 

 
123 The members appointed were Auckland Supreme Court judge Thomas Gillies, and Resident Magistrate 
Robert Barstow. Thomas Cheeseman to John Logan Campbell, August 7, 1878, Thomas Cheeseman 
Letterbooks — AIM Letterbook Vol. 1 1872-1882, Auckland Museum, Auckland. 
124 Stone, Logan Campbell's Auckland, 195. 
125 Stone, Logan Campbell's Auckland, 197. 
126 John Logan Campbell, written instructions for prize inscription, n.d., Sir John Logan Campbell Ms51 Folder 
226B, Auckland Museum, Auckland. 
127 Stone, Logan Campbell's Auckland, 202. 
128 Stone, Logan Campbell's Auckland, 202. 
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of yours to the legitimate end--the forming of a School of Design. If 

necessary I shall, if the right man is to the fore & pupils do not sufficiently 

give him renumeration, supplement what may be necessary.129 

 

The right man, as it turned out, did appear, in the form of the painter Charles Henry 

Kennett Watkins, known more commonly as Kennett Watkins. In April 1878, before news 

had reached Auckland of Russell’s gift, Thomas Cheeseman replied to a letter from Watkins 

in which he turns down the painter’s request to use the museum as a convening place for a 

school of art. While it is acknowledged as an advantageous idea, the Council was unable to 

say yes as “they frequently required the room for the purposes of the Institute.”130 By the time 

the gift from Russell had been received, however, the Council had clearly had a change of 

heart. Watkins would be appointed the director of the school from its opening to its closing in 

1889, after which he would go on to the position of drawing teacher at Auckland College and 

Grammar School, now Auckland Grammar School, and later the art teacher at Auckland 

Girls' Grammar School from 1907–14. Another set of casts were ordered especially from 

Brucciani for the new posting at the Grammar School.131 It is clear that Watkins viewed a 

teaching collection as imperative for educating young artists. During his time teaching at the 

Institute, he went about ordering plaster reductions and écorché figures including a head of 

one of Niobe’s daughters (from the Uffizi, Florence) and Ariadne, 10 shillings each worth of 

masks and hands, a few bas-reliefs including pieces by Phidias and Donatello, and two 

equine figures.132 Although this list, presumably the draft of an order, does not bear the name 

of the company the reductions were being purchased from, it does show that Watkins was 

constantly widening the teaching collection, and taught from more than just the collection 

sent by Russell in 1878.  

 

 
129 John Logan Campbell to Thomas Russell, June 23, 1878, Brown and Campbell letter book, 1877 - 1878, 
Auckland Museum, Auckland. 
130 Thomas Cheeseman to Kennett Watkins, April 18, 1878, Thomas Cheeseman Letterbooks – AIM Letterbook 
Vol. 1 1872-1882, Auckland Museum, Auckland. 
131 For Watkins’ career see Una Platts, Nineteenth Century New Zealand Artists: A Guide & Handbook 
(Christchurch: Avon Fine Prints, 1980), 248; for his cast collection purchased for Auckland Grammar see 
"Local & General News," New Zealand Herald, February 14, 1898. 
https://paperspast.natlib.govt.nz/newspapers/NZH18980214.2.16. 
132 Kennett Watkins, list of orders for reductions, n.d., Free School of Art, 1878 - 1890, Auckland Museum, 
Auckland.  
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Watkins, the same artist who had first unsuccessfully propositioned the council to 

open a school in April 1878 held the role of director and drawing master at the Auckland Free 

School of Art from its opening on November 2, 1878, until its closure in December 1889.133 

Although Watkins is known in the canon of New Zealand art history for his role as a 

landscape painter,134 and is well represented by works of this kind in its major national 

collections of art, he was also adept in figure drawing and teaching. He had trained in Europe, 

learning painting, sculpture and figure-drawing, the latter two under the tutelage of Pierce 

Francis Connelly in Florence.135 At the school’s opening, classes were limited to 15 students 

at a time,136 and were taught in “strict silence… save as between Master and Pupil”137 – the 

teaching methods were of high enough quality that the school would go on to have 58 prize 

winners under Watkins,138 and in 1880, an exhibition was held at the museum to exhibit high-

calibre student work to the public.139 

 

The influence of this traditional European art education can be seen in Watkins’ 

works. In particular, his Legend of the Voyage to New Zealand (1912, Auckland Art Gallery 

Toi o Tāmaki) shows both his prowess as a painter of landscapes, but also his training in 

traditional academic draughtsmanship. The figures on the waka have static, calm postures 

despite being caught in a moment of excitement and action – the man at the helm is even 

posed similarly to the Doryphoros of Polykleitos (Naples Archaeological Museum, Roman 

copy of bronze original c. 440 BCE) with his contrapposto stance, crooked arm, and his lean 

against a tall spear. have also located a more obscure work by the artist in watercolour, Tangi 

in Older Time (Couldrey House, 1903) (fig. 14) in which a figure with his back turned to the 

viewer invokes the identical reverent stance of the Suppliant Youth (fig. 7). This sculpture, 

 
133 Stone, Logan Campbell's Auckland, 202. 
134 His work as part of New Zealand art history was probably more well known by his contemporaries than it is 
today, which can be seen in the selection of his work for the 1886 Colonial and Indian Exhibition held in South 
Kensington, as is noted in his obituary. "Artist's Death. Mr. Kennett Watkins," Auckland Star, August 5, 1933. 
https://paperspast.natlib.govt.nz/newspapers/AS19330805.2.127. 
135 "Artist's Death. Mr. Kennett Watkins."  
136 John Logan Campbell, correspondence with the Council of the Auckland Institute and Museum, August 15, 
1878, John Logan Campbell folder 266b MS 51, Auckland Museum, Auckland.  
137 Campbell, correspondence with the Council of the Auckland Institute and Museum. 
138 ""Auckland Free School of Art," Auckland Star, December 21, 1889. 
https://paperspast.natlib.govt.nz/newspapers/AS18891221.2.40 
139 Albin Martin to John Logan Campbell, December 14, 1880, John Logan Campbell Ms51 Folder 226B, 
Auckland Museum, Auckland. 
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one of the twenty-two included in the Russell Statues, would have been familiar to Watkins 

by 1903 after years teaching from it at the Free School of Art.  

 

 In the first year of 

the school’s operation, 

Watkins held a drawing 

test for twenty-six 

potential-students, and the 

fourteen who passed 

became the inaugural 

class of what became 

known as the Campbell 

Free School of Art, 

named after the man who 

financed it, and would 

continue to do so for the next eleven years.140 Most of these pupils were young women, and 

included artists who would go on to have successful exhibiting and teaching careers – notably 

Margaret ‘Bashie’ Woodward (later Jackson, 1876–1972), Alice Fallwell (later Whyte, 1880–

1952), and Jane Eyre (1875-1953). These students can be seen in an image (fig. 15) taken at 

the Princes Street building 

posing with Laocoön and His 

Sons and the bust of Clytie. Also 

visible is a drawing, presumably 

by one of the students learning 

to copy, of the Apollino. 

Woodward, Fallwell and Eyre 

were all exhibited with the 

Auckland Society of Artists and 

were among the first women in 

New Zealand to have fully 

fledged art careers, though they 

received little public recognition 

 
140 Stone, “John Logan Campbell, Frank Connelly and ‘Trespiano,’” 32. 

Figure 14: Kennett Watkins, Tangi in Older Time, 1903. Watercolour, 37.5 x 70 cm, Waiwera, 

Couldrey House.  

Image credit: Australian Art Auction Records. https://img.aasd.com.au/44379948.jpg 

Figure 15: Unknown photographer, Elam students with Laocoön, n.d.. Print, 117mm x 

163mm.  

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-research/collections/record/am_library-

photography-67158.  
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during their lifetimes, presumably because of their gender.141 Eyre and Fallwell would go on 

to teach at the Elam School of Fine Arts, while Woodward exhibited at the British Empire 

Society of Arts Exhibition in 1935. It was not just artists with budding exhibiting and 

teaching careers, however, who had the chance to attend the school. A letter from John Logan 

Campbell to Kennett Watkins in 1884 seeks to introduce a Miss Gardner142 who “is desirous 

of becoming a Pupil of the Free School of Art and begs us commend her for your kind care of 

attention.”143 From this correspondence a popularity surrounding attending the drawing 

school can be inferred, especially for young women who were eager to learn under Watkins’ 

tutelage.  

 

In 1935, the author A.D. Carbery 

wrote of a group of New Zealand painters, all 

women, “whose training was derived from 

European art schools. Each member of this 

group of contemporaries had … a sure touch 

in draughtsmanship.”144 Due to the ability of 

women to take part in the new art schools, 

and to exhibit in art societies, the Free School 

of Art allowed many to explore artistic talent. 

Though the names of many these women do 

not survive, traces of some do. The New 

Zealand Herald article for the Auckland 

Society of the Arts Exhibition in March of 

1892 commends several women students for 

their exhibited work drawn from the 

antique.145 In 1895, the abovementioned Jane 

Eyre won a silver medal for ‘best work in 

Competitions in monochrome’ in the 

 
141 Maurice Norton, Alice F Whyte (Auckland: M. Norton, 2010), 2. 
142 Likely Annie Gardner who at the time resided at Epsom House, Onehunga, one of the first private schools 
for girls in Auckland. 
143 John Logan Campbell to Kennett Watkins, September 13, 1884, Norah Phillips Papers MS 970, Auckland, 
Auckland Museum. 
144 Anne Kirker, New Zealand Women Artists: , (Auckland: Reed Methven, 1986), 27. 
145 “Auckland Society of the Arts Exhibition,” New Zealand Herald, 25 March, 1892. 
https://paperspast.natlib.govt.nz/newspapers/NZH18920325.2.68.18.  

Figure 16: Unknown photographer, Elam students in library tower, 

c. 1900. Print, 196mm x 151mm.  

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-photography-67159.  

 



 43 

exhibition held that year for her work Shaded study of a head, from the antique (life size).146 

Like Eyre in this case, many women in the early to mid-nineteenth century were allowed to 

study from the antique if not yet from life.147 A photograph (fig. 16) taken around the early 

1900s shows women students at the Auckland Free School of Art’s successor, Elam School 

of Fine Arts, seated at easels in the clocktower of what is now the Auckland Art Gallery Toi 

o Tāmaki. From the collection of miniatures laid out in front of them, it is clear that the 

collection of plaster casts in the school’s collection was added to over time to better support 

the study of its students. 

 

In Campbell’s speech at the prize-giving ceremony of his school in 1884 he drew a 

comparison between the Auckland isthmus and that of Athens, and said he looked forward to 

a time when an “antipodean Pheidias” would be a worthy competitor to the sculptors of 

Europe.148 This romantic hope on the part of Campbell is telling both of the hold that Greek 

material history had over the art curriculum, and the European cultural paragon that 

Campbell was hoping New Zealand would one day measure up to. The school ran until 1889 

until a financial bequest by Dr John Edward Elam, a medical doctor with an interest in the 

arts, enabled the establishment of the Elam School of Fine Arts, now a part of the University 

of Auckland.149  

 

The South Kensington Style 

 

The use of the casts for teaching students at the Auckland Free School of Art, and 

others of its kind in other parts of the country, was not merely one of convenience or 

coincidence after the gift arrived, but was in line with the new teaching style that emerged out 

of Britain in the mid-nineteenth century. Named after the school from which it was first 

taught, the South Kensington style valued skills which would aid a student in the design and 

manufacture of decorative goods, and was created to improve the standards of craftsmanship 

in Britain so they could compete with European markets deemed superior.  

 
146 Society of the Arts Exhibition." New Zealand Herald, April 10, 1895. 
https://paperspast.natlib.govt.nz/newspapers/NZH18950410.2.36.  
147 James McNutt, “Plaster Casts After Antique Sculpture: Their Role in the Elevation of Public Taste and in 
American Art Instruction,” Studies in Art Education 31, no. 3 (1990): 165. 
https://www.tandfonline.com/doi/abs/10.1080/00393541.1990.11651812. 
148 Dunn, New Zealand Sculpture: A History (Auckland: Auckland University Press, 2002), 31. 
149 Stone, Logan Campbell's Auckland, 202. 
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In England in 1835, William Gladstone, MP (1798-1869), chaired the Select 

Committee on Arts and Manufactures which was put together to create a state-supported art 

education system. By 1837 the committee had established the first Government School of 

Design at Somerset House, the original for many of the art and design schools examined by 

the South Kensington School which were established to teach in line with the committee’s 

findings. With manufacturing and industry on the rise, the new art syllabus was created in an 

attempt to override a market full of imported goods, particularly from France, which were 

deemed of better quality to their counterparts made in Britain, and foreign designers being 

employed instead of their British peers due to a difference in the quality of craftsmanship.150 

While the Royal Academy was still seen as the ultimate arts institution in the country, its 

inability to change with the times, and with industrialisation, meant that other organizations 

were needed to meet market demands, and distinction between ‘fine art’ and ‘applied art’ and 

design was needed.151  

 

The reports written by Gladstone’s committee to Parliament, were completed in 1835 

and 1836, and laid out the ‘the best means of extending a knowledge of the Arts and 

Principles of Design among the People (especially the Manufacturing Population) of the 

Country’.152 While these reports were lengthy, and represented an ununified set of opinions 

from the committee, there was a point of large agreement within; the importance of the use of 

the “plaster cast as a means of circulating good taste and correct principles across a broad 

constituency.”153  

 

These objects were at the centre of the system’s ethos, believed to be able to both 

teach art, and to enhance the general public’s “appreciation and taste” in general.154 These 

two purposes, placed heavily on the plaster shoulders of casts from the classical, were central 

to the popularity of these items in the nineteenth century – good taste and South Kensington 

education. Object centred learning and copying, was by no means a new precedent – objects 

 
150 Paul Sproll, “Matters of Taste and Matters of Commerce: British Government Intervention in Art Education 
in 1835” Studies in Art Education 35, no. 2, 1993: 107. 
https://www.tandfonline.com/doi/abs/10.1080/00393541.1994.11650747. 
151 Sproll, “Matters of Taste and Matters of Commerce,” 108. 
152 Wade, Domenico Brucciani, 49. 
153 Wade, Domenico Brucciani, 49.  
154 Sproll, “Matters of Taste and Matters of Commerce, 109. 
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have been a crucial part of arts education and practice as far back as the Greeks and Romans 

themselves. The Fresco from Room 19 in the House of the Surgeon, Pompeii from the mid-

to-late first century shows a woman painter seated with her brush and pigments in front of a 

brightly coloured herm, preparing to paint, or having painted, a likeness of the object on a 

panel.155  

 

Much like the prolifically productive industry of first-century Roman painting, the 

new mid-nineteenth-century British Government Schools of Design were interested in 

productivity, quality replicas, and expert craftmanship. Unlike today’s artistic values which 

prioritise originality, authenticity, artistic merit and innovation, these utilitarian views on art, 

suited to industry and manufacture, were as much the fashion in nineteenth-century Europe as 

they were in first-century Italy, and resulted in the formation of the vast, eventually 

international network of Government Schools of Design.156 The new educational system 

designed to further the economy, foster the quality manufacturing of objects and supply 

future workers for industry featured rigid examinations in elementary drawing and colouring, 

painting in styles of art and principles of ornament, figure painting and drawing in historical 

styles, modelling ornament, modelling the figure technical instruction.157 

 

Each of these was designed to equip students with the skills to become quality 

craftspeople and “perpetuate the system”158 to other artists. In an explanation of a South 

Kensington-style school’s curriculum in Christchurch, New Zealand, it is described as 

“the systematic study of practical Art and the knowledge of its scientific principles, 

with a view to deploying the application of Art to the common uses of life, and to the 

requirements of Trade and Manufactures.”159 The role of cast collections within this 

model is clear, when the teaching was focused on draughtsmanship, ornament, 

modelling and working from the figure.  

 

This streamlined curriculum for teaching art was disseminated not just through 

Britain, but also to its network of colonies. Domenico Brucciani was ideally situated to 

 
155 Nathaniel B. Jones, Painting, Ethics and Aesthetics in Rome (Cambridge: Cambridge University Press, 
2019), 90. 
156 Wade, Domenico Brucciani, 48. 
157 Chalmers, "South Kensington and the Colonies,” 69. 
158 Chalmers, "South Kensington and the Colonies,” 69.  
159 Chalmers, "South Kensington and the Colonies,” 70. 
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supply these teaching collections both at home and abroad, and his business would go on to 

be inextricably bound to the extremely popular South Kensington System as objects were 

acquired to open schools all over the world.160 Australian academic Jenny Aland notes the 

overwhelming influence of the South Kensington system on the teaching of art in South 

Australia from the 1880s, due to the perceived idea that teaching via this method would lead 

to a “collective ability to design for manufacture, which would in turn contribute to the 

productivity and economic growth of the colony.”161 Canadian art education academic F. 

Graeme Chalmers notes the widespread influence of the same system to Australia, New 

Zealand, South Africa and Canada due to British graduates of South Kensington System 

institutions moving around the Empire, spreading with them this method of teaching and 

learning in a newly-interconnected world.162 

 

The state of art education in New Zealand alone, between 1870 and 1899, shows the accuracy 

of Chalmers’ statement. I have located a number of cast collections that were acquired for 

public and private use, especially from the favoured workshop of Brucciani during this 

period. The vast majority of these New Zealand purchasers were disciples of the South 

Kensington system and are listed in chronological order by arrival as follows. The first of 

these collections was for the aforementioned gift for the Christchurch Museum, paid for by 

local businessman George Gould, and overseen in London by the sculptor Count von 

Gleichen.163 Gould had built the first finished house in Christchurch, and accumulated a 

fortune from a general store, and exporting wool – at one time he was the largest exporter of 

wool from Canterbury) and was the first to export wool to London from New Zealand. He 

was also involved in the Christchurch Gas Company and the New Zealand Shipping 

Company.164 From this colonial fortune, Gould gave £200 for the purchase of a gift of casts 

 
160 Wade, Domenico Brucciani, 48. 
161 Jenny Aland, “The influence of the South Kensington School on the teaching of drawing in South Australian 
schools from the 1880s into the 20th century,” Art Education 13, issue 1 (1991): 45. 
https://search.informit.org/doi/abs/10.3316/aeipt.162667. 
162 Chalmers, “South Kensington and the Colonies,” 74. 
163 “Canterbury Museum of Art,” Lyttleton Times, December 31, 1872. 
https://paperspast.natlib.govt.nz/newspapers/LT18721231.2.11.  
164 Cyclopedia Company, The Cyclopedia of New Zealand [Canterbury Provincial District] (Christchurch: The 
Cyclopedia Company, 1903), 363. 
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for the people of Canterbury to imitate the one given to the Public Library of Melbourne, in 

order to create a colonial city of the same cultural calibre.165 

 

The casts arrived on the aptly classically-named Pleiades in late December 1872, and 

were a much larger, and more varied collection that the one Russell would donate to the 

AIM, including not only sculptures and busts of the classical, but also replicas of reliefs by 

Michelangelo, Ghiberti and others, busts of celebrated British figures like Queen Victoria, 

Shakespeare, and Newton, and some copies of contemporary sculpture.166 Gould’s gift 

created excitement in Christchurch, and The Press ran an introduction to the pieces, including 

paragraph-long explanations on some of the best-known choices like Antinous, The Dancing 

Faun, Germanicus, The Dying Gladiator, Venus de Milo and others.167 It is worth mentioning 

that unlike the poorly documented Russell Statues which arrived in Auckland a few decades 

later, the Christchurch casts were very well documented in The Press, with supplementary 

information like heights, attributed makers and locations of originals, discovery sites and 

context about the subject.  

 

The correspondence from 1872 about the casts in Canterbury, despite the well-

recorded supplementary information, does not mention where the casts were purchased, or 

which craftsperson made them. I would suggest that it is highly likely that Brucciani was the 

craftsman, due to his supplying the works which went to Melbourne, as the Christchurch 

Press references, and his previous and future associations with Count von Gleichen who 

selected the works.168 These included busts made by von Gleichen with Brucciani’s Russell 

Statues and Brucciani’s associates working with the Count’s family to make his death mask 

after his passing in 1882.169 The formatore was clearly known by von Gleichen, and 

considering Brucciani’s significant reputation as formatore to the South Kensington Museum 

and British Museum, it would not be unlikely that this first New Zealand cast collection was 

of his making.  

 

 
165 For cost of Christchurch collection see “Local and General,” The Star (Christchurch), August 10, 1872. 
https://paperspast.natlib.govt.nz/newspapers/TS18720810.2.5; for Melbourne’s collection see “Our Gallery of 
Sculpture.”  
166 Cyclopedia Company, The Cyclopedia of New Zealand, 363. 
167 “Our Gallery of Sculpture.” 
168 “Our Gallery of Sculpture.” 
169 "Dead Men's Faces." Oamaru Mail, March 12, 1892. 
https://paperspast.natlib.govt.nz/newspapers/OAM18920312.2.29. 
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Dr. Julian Haast (1822–1887), the then-director of the Canterbury Museum, laid out 

that the works were from the five “great epochs” of art. The “twin sisters of art,”170 Greece 

and Rome made up the first three, the age of Pericles, the age of Alexander and the Roman 

age, while the fourth and fifth were the neo-classical revival styles of fifteenth-century Italy 

and nineteenth-century Britain.171 From these, it is clear that in the mind of collectors in early 

colonial New Zealand, the zenith of art was represented by Greco-Roman art and imitations 

inspired by it from more modern sculptors’ hands. Much like John Logan Campbell in 

Auckland, Haast arranged the works himself and did so “in a manner in which each group or 

figure is placed, so as to afford a good background for it, and to display its particular beauties 

to the best advantage.”172 

 

The gift in Canterbury set the precedent, and Otago was the next to follow. The Otago 

drawing school received models for its students in 1870, procured by the newly appointed 

drawing master.173 This drawing master, David Con Hutton (1843-1910), was a Scottish 

graduate of one of Dundee’s Government Schools of Design under the South Kensington 

system. So integral to the method of teaching were the antique casts, that “conditioned by the 

South Kensington Art School program, Hutton brought to New Zealand the requisite number 

of casts from the antique.”174 Made by Brucciani, Hutton’s casts were given passage from 

Glasgow for free on the Christian M’Ausland in eleven cases. They facilitated a drawing 

class for fifty pupils in a room of the newly built Post Office.175 The casts are lauded as 

having the “greatest practical value to the members of the drawing classes that will, without 

doubt, be… numerously attended in Dunedin.”176 Although some were damaged on the way 

to New Zealand, the Otago Witness states that “a better collection of models does not exist in 

the Australian colonies.”177 Public viewing was allowed during the opening at the school, 

suggesting a degree of public interest in the new collection.  

 

 
170 “Our Gallery of Sculpture.” 
171 “Our Gallery of Sculpture.” 
172 “Our Gallery of Sculpture.” 
173 "Models for the Drawing School," Otago Witness, February 19, 1870. 
https://paperspast.natlib.govt.nz/newspapers/OW18700219.2.15. 
174 Chalmers, “South Kensington and the Colonies,” 70. 
175 "Models for the Drawing School." 
176 "Models for the Drawing School.” 
177 "Models for the Drawing School.”  
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A painting by 

James Kilgour (c. 1820-

1907) from the late 

nineteenth century 

shows Hutton working 

at his easel (c. 1891, 

Hocken Library), 

surrounded by the 

contents of his eleven 

shipping-cases worth of 

works that were 

purchased for the 

school, hung from every 

visible wall (fig. 17). 

This image shows the 

environment in which these nineteenth-century art lessons were taking place, informed by the 

curriculum of the South Kensington System. Casts to work from, showing human anatomy, 

architecture, and decorative elements, were intended to fill a student’s toolkit for becoming a 

competent copyist or an artist adept in combining these elements into their work.  

 

It was at this point that Thomas Russell’s significant donation of busts and statues 

was made to the AIM in 1878. In 1892 another collection was imported to Wellington by 

Leslie Morison for use in his School of Art in the Exchange Buildings. Morison intended to 

send the works of his students who were trained using the casts, to London to be part of 

competitions at South Kensington.178 Another South Kensington-trained art teacher, Arthur 

Riley, was also operating in Wellington from 1886 onwards, although his public school did 

not boast its own set of casts for instruction.179 

 

In February 1893, a shipment of casts arrived from Brucciani’s workshop for the 

Wanganui Technical School and the local Girl’s College to much public anticipation. The SS 

Coptic transported nine cases of casts, the most important of which were “the most noted 

 
178 "The Commercial Position of Wellington," Evening Post, June 2, 1892. 
https://paperspast.natlib.govt.nz/newspapers/EP18920602.2.11 
179 Chalmers, “South Kensington and the Colonies,” 70. 

Figure 17: James Kilgour, Art room, Dunedin School of Art, c. 1891. Oil on canvas, 756 x 1093 mm, 

Dunedin, Hocken Library.  

Image credit: Hocken Library. 

https://hakena.otago.ac.nz/SCRIPTS/MWIMAIN.DLL/171273004/2/1/5365?RECORD&DATABASE=C

OLLECTIONS&UNION=Y 
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examples of Greek and Roman sculpture.”180 A full list of the cargo was published in the 

Wanganui Herald, in an article which mentions an intention by the school to hold an open 

day so the public could come to view the casts. In 1887, David Blair (1850-1925), yet another 

prominent Scottish artist trained in the style of South Kensington, would become principal of 

the school. Blair had previously set up the Canterbury College School of Art and in 1891 

would work with the New Zealand Education Department to revise primary school drawing 

prescriptions to have “a direct bearing on the industrial and decorative arts.”181 

 

In 1898 the New Zealand Herald reported that the Auckland College and Grammar 

College (now Auckland Grammar School) had been furnished with a set of Brucciani casts 

under the direction of Mr. Kennett Watkins, who was previously the drawing master at the 

Auckland Free School of Art.182 These were in particular for the use of the Girl’s College 

(now Auckland Girl’s Grammar), and were greeted on their arrival to New Zealand by two 

classrooms which had been cleaned, repainted and converted from a janitor’s rooms at the 

significant cost of £214 13s. 8d..183  

 

In July 1899 a Mr. F.W. Clayton of Fielding received another set of Brucciani casts, 

noted for their pedigree as the same casts used by the leading art schools.184 In the Fielding 

Star, Clayton advertises his business as a teacher of drawing and painting, presumably all the 

more desirable as such with his new collection.185 

 

From these examples, it can be seen the South Kensington curriculum had spread to 

the furthest corner of the British Empire, dominating art schools in every corner of New 

Zealand.  

 

 
180 "The Wanganui Technical School," Wanganui Herald, February 16, 1863. 
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Russell’s Choices and Campbell’s Arrangement 
 

Campbell’s placement of the Russell Statues is crucial to understanding the intentions 

behind the gift. He did not simply want to arrange them aesthetically in the space, but wanted 

to mimic the galleries of Europe as best he could within the constraints of space, to convey 

his own personal knowledge of European art history, and to best have the viewer understand 

the implicit messages that affirmed British colonising efforts in Auckland. Whether 

consciously or not, Campbell’s arrangement of the works in the Main Hall of the Princes 

Street site, near Government House, in 1878 shows a meticulously devised visual strategy, 

which controlled the visitors’ encounter with the great art of Greece and Rome. He acted as 

an agent to the public’s experience, inserting himself and his ideas into the museum.  

 

The careful placement of the works within the room, even given the limitations of the 

space, shows Campbell’s desire to recreate the views of Europe for the colony. In his 

autobiography he makes clear his personal reverence for the great art collections of 

continental Europe. He waxes poetic about their effect - “in a word who on the English side 

of the Channel, if he has never crossed it could ever understand…the Great Picture Galleries, 

to reach the chef d’oevres [masterpieces] of art.”186 

 

I have put together a diagram reconstructing the original 1878 placement of the 

statues (fig. 18) based on a preliminary diagram done by Richard Wolfe in 2001 and existing 

photos of the Main Hall of the Princes Street museum around 1882 (figs. 12, 19-28).187 The 

analysis that follows is based on this diagram, and will explore the possible motivations 

behind some of the particularly loaded choices of individual statues made by Thomas Russell 

when he commissioned them from Brucciani’s catalogue.  

 

 
186 John Logan Campbell, Reminiscences of a Long Life (Auckland: David Ling Publishing Limited, 2016), 226. 
187 For original diagram see Wolfe, “Mr Cheeseman’s Legacy,” 7. 
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Figure 20: Photographer unknown, North-
east corner of Main Hall, Auckland 
Museum, Princes Street (L-R) Venus de 
Medici, Discobolus (throwing), 
Demosthenes, Dancing Faun, Apollino, c. 

1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum 

Collections Online.  

https://www.aucklandmuseum.com/collecti

ons-research/collections/record/am_library-

photography-64189 

 

Figure 21: Photographer unknown, North-
east corner of Main Hall, Auckland 
Museum, Princes Street (L-R) Discobolus 
(throwing), Demosthenes, Dancing Faun, 
Apollino and Laocoön and His Sons, c. 

1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum 

Collections Online. 

https://www.aucklandmuseum.com/collecti

ons-research/collections/record/am_library-

photography-67949 

 

 

Figure 19: Photographer unknown, North 
side of Main Hall, Auckland Museum, 
Princes Street (L-R) Adonis, Fighting 
Gladiator, Venus de Medici, Discobolus 
(throwing), Demosthenes, c. 1882. Print, 

105 x 195 mm.  

Image credit: Auckland Museum 

Collections Online. 

https://www.aucklandmuseum.com/collec

tions-

research/collections/record/am_library-

photography-67951 
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Figure 24: Photographer unknown, North-
west corner of Main Hall, Auckland 
Museum, Princes Street (L-R) Antinous, 
Polyhymnia, Apollo Belvedere and Ilissus 

(obscured), c. 1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collectio

ns-research/collections/record/am_library-

photography-67942.  

 

 

 

 

Figure 23: Photographer unknown, South-west corner of 
Main Hall, Auckland Museum, Princes Street (L-R) 
Polyhymnia, Apollo Belvedere, Ilissus (back corner), 
Zeus, c. 1882. Print, 105 x 124 mm.  

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-photography-

67955 

Figure 22: Photographer unknown, South-
east corner of Main Hall, Auckland Museum, 
Princes Street (L-R) Dying Gladiator, 
Laocoön and His Sons, Supplicant Youth, 
Germanicus and Discobolus (standing), c. 

1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collection

s-research/collections/record/am_library-

photography-67957. 
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Figure 27: Photographer unknown, The 
mezzanine floor of the Main Hall in the Princes 
Street museum building (L-R) Augustus, Ajax, c. 

1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-

photography-70110. 

 

Figure 25: Photographer unknown, North-
west corner of Main Hall, Auckland Museum, 
Princes Street (L-R) Theseus, Diana à la 
Biche, Adonis, Fighting Gladiator, Venus de 
Medici, c. 1882. Print, 105 x 195 mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collection

s-research/collections/record/am_library-

photography-67942.  

 

Figure 26: Photographer unknown, North-
west corner of Main Hall, Auckland Museum, 
Princes Street (L-R) Theseus, Diana à la 
Biche and Adonis, c. 1882. Print, 105 x 172 

mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collection

s-research/collections/record/am_library-

photography-67952 
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The first two sculptures that would have been encountered by a visitor were the casts 

of Theseus and Ilissus, both reclining figures placed at front of the hall in a symmetrical 

arrangement,. This picturesque arrangement does not reflect their real position on the 

pediment of the Parthenon in order to educate the viewer, but rather reflects the same concern 

for aesthetic over historical accuracy which was prized by the British Museum when it first 

displayed the marbles, with an emphasis on “symmetrical arrangement.”188 Both of these 

male figures by Phidias are from the pediments of the Parthenon and were among the 

sculptures and metope friezes taken so infamously by Thomas Bruce, the Earl of Elgin 

between 1801 and 1812. Academic Debbie Challis argues that as much as the sculptures are 

objects of Greek history, they have also become symbols of British national identity during 

their time in English custody. Acquired at a time of intense construction of the British 

national identity after the Napoleonic wars, they connected a ‘free Britain’ with the idealised 

‘free Athens’ of the fifth century – a seafaring power, the centre of an empire, and a free 

state.189 Despite being one of the most contested acquisitions in the world, the Parthenon 

marbles have remained in the British Museum, on full display, since 1816 and already by 

1878 when the Russell Statues were commissioned for Auckland these originals were the 

prized possession of the museum under the guise of ‘honourable asylum.’190 

 

The Parthenon Marbles fuelled the Greek revival in British art, and it is highly likely 

that Campbell wished for them to have a similar effect in Auckland. By positioning Theseus 

 
188 Payne, Casting the Parthenon Sculptures from the Eighteenth Century to the Digital Age (London: 
Bloomsbury Publishing, 2021), xi. 
189 Challis, “The Parthenon Sculptures,” 33.  
190 Challis, “The Parthenon Sculptures,” 34. 

Figure 28: Photographer unknown, The 
mezzanine floor of the Main Hall in the Princes 
Street museum building (L-R) Young Bacchus, 
Zeus, Ariadne, Ganymede, Euterpe, c. 1882. 

Print, 105 x 195 mm.  

Image credit: Auckland Museum Collections 

Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-

photography-67958.  
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and Ilissus together at the very front of the hall, on the ground floor, Campbell managed to 

immediately assert a distinctly British presence and political agenda veiled in the forms of 

Greece. I would argue that the position held by the Parthenon Marbles in the formation of 

British cultural identity is also attributable, in part, to the way they were copied and spread 

throughout the Empire. They were so widely distributed in museums outside of Britain by 

colonists that they can be seen as core images in the British nation-building arsenal.  

 

Acknowledging the role of Elgin as Western history’s most infamous historical looter, 

leads also to acknowledging the most prolific of the age; Napoleon Bonaparte.191 The Louvre 

to this day is filled with spoils of the Napoleonic Wars, and the development of neoclassicism 

is in part attributable to the spread of Greco-Roman art that was accelerated in this period.192 

Academic Emanuele Curti noted that the obsession with Athens and Athenian imagery in 

England can be attributed to British identity building, and their attempts to create a distinctive 

aesthetic canon which differed from that of Napoleonic France, which favoured Roman 

influences.193 More than half of the works that made up the Russell Statues – the Suppliant 

Youth, Diana à la Biche, Germanicus, Apollo Belvedere, Laocoön and His Sons, Venus de 

Medici, the Dying Gladiator, Discobolus (throwing), and the Zeus of Otricoli – were among 

Napoleon’s loot of art brought back to Paris for the Louvre’s reopening in 1803.194 The aims 

for the Louvre, being to display French military ability, and “serve as exemplars for aspiring 

artists”195 were emulated by the British Museum which collected ancient sculpture as a means 

of response to the Louvre.196 This solidified the idea that the remnants of the ancient world 

were explicitly associated with the then-modern museum institution and with conquest.197 As 

different as the two warring states wished to be, their ideologies were based in the same 

ancient ideal of appropriation, artistic collection and nation-building. If Napoleon’s plunder 

of ancient art was to make him the archetypal tyrannical Roman emperor, the British wanted 

to be perceived as the liberated free state of Periclean Athens, with a vast network of vassal 

colonies, of which New Zealand represented just one.  

 
191 Thomas Murphy, “God of War: Napoleonic Appropriation of Greco-Roman Art, Architecture, and 

Iconography,” (Master’s thesis, San Diego State University, 2018), 86, 

https://digitallibrary.sdsu.edu/islandora/object/sdsu%3A21757.  
192 Murphy, “God of War,” 89.  
193 Murphy, “God of War,” 39. 
194 Murphy, “God of War,” 88. 
195 Murphy, “God of War,” 88. 
196 Cooke, “The Classical Tradition at the Auckland Museum,” 16-17 
197 Cooke, “The Classical Tradition at the Auckland Museum,” 17 
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As well as cleverly priming the viewer’s experience with the Parthenon Marbles, the 

original arrangement of the rest of the Russell Statues in the museum was equally well 

thought out. Campbell employed symmetrical pairings of the sculptures in regular intervals 

along the edge of the hall (fig. 18). Young Bacchus, Ganymede and Euterpe are also 

positioned in a group, as are the Apollino, Dancing Faun, Dying Gladiator and Suppliant 

Youth. Each pair suggests either an aesthetic or cultural reasoning, some more significant 

than others in telling of the cultural context of their time, as will be discussed in this section.  

 

Diana à la Biche and the Apollo Belvedere are also a matched pair as two of the most 

popular and well-known statues of the era. The Apollo Belvedere  had been championed by 

Winckelmann in 1755 as the paragon of Greek aesthetic perfection and came to embody the 

ideals of Neoclassicism – to him it was “the miracle of art.”198 As for Diana, Haskell and 

Penny describe it as the only statue exported from Italy before the second half of the 

seventeenth century to have a reputation outside Italy equivalent to the masterpieces of the 

Belvedere or the Villa Borghese.199 The sibling gods’ placement at the front of the hall in 

Auckland suggests pride in their being part of the collection, and a desire to show them off. 

The pairing of the two had been popular since ancient Greece, which can be seen in examples 

like the Attic red-figure cup by the Briseis painter (c. 470 BCE, Louvre), along with in more 

contemporary painting, like Gavin Hamilton’s Apollo and Artemis (1770, Glasgow 

Museums) and Marcantonio Franceschini’s Apollo and Diana kill the python (1692–1709, 

Liechtenstein Palace).  

 

Adonis and Polyhymnia are the only pairing that show less evidence of intense 

thought on Campbell’s part, likely the spares left over in his meticulous arrangement. Modern 

scholars have since identified Polyhymnia as Aphrodite in the Louvre collection, and through 

a contemporary lens the pair can be considered matching due to their mythology.200 However, 

both in Brucciani’s catalogue and in all correspondence from Museum the work is referred to 

 
198 David Irwin (ed.), Winckelmann: Writings on Art, (London: Phaidon, 1972), 90. 
199 Haskell and Penny, Taste and the Antique, 196. 
200 See Ovid, Metamorphoses, trans. David Raeburn, (London: Penguin Classics, 2014), 10, line 502-563, and 
706-740. The myth of Adonis centres around the jealousy of goddesses Persephone and Aphrodite who both 
desire the handsome youth as the object of their affections.  
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as Polyhymnia, although misspelled as ‘Polymnia,’ muse of sacred poetry, so this is more 

coincidence than any conscious decision by Campbell.201 

 

Antinous and the Fighting Gladiator were likely paired by Campbell as two images of 

the ideal masculine body – one in a static pose of contemplation, and the other captured in a 

moment of intense movement. Both these works were from similar dates in the second 

century BCE, the height of the Hellenistic period, and they represent contrasting ideals of 

masculinity at the different stages of life. Antinous is “an image of the grace of sweet 

youth,”202 and shows the youthful innocence and feminine softness of the archetypal young 

man which had become synonymous with the Greek ideal. The Fighting Gladiator shows 

more prominent musculature as befitting a warrior and is a symbol of idealised heroism, a 

feature of masculinity that was more relatable to Victorian audiences.  

 

The Discobolus (standing) and Discobolus (throwing) were paired together next, with 

the Venus de Milo and Venus de Medici standing to their left. Both discoboli and the two 

statues of Venus are the obvious choice for close display, both in contrast of pose, and 

synergy of subject matter. They may have been placed next to each other, too, potentially to 

emphasise and contrast the ideal sensual female form next to the athletic, virile ideal male 

form. Venus was a particularly popular subject for art in the eighteenth century, due to the 

popularity of ancient statues depicting her. She became synonymous in painting with the 

beautiful nude woman, and depicting the naked goddess gave artists an excuse to explore 

eroticism - William Adolphe Bouguereau’s Birth of Venus (1879, Musée d'Orsay), Venus and 

Europa by Benjamin West, (c. 1768, North Carolina Museum of Art) and Antonio Canova's 

Venus Italica (c. 1810, Palazzo Pitti) are just three examples of this phenomenon from across 

the Western world. The Venus de Medici so enamoured viewers in the seventeenth and 

eighteenth centuries that she became “one of the most copied sculptures of all time,” and was 

revered as the most beautiful of the extant Venus statues. 203 The Venus de Medici and the 

Venus de Milo being paired together is not at all unusual, as pairing copies of Venus together 

was a popular aesthetic arrangement, for example in the pairing of casts of Venus de Medici 

 
201 Domenico Brucciani, Catalogue of Casts for Sale by D. Brucciani, 5 Little Russell Street, Covent Garden, 
London (London: H. Flint Printer, 1870), 8. 
202 Irwin, Winckelmann, 166. 
203 Haskell and Penny, Taste and the Antique, 325. 



 60 

and the Callipygian Venus at Henry Hoare’s Stourhead estate, in one of the largest private 

collections of ancient art in Britain.204 

 

As for the discoboli, their symmetry adds a narrative to their poses. The Discobolus 

(standing) of Naukydes shows the moment of contemplation before movement, while the 

Discobolus (throwing) by Myron’s rhythmos205 shows the moment of intense action before 

the discus is released. The sculptures were likely made only decades apart, Naukydes’ in 460-

450 BCE and Myron’s in 410-400 BCE, showing Myron’s mastery of a concept Naukydes 

had previously attempted. They also show the chronological development of the early 

Classical period in Greek sculpture.  

 

Next were Germanicus and Demosthenes standing opposite each other as a 

contrasting set of political leaders, a prominent Roman general from the era of Augustus, and 

an Athenian statesman and orator respectively. They can be seen to represent the dual traits 

of the colonial ideal of a man – physically strong, militarily able, but learned and capable 

politically. Figures like Demosthenes were important in the cultural zeitgeist of the time, as 

can be seen in the description of Ngāti Maniapoto orator Wahanui Huatare (c. 1820-1897), 

who was referred to as “ponderous Demosthenes”206 by a Pākehā observer. Roman military 

history, led by men like Germanicus, was drawn upon regularly as precedent during the mid-

nineteenth century in New Zealand. O’Malley acknowledges that the colonial confiscations 

of land in the 1860s was not without imperial precedent, especially looking at the history of 

the Romans.207  

 

The most contrived of the arrangement is the cluster of works against the south end of 

the room – the Apollino and Suppliant Youth stand on either side of the Dying Gladiator. The 

former two figures of idealised male youths are placed in a symmetrical framing that would 

have been very appealing to the eye, and appears like a balanced triptych at the end of the 

hall. The Apollino is also close to the Dancing Faun, which is positioned strangely compared 

 
204 Haskell and Penny, Taste and the Antique, 326. 
205 A sculpture which portrays a sense of movement despite being physically static. Myron’s Discobolus is the 
first known work to successfully portray this.  
206 Roger Blackley, "The Plutarch of Maoriland: James Cowan and Pictures of Old New Zealand" Journal of 
New Zealand Studies 19 (2015): 119. 
207 O’Malley, Te Rohe Potae and Raupatu, 236. 
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to the rest in their contrasting pairs, wedged in the upper left corner behind the Apollino. This 

placement is, however, less strange when Campbell’s personal history is considered.  

 

 Having lived in 

Florence during a period 

of time spent in Europe 

between June 1848 and 

November 1850, 

Campbell was 

particularly familiar with 

the Uffizi Gallery and 

spoke fondly of it in his 

memoirs. In his 

autobiography, written 

between 1850 and 1907, 

he claims to “know the 

very spot” in which the 

great works of art in its 

halls were located, particularly in the Tribuna, a space for which he had a great personal love. 

Of the Tribuna, Campbell wrote “why it’s worth half a dozen years of one’s life just to know 

the contents of that little room the Tribune in the Uffizi Gallery at Florence.”208  It can be 

relatively certain that Campbell placed these two works together to imitate the arrangement in 

Florence, as can be seen in Amasa Hewin’s The Tribuna of the Uffizi (c. 1830-1833, Museum 

of Fine Arts, Boston), painted within the period of Campbell’s writing, which shows the 

Apollino and the Dancing Faun displayed together (fig. 28). Campbell wanted to ensure 

visitors could most accurately experience Europe even as remote as they were, and to make it 

clear to visitors who had visited the Uffizi that he had used expert knowledge of the originals 

in his arrangement. It was, after all, highly publicised in the newspapers of the time that 

Campbell would be the one to decide placement.209  

 

 
208 Campbell, Reminiscences of a Long Life, 226. 
209 For Campbell’s publicised association with the display of the artworks, see "The New Zealand Herald and 
Daily Southern Cross. Tuesday, October 8, 1878” and Martin, "Statues in the Museum [concluding note].” 

Figure 29: Amasa Hewins, The Tribuna of the Uffizi, c. 1830-1833. Oil on canvas, 635 x 864 mm, 

Boston, Museum of Fine Arts.  

Image credit: Museum of Fine Arts, Boston. https://collections.mfa.org/objects/540784.  
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Young Bacchus and Euterpe also seem the ‘odd ones out’ in terms of placement, 

however their connection in both being works from the Louvre suggests that they were 

placed thoughtfully, despite being behind the more famous Parthenon marbles. The 

masculine and the feminine contrast is evoked again with these two draped figures. When 

considering that Campbell wanted these sculptures used by art students, pairing these two 

makes sense, as the drapery on both would allow a student to study this technique from 

separate examples in one view. 

 

The arrangement of the statues can be seen as being as much about ego for the ‘Father 

of Auckland’ as it was about aiding the AIM in a time of financial need. This can be seen in 

the manner in which he is thanked, profusely and publicly, by the museum committee. The 

AIM’s 1878-1879 Annual Report lauds Campbell’s proactive and generous offer to facilitate 

the costs, and states that twenty to thirty students have been present for each of the lessons.210 

A year later in the annual report for 1879-80, the success and importance of the school is 

again noted, especially Campbell’s personal generosity for its ability in facilitating the 

running of the school - “Art students in Auckland are certainly under great obligations to Dr. 

Campbell for his liberality in this matter.”211 

 

Victorian Masculinity and the AIM 

 

When looking at the extant images of the composition of the Main Hall, there are 

three clear focal points in the composition of statues. These three statues that are displayed on 

their own, without contrasting peers, were Laocoön and His Sons in the centre of the ground 

floor, the Dying Gladiator in the middle of the upper balcony opposite the door, and the bust 

of Zeus mounted on the centre of the banister beneath it.  

 

The Laocoön group is the largest and most physically impressive of the works 

purchased by Russell, and thus the most artistically and culturally significant. Revered by 

Pliny the Elder as far back as the first century, the Roman writer called it, in 77CE, “a work 

that may be looked upon as preferable to any other production of the art of painting or of 

statuary.”212 Its reputation only faded as long as it was buried, until its rediscovery in January 

 
210 Auckland Institute and Museum, Museum Annual Report 1878-1879, 9.  
211 Auckland Institute and Museum, Museum Annual Report 1879-80, 9. 
212 Pliny the Elder, The Natural History, trans. John Bostock (London: Taylor and Francis, 1855), XXXVI.4. 
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1506 in Rome.213 Winkelmann, in 1764, championed it too for its mastery of form and 

emotion, and solidified its place in the pantheon of the most revered pieces of Western art.214  

 

As a teaching piece, it was considered highly valuable for the variations of emotions, 

figures and textures that the work provided, being best viewed from a distance to get its full 

visual effect. It dominated the Main Hall, in the centre of the room. In the nineteenth century, 

large-scale copies of the Laocoön group were few and far between due to the practical 

difficulties associated with making and transporting large plaster pieces and the space needed 

to display them.215 Most academic collections had to make do with either a miniature version 

of the group, a bust of Laocoön, or if they were lucky, just a copy of Laocoön himself 

without the boys.216 As part of a collection intended for a drawing school, it was considered 

an excellent piece – the physiognomy was also considered strongly realistic, and therefore an 

apt substitute for a live model.217 The variety of expressions on the faces of the three figures 

also made for a variety of choice for copyists – one in the throes of death, one consumed by 

suffering, and the father’s restrained agony and desperation.  

 

The Dying Gladiator was positioned in the middle of the upper balcony in a similarly 

privileged position. The high emotional charge of the piece and artistic quality had made it a 

favourite of art connoisseurs and the public alike; in Rome, it was considered the best of the 

large Capitoline collection.218 Like the Laocoön Group, it was considered to have perfectly 

realistic proportions of the male body, while its fame also grew for the poignant emotion 

conveyed through the expression.219 The subject of the sculpture was thought to be a dying 

warrior from Gaul, presumably after the third century BCE attack on Delphi, which was the 

only notable clash between the Greeks and the Gauls.220 Both ancient historians who wrote 

about this attack, Pausanias and Justin, write that the Gauls were defeated by the Greeks, 

 
213 Richard Brilliant, My Laocoön: Alternative Claims in the Interpretation of Artworks. (Berkeley: University 
of California Press, 2000), 36. 
214 Brilliant, My Laocoön, 50. 
215 Haskell and Penny, Taste and the Antique, 244. 
216 Haskell and Penny, Taste and the Antique, 244.  
217 Haskell and Penny, Taste and the Antique, 244.  
218 Joan Coutu, “Collecting a Canon: The Earl of Northumberland at Northumberland House and Syon House” 
in Burning Bright: Essays in Honour of David Bindman ed. Diana Dethloff et al. (London: UCL Press, 2015), 
63. 
219 Haskell and Penny, Taste and the Antique, 226. 
220 Haskell and Penny, Taste and the Antique, 226. 
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their chieftain Brennus lost his life, and the army were driven off.221 The Dying Gladiator can 

thus be seen as a sculpture which celebrates military victory, which can be considered 

relevant to the state of New Zealand at the time, ravaged by colonial wars, ignited in some 

stages by Thomas Russell himself, and won by British aggression.  

 

Both the Dying Gladiator and Laocoön and His Sons are among the three sculptures 

which still remain on display in the Auckland Museum as of 2022, along with the Discobolus 

(throwing). Even today, they remain relevant enough to be retained on show. This speaks 

volumes about their significance in both the canon of art history, and the taste of public 

viewers. Despite their current role as mainly decorative items, the Museum receives regular 

and sustained interest in them from visitors.222 

 

In terms of the busts, none remain on display and only one, the bust of Socrates, 

remains intact as of 2022. However, in the first iteration of arrangement in 1878 by John 

Logan Campbell, the large bust of Zeus taken from the Zeus of Otricoli was made the central 

individual of the eleven busts. It stood at the opposite end from the door in the centre and 

would have stared down visitors on their entry into the hall. As king of the gods, and the most 

visually dynamic of the busts with its swirling beard and hair, and imposing gaze, the 

placement makes sense as the obvious choice. Looming on high (fig. 23), Zeus, like the 

Dying Gladiator and Laocoön, set the tone for the gallery by being central to the display.  

 

In Raewyn Connell’s treatise Masculinities, she asserts that the state as an entity is 

masculine.223 Not just because it is, and has been historically, mostly men who govern it, but 

because the state as an institution exists to benefit and further the needs and wants of men 

first and foremost.224 Both in a contemporary and a historical context, especially in the 

nineteenth century, it is predominantly men who hold and use violence as a means of exerting 

power.225 All the hands which facilitated the display of the Russell Statues – commissioner, 

artist, curator, arranger, art teacher, the entire committee of the AIM – were men, and, at that, 

 
221 For these ancient accounts see Pausanias, Description of Greece 10.23 and Junianus Justinus, Epitome of 
Pompeius Trogus’ Histories 24.7-8. 
222 Anna Beazley (Collection manager at Auckland War Memorial Museum), email message to author, August 
3, 2021. 
223 Raewyn Connell, Masculinites (Los Angeles: University of California Press. 1995), 73. 
224 Connell, Masculinities, 83. 
225 Connell, Masculinities, 83.  
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colonial Pākehā men. The choices, and the final arrangement in the Main Hall, emphasise 

several of the principal motivators behind the gift and its display. In particular, the 

enhancement of reputation for Russell and Campbell as individuals, and a pushing of British 

colonial values and aesthetics, Western ideals of beauty, and Victorian masculinity.  

 

The busts of the women, Clytie, Juno and Ariadne, are significantly outnumbered 

three to eight by the male busts and are all mythological.226 These three, compared to the 

other eight on full obvious display, were hidden in the front corner, a separate room, and 

tucked in the shadows on the balcony behind Zeus, respectively. They were clearly not 

Campbell’s priority in his display, and are all fictional characters from myth. In contrast, the 

male figures we see immortalised in Brucciani’s plaster are aspirational real-life figures for 

the Victorian male. The writers and philosophers (Seneca, Socrates, Homer, and Plato) and 

the Roman leaders (Augustus and Julius Caesar) embody, in these two groups, the dual ideals 

which made up Victorian masculinity: educated, with literary and oratory knowledge and 

skills, and physically industrious, virtuous, and courageous. Ajax, placed opposite Homer 

who immortalised him most famously in the Iliad, and Zeus in the very centre aid the 

apparent aspirational intent of Campbell’s placement despite not fitting so obviously into this 

dialogue.227 

 

Academic Laura Eastlake's book Ancient Rome and Victorian Masculinity uses the 

following stanza from Horace’s Odes to illustrate these two interconnected ideals of 

masculinity in Western culture, both of which stem from the ancient world.  

 

Many heroes lived before Agamemnon: 

but all are oppressed in unending night, 

unwept and unknown, because they lack 

a dedicated poet.228 

Horace, Odes, IV.9.25–8, trans. Shepherd 

 
226 Ariadne is now thought to be not a sculpture of a woman at all, but a bust of Dionysus, making the count of 
women included in the collection in reality only two. See Åsa Johannesson and Clair Le Couteur, “Nonbinary 
Difference: Dionysus, Arianna, and the Fictive Arts of Museum Photography" in Museums, Sexuality and 
Gender Activism ed. Joshua G. Adair and Amy K. Levin (London: Routledge, 2020), 167. 
227 One could argue, despite their fictional nature, that Zeus represents the statesman and Ajax another warrior.  
228 Quoted in Laura Eastlake, Ancient Rome and Victorian Masculinity, (Oxford: Oxford University Press, 
2018), 41. 
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The need for the man in the role of poet or statesman/orator to complement those in 

the role of warrior was a dichotomy highly valued in the Victorian era, and Eastlake suggests 

that these ideals are underwritten by classical learning.229 Campbell’s projection of this 

codified notion of masculinity also fits in with the contrasting nineteenth century ideas of 

Greek vs. Roman methods of colonisation, which will be 

explored further in chapter three. In short, these are the 

contrasting colonial role-models of Greece - the liberal, 

free states connected to Athens – and Rome - the violently 

conquered and occupied lands acquired by the Roman 

Empire.  

 

Collectors and art enthusiasts in London were 

being noted for the way their selection of busts and statues 

affirmed their individual identities, and their New Zealand 

counterparts were doing the same.230 A 1910 portrait by 

Louis John Steele (1842-1918), John Logan Campbell 

(Auckland Council, Auckland), exhibits this idea perfectly 

(fig. 30).231 It shows Campbell dressed in the crimson 

Auckland mayoral robes, flanked by hints to the ancient 

world – a backdrop of fluted pilasters resembling neo-

classical architecture and a sculpture of the ancient Greek 

goddess Hebe. Like many learned men of his age, great 

pride and interest in the antique was integrated into his 

life alongside a decorated political career. This pride in knowledge of the classical world, and 

in possession of it was an integral part of Victorian colonial identity making for men of the 

upper classes. Images like this of Campbell illustrate the classical creeping its way into the 

British cultural framework, and of men “consciously tapping into… tradition.”232 To be wise 

was to have knowledge of the classical, to be important was to give that knowledge to others.  

 
229 Eastlake, Ancient Rome and Victorian Masculinity, 41-42. 
230 Coutu, "Collecting a Canon,” 63 
231 Jane Davidson-Ladd, "Commissioning a Visual Legacy: Louis John Steele and Sir John Logan Campbell," 
Back Story Journal of New Zealand Art, Media & Design History 9 (2021), 20. 
https://doi.org/10.24135/backstory.vi9.61 
232 Davidson-Ladd, “Commissioning a Visual Legacy,” 24. 

Figure 30: Louis John Steele, Sir John Logan Campbell, 
c.1910. Oil on canvas, 2060 x 1300 mm, Auckland, 
Auckland Council. 

Image credit: Jane Davidson-Ladd, "Commissioning a 
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Using the Russell Statues to communicate ideas about themselves as a philanthropist 

and an erudite man of the world, Russell and Campbell, respectively, were able to perpetuate 

the values of their time which the sculptures so embodied. This personal affirmation is further 

evidence that the Russell Statues were not given to be taken at face value, and are carriers of 

a wide variety of personal and cultural ideals meant to be absorbed through the experience of 

viewing by the public who would flock to Princes Street to see them, in great numbers 

according the annual report for 1879. 

 

The Council are glad to report that the number of visitors to the Museum has 

largely increased during the year. This is doubtless in some measure due to the 

fine collection of plaster casts from the antique presented by Mr. T. Russell, 

C.M.G…. the Council have now only to state that the public interest then 

evinced has continued without abatement.233  

  

 
233 Auckland Institute and Museum, Museum Annual Report 1879-80, 8-9. 
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2. The Casts in the Workshop 

 

The History of Casting and Cast Collecting  

 

The practice of casting from antiquity in Europe had its beginnings during the reign of 

the French king Francois I (1494–1547) for the decoration of his hunting lodge at Chateau 

Fontainebleau in 1528. In keeping with the aesthetic trends of the time, he was directed to the 

Italian artist Giovanni Battista Rosso, known more commonly as Rosso Fiorentino (1495-

1540).234 Fiorentino, and fellow Mannerist Francesco Primaticcio (1504-1570) were tasked 

with devising a decorative scheme for the king which would go on to define sixteenth-

century aesthetics.235 Replacing the Gothic, which had prevailed in popular tastes, these 

artists subscribed to the increasingly popular belief that the modern was to be defined by the 

ancient.236  

 

Some works, like Laocoön and His Sons, had held prestige since antiquity due to the 

surviving texts by Pliny the Elder (23/24-79 CE). Lauded by Pliny as singularly important to 

compare to all other sculptural art, the work was viewed in a similar light when it was 

unearthed to modern audiences in 1506. An icon of classical sculpture, and Western art in 

general, it became part of the canon of works which dominated both the market for copies 

and the European concept of taste. Other major discoveries, like Diana à la Biche before 

1556, the Apollo Belvedere in 1489, and the Venus de Medici, which was known of since 

1559, all inserted classical statuary into the cultural consciousness. This, paired with high 

aristocratic interest in the works of antiquity, meant that these works became celebrated in the 

way that Leonardo da Vinci’s Mona Lisa (Louvre, 1503) or Botticelli’s The Birth of Venus 

(Uffizi, 1485-1486) are today.237 

 

 
234 Haskell and Penny, Taste and the Antique, 3. 
235 Haskell and Penny, Taste and the Antique, 1. 
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When copies were made for Fontainebleau, they were made from statues primarily in 

the Belvedere Courtyard in Rome that had been collected by Pope Julius II during the early 

sixteenth century.238 Cleopatra (Vatican, second century BCE), Apollo Belvedere, Laocoön, 

Venus, Commodus as Hercules (Capitoline Museum, 192 CE), the Nile (Vatican, c. second to 

third century BCE) and Antinous (Vatican, early second century CE), all from the Belvedere 

Courtyard, were cast in bronze from moulds made in Rome and were subsequently taken 

back to France to be worked on.239 These works that Primaticcio chose came to form the first 

canon of classical art and were copied from his moulds in Europe to be disseminated as icons 

of the zenith of culture.240 

 

While the French king could afford to cast in bronze, plaster became a much more 

popular and far cheaper option accessible to more people and institutions.241 It quickly 

became the essential way of distributing antiquity in the West.242 For centuries, a limited 

number of sculptures including Primaticcio’s central canon, became a touchstone for those 

interested in art, culture and taste, and with the ability to cast, copy and disseminate plaster 

models of these Greco-Roman originals, these icons could now be seen throughout Europe.243  

 

Private collectors 

 

The earliest known plaster cast collection in private ownership belonged to Italian 

sculptor Leone Leoni (c. 1509-1590) who commissioned a set for his home in Milan.244 In 

1560, he gained permission from Pope Paul IV to make casts of several important statues, 

including the large equestrian sculpture of Marcus Aurelius (Capitoline Museums, 161 CE-

180 CE) which Leoni went on to place in his courtyard in conspicuous view to all visitors.245 

Part of Leoni’s commissioning of this work an attempt to gain “the prestige associated with 

 
238 Pamela Born, “The Canon Is Cast: Plaster Casts in American Museum and University Collections,” Art 
Documentation 21, no. 2 (2002): 8. https://www.jstor.org/stable/27949200.  
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240 Born, “The Canon Is Cast,” 8. 
241 Haskell and Penny, Taste and the Antique, 16. 
242 Haskell and Penny, Taste and the Antique, 3. 
243 Haskell and Penny, Taste and the Antique, 6. 
244 Haskell and Penny, Taste and the Antique, 17. 
245 Michael Mezzatesta, “The Façade of Leone Leoni's House in Milan, the Casa degli Omenoni: The Artist and 
the Public,” Journal of the Society of Architectural Historians 44, no. 3 (1985): 241-242. 
https://www.jstor.org/stable/990074.  
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the monuments and glory of ancient Rome.”246 This was to be the first of many attempts of 

learned men interested in the arts trying to ascribe to themselves the prestige of the ancients. 

Leoni’s placement of his Marcus Aurelius, along with the elaborate façade of his home 

decorated with a Greek-style frieze depicting lions fighting a satyr, barbarian prisoners and 

caryatids, shows an elaborate and expensive parallel to the ancients he idolised.247 The casts 

of Leoni and Primaticcio can be considered the direct predecessors for the millions of plaster 

casts made during the last two centuries.248 

 

Other avid collectors of antique copies included a range of men of aristocratic 

backgrounds attempting to establish good taste and intellectual standing. England’s King 

Charles I (1600-1649), for example, had his cast collection made for him by Hubert Le Sueur 

(c. 1580-1658), who styled himself as ‘Praxiteles Le Sueur’ in a deliberate attempt to create a 

legacy for himself after the famed Greek sculptor.249 King Charles’ collection included 

Antinous, Diana à la Biche, and an unspecified Venus, in keeping with works from the 

canon.  

 

Another collection grew in Spain after King Philip IV of Spain (1605-1665) sent 

Diego Velázquez (1599-1660) to Rome in 1651 to procure casts for his palace, from which 

he returned with both bronze and plaster copies.250 The prize nature of these works can be 

seen in the high value given to them within Philip’s art collection - a palace inventory of 

1666 values the Spanish copies of the Farnese Flora (Naples Archaeological Museum, 

second century CE) and Hercules (Naples Archaeological Museum, fourth century BCE) as 

each worth more than Velasquez’s Triumph of Bacchus (Museo Nacional del Prado, 1626–

1628) and double the monetary value of any of his portraits.251  

 

Casts as Educational Tools 

 

While collections of casts emerged as personal belongings designed to elevate the 

status of their owner, they also, soon after, gained more practical uses as important 

 
246 Mezzatesta, “The Façade of Leone Leoni's House in Milan,” 243. 
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pedagogical items. In 1586, Giovanni Battista Armenini (1530–1609) published a treatise on 

painting, and recommended that all students of art should learn to draw from the casts of 

ancient Rome.252 Armenini, like Leoni, had an “emphatic”253 and “great respect for the 

importance of Rome”254 and was among the literati of the time who saw potential for Greece 

and Rome to be “models for eternity.”255 Other eminent artists of the era also supported the 

need for antique drawing models, including the sculptor Gian Lorenzo Bernini who stressed 

the importance for "young art students to copy from casts taken from ‘all the most beautiful 

statues, bas-reliefs, and busts of antiquity.’"256 Casts, in particular, were labelled as essential 

due to their ability to render reliable, truthful copies while two-dimensional artforms like 

engravings were seen as flawed in the way they could widely disseminate unreliable images 

due to the artists’ personal flourishes which could be added during their creation.257 In 

response to treatises like Armenini’s, and earlier regulations made in 1562 by the Florentine 

Royal Academy,258 cast collections in educational institutions became a mainstay of teaching 

art in the European tradition. Other schools like the Accademia di San Luca in Rome in 1598 

and Federico Borromeo's Academy in Milan in 1620 both had very early collections.259 The 

appearance of these casts in the art schools of Italy soon affected the art schools of France 

and in the German states which followed suit, and by the fifteenth century the Italians were 

pioneering casting techniques which facilitated large scale projects like Primaticcio’s project 

for Fontainebleau.260  

 

This rise of classical sculpture as a prerequisite for prestigious art schools and 

academies coincides with the establishment of European colonies in the New World, and the 

demand for cast collections soon became inter-continental when treatises and trends were 

formalised into the South Kensington Style teaching curriculum. Plaster was light enough to 
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be transported by boat, and thus the first collection in the Americas was sent by the Spanish 

to the Academy of San Carlos in Mexico City as early as 1781.261 Others soon followed, for 

example in the North American former-colonies, casts were brought over in a private 

collection by Scottish colonist John Smibert (1688-1751).262 The first ever art exhibition in 

the New World was that of Smibert’s personal work, and of his collection of casts from the 

antique – the casts, in particular, were met with great praise by critics.263 As in Europe, 

Smibert’s casts were soon put to work as training instruments for young artists. Installed in 

these schools, the roles of the casts were shifted towards utilitarianism, and a solution to a 

lack of resources in cities where the apparatus of colonisation was still working towards 

building up cities.264  

 

Casts in England 

 

Casts in France, Spain and the New World have been addressed, but their role in the 

art world of England is even more important for the developments which led to Auckland, a 

British colony, being gifted its first set of casts by Thomas Russell. While no eminent patron 

like the aforementioned Smibert or his continental European counterparts emerged early in 

Britain, there were some artists who were forming small academies, of which at least two 

possessed some casts. The founding of the Royal Academy in London by George III in 1768, 

only 110 years before the Russell Statues were unveiled in Auckland, was the first instance of 

the large-scale collection being used for pedagogy in Britain.265 As in Europe, Greco-Roman 

statuary became especially popular in this period, and defined both the decorative and 

ideological canon going forward.  

 

 
261 Basile, "Facsimile and Originality," 11.  
262 Basile, "Facsimile and Originality," 12. 
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The presence of 

antique copies in Britain 

begins with the figunari, or 

image boys, who would 

come to Britain to sell small-

scale copies of ancient 

sculpture.266 This seasonal 

enterprise involved boys and 

young men from the Tuscan 

province of Lucca who 

would travel on foot across 

the Alps to Savoy, then on to 

Geneva, across the Jura 

Mountains to Fontainebleau, 

through Paris, Amiens and Calais to Britain.267 Though their wares were seen as substandard, 

made from shoddy materials and moulds which had been used too many times to still give 

crisp images, they were seen as more favourable than other street-sellers because they, at 

least, had “the merit of improving and propagating a taste for the fine arts.”268 From this early 

practice, the idea that antiquities were the highest form of art and the privileged position in 

the cultural hierarchy in which they were held, can be seen becoming ingrained in the British 

consciousness. Their wares were popular, and their presence pervasive enough to feature in 

paintings of the era, including The Italian Image Boys at a Roadside Alehouse (Leicester 

Galleries, 1849) (fig. 31) by James Collinson (1825-1881). This image shows a group of 

ragged-looking figunari who have set up a show in a tavern to sell their wares to the locals 

and travellers and is one of multiple works of this subject by the artist.  

 

Domenico Brucciani, the most highly regarded cast-maker in Britain, was also from 

Tuscany. Born in Barca, a commune near Lucca, he came to London around 1829 to join the 

established cast-making business of his uncle, Lewis Brucciani (1785-1848).269 The firm, 

located at 5 Little Russell Street, Covent Garden, was eventually given-over to Domenico in 

 
266 Wade, Domenico Brucciani, 19. 
267 Wade, Domenico Brucciani, 19. 
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269 Wade, Domenico Brucciani, 19. 

Figure 31: James Collinson, Italian Image Boys at a Roadside Alehouse, 1849. Oil on panel, 
790 x 1090 mm, London: Leicester Galleries.  

Image credit: Rebecca Wade, Domenico Brucciani and the Formatori of 19th Century Europe, 
(New York: Bloomsbury Publishing, 2018), 9, fig. 1.3. 
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the 1840s,270 and was, under his leadership, able to transcend the original concept of the 

travelling image seller and become a large industry deploying large-scale casts all over the 

world.271 Affiliated with the most well-respected museums in Britain and Europe, dealing to 

noblemen, colonial businessmen and museums, Brucciani broke the mould.  

 

Though he likely still employed young, itinerant Italians as his workforce, he was able 

to utilise his uncle’s shop-front, from which many of the largest and most important 

collections of casts in the then-British Empire were made. This included the South 

Kensington Museum Cast Court - at over 7,000 pieces it was the largest collection solely 

made up of casts272 - and collections in colonial outposts like the Russell Statues in the AIM. 

He was appointed to the role of the British Museum’s formatore in 1857, succeeding William 

Pink (1809–1857), who had been contracted to make casts of the Parthenon marbles to send 

to Greece in 1840.273 In taking over the role, Brucciani acquired the museum’s existing 

mould collection to work from, and worked to manufacture new moulds and renewing old 

ones for the Museum while taking commissions for private jobs throughout his long career.274 

His brief obituary in an April 1880 edition of The Builder, after his death at the age of sixty-

five, describes him as ‘although chiefly a plasterman in calling, he was an artist at heart.’275  

 

Academic Rebecca Wade, author of a comprehensive 2018 study of Brucciani and his 

practice, identifies a number of factors that enabled him, in particular, to make his uncle’s 

modest business into a firm which held a monopoly on cast-making in Britain, and eventually 

Europe. His placement in the centre of London, and his uncle’s pre-established collection of 

high-quality moulds which allowed him to cast more diversely than the figunari were factors 

but ultimately were less important than the establishment of a national method of teaching art 

– the South Kensington style – at a time, in 1826–27, when his business was already 

established and able to meet the demand that the style would create.276 Brucciani was 

responsible for the supply of standardized sets of casts of antique sculpture and architectural 
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ornament being sent out to the network of Government Schools of Design throughout Britain, 

and to burgeoning colonial centres like Auckland, Christchurch, Melbourne, Cape Town and 

others.277 Eventually this, paired with a growing number of public museums and galleries, 

meant that he was able to capitalise on the making of casts in a way that was 

unprecedented,278 as he was supplying not only nationally, but also to the new, international 

market that colonisation was forging for him. I would argue that the growing number of 

established colonies in the British Empire allowed for a significantly growing demand for the 

kind of wares that Brucciani was selling. This is shown in the prevalence of his work in 

overseas catalogues - present in Australia at the Melbourne Public Library (now the National 

Gallery of Victoria) in 1860, in New Zealand both in Auckland and Canterbury, and in New 

York – the Metropolitan Museum of Art's collection of 2,607 casts include a significant 

number by Brucciani.279 One of the defining methods of stamping colonial ownership of a 

place became to import Brucciani collections for public viewing and for use by the local 

drawing school.  

 

Brucciani, Formatore to the Colonies 

 

It becomes clear that Britain’s colonial endeavours contributed to Brucciani’s success 

significantly when the other formatori active as his contemporaries are examined. August 

Gerber in Cologne, Sabatino de Angelis in Naples, Gillieron and Son in Athens, Giuseppe 

Lelli in Florence, and Pietro Pierotti in Milan all had similar operations in other major 

European cities, and yet none of them can be seen to have such widespread output as 

Brucciani.280 It is also worth noting Brucciani’s enterprise in moving to education, which 

shows his elevation from owner of a formatore to a respected technician and artist in his own 

right. By 1852, Brucciani was employed at the School of Ornamental Art at Marlborough 

House, associated with the Government School of Design, in a teaching position.281 Although 

this position was short-lived, his course ‘Practising the Various Processes of Casting and 
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Moulding’ was “an indication of increasing status, as superintendent of moulding, [and] 

casting.”282 

 

In terms of his work as a cast-maker, as early as 1837, Brucciani had an established 

Gallery of Casts, located in Covent Garden.283 His studio is listed at 5 Little Russell St, 

Covent Garden from 1851–1860, however in 1860, numbers 5, 6, 7 and 8 Russell Street are 

listed as being Brucciani’s address, which shows the developing size and demand for 

Brucciani’s wares.284 In 1860, 1 Leather Lane is also listed as his business address, and 

records from 1861 show that at this time he had 25 men and 5 boys in his employ.285 The 

premises were then moved in 1864 to 40 Russell St, Covent Garden, although the Leather 

Lane property was retained for concurrent use. This site included a 100 x 25 foot gallery 

named the Galleria delle Belle Arti, from which he exhibited and sold from his catalogue.286  

 

Luigi Finili and Discrepancies in Records on Craftsmanship 

 

 Other clues to the size of Brucciani’s 

operation come in the discrepancies noted in the 

craftsmanship of Auckland’s Russell Statues. 

There is a lack of robust records telling the 

story of the Russell Statues’ commissioning 

from Brucciani in London. Of this gap in the 

archives, the still-intact Socrates, in particular, 

tells a very interesting story about the 

provenance and making of these casts. The only 

full bust which remains, it bears the maker’s 
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Figure 32: Maker’s mark on the Bust of Socrates (AM 578734) 

reading ‘L. Finili Formatore.’  

Image credit: Amalia Wickstead.  
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mark of ‘L. Finili Formatore, Fulham Rd London’ (fig. 32), rather than the name and 

workshop generally accepted for their making, that of Brucciani.  

 

An elusive figure, Luigi Finili (d. 1904) appears to be the name of a fellow Italian 

castmaker from Lucca living and working in London at the same time as Brucciani. Finili 

began his career working for Brucciani, although it is not known in what capacity bar in a 

letter to the Standard in 1892, he described himself as having been “chief moulder in the firm 

of Mr. Brucciani, of Russell-street, Covent-garden.”287 He was likely illiterate, but an adept 

sculptor’s modeller, and came to London in the 1850s to make a living modelling plaster.288 

Not much survives about Finili, although it appears he was heavily involved in Brucciani’s 

business of death-casts of people’s faces and hands. In 1900 he appeared in a trade directory, 

and since no record of him appeared in the earlier editions, he likely went into business on his 

own in 1900; his business is listed as Luigi Finili and Son in the Post Office London 

Directory, with the nature of his business being ‘modeller,’ located at 14A Cheyne Row, 

Chelsea, London.289 An interview in the Pall Mall Gazette (republished in New Zealand in 

the Oamaru Times) suggests that his primary business at this time was death casting, 

although the interviewer notes the presence of “the gods and goddesses of Greece [which] 

seem to have made a dusty corner into a modern Mount Ida” in the studio – Finili clearly kept 

the work done by and with Brucciani close.293 Although very little survives about him, 

Finili’s work as a moulder was at least remarkable enough to warrant a feature so far away 

from home as in the Oamaru Mail, about his process of making a death mask for the sculptor 

Count von Gleichen.290 

 

The Auckland works, with the exception of the Socrates bust and the Dancing Faun, 

are either no longer existent, or have had their maker’s mark painted over several times over 

the years when the casts were repainted with white paint to hide wear and tear and retain a 

pristine, marmoreal appearance. For this reason, it would be impossible to estimate now how 
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many were made by Finili rather than Brucciani, but it is likely more than just these two. It is 

possible that for these, Russell went elsewhere, or that Brucciani commissioned these pieces 

from Finili due to a too-heavy workload in his own workshop.291  

 

In Rebecca Wade’s book on Brucciani, she notes the lack of presence in the literature, 

of those who worked for him. Of these people, Finili included, she says:  

 

It is important to recognize that the formatori who worked for Brucciani are 

most often obscured by his name. Anonymized or erased by the same 

mechanisms that… preserve the singularity of the artist, their lives and labour 

are difficult to locate and recover. They emerge sporadically in the historical 

record, generally through the periodical press, and usually for reasons of either 

misdemeanour or achievement.292 

 

This rings true in Finili’s case – most of the information about him comes from the 

records of his time before a jury. Finili, while working at 60 Cale Street, Chelsea in 1892, 

was in the Queen’s Bench being sued by the executors of the will for the sculptor Sir Edgar 

Boehm (1834–1890).293 These records paint a picture of a life of less success than Brucciani 

would achieve – while in his employ, Finili was working three jobs; he was chief moulder for 

Brucciani, keeping a shop in Hatton-wall, Holborn, and working in some unknown capacity 

(likely as a modeller) for Boehm.294 This suggests a reason that Finili’s work was not 

acknowledged by the AIM in the New Zealand newspapers which reported on the gift, or by 

Russell in the correspondence to Auckland about the donation. Brucciani bore a more 

prestigious name, and one that, as Wade has asserted, cast into shadow the names of those 

who worked for and around him.  

 

Even posthumously, Brucciani’s name would continue to sell casts. After his death in 

1880, his business appeared for sale in both The Standard and The Times. 
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For Sale.—In consequence of the death of Signor Brucciani, the valuable 

Business of a Fine-Art Modeller… (under Royal and distinguished patronage, 

and also under the patronage of the various Government Schools of Art), to 

be SOLD, together with the whole of the valuable Stock, Moulds, and Store 

Casts …295 

 

The business was purchased by a fellow Italian castmaker Joseph Caproni (1846–

1900), who kept the company operating as D Brucciani & Co. but moved the premises in 

1900 to 13 Bucknall St, London.296 Caproni’s purchase of the business and later commercial 

success in ownership of it can be attributed to the same three factors that Wade identified as 

leading to Brucciani’s initial success: an established business,297 a pre-existing collection of 

casts, and premises in the heart of London. The commercial success for Caproni, as I have 

already established in the case of Brucciani, was also significantly attributable to the demand 

of the new colonial market.  

 

With Caproni involved in the management of the workshop, he was in a unique 

position in 1882 to supply the newly established P. P. Caproni and Brother in Boston to meet 

the growing demand for the supply of plaster casts to North American museums and 

educational institutions.298 This American business, which still operates, proves that the 

expanding colonial market which Brucciani was in the prime position to capitalise on was an 

integral factor in the success of his casting business, as the Capronis were able to imitate this. 

After its time under the management of Caproni, the business was made a limited company in 

1905, initially with seven shareholders, mainly the children of Mary S. Ryan, née Brucciani 

(b. c.1832), Domenico Brucciani’s adopted daughter.299  

 

During this period of the business’s life, Brucciani’s name had another association 

with New Zealand due to the company’s partnership with the British Museum. The museum 

called on the company for work in moulding and casting of Māori artefacts in England. This 

 
295 Wade, Domenico Brucciani, 210-211. 
296 Wade, Domenico Brucciani, 141. 
297 This is even more pertinent in this example as Brucciani had built a name synonymous with plaster casting in 
Britain, and one far more widely known than tness he inherited from his uncle 
298 Wade, Domenico Brucciani, 205. 
299 For shareholders see National Portrait Gallery, “British bronze sculpture founders and plaster figure makers, 
1800-1980 – B.” For Mary Ryan’s connection to Brucciani see Wade, Domenico Brucciani, 215. 
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includes a 1905 request for two unspecified Māori carvings for the Dominion Museum in 

Wellington,300 and at some point before 1911 they modelled a three foot long ‘Māori treasure 

box’ in the collection of ethnologist James Edge-Partington (1854–1930) which ended up in 

the collection of Augustus Hamilton (1853–1913), Director of the Dominion Museum 

between 1903 and 1913.301 This ‘treasure box’ is more accurately a waka huia, used to 

contain precious adornments like huia feathers, and is now in the collection of the Auckland 

Museum (fig. 33).302 The significant number of casts like these in the collection of Te Papa 

Tongarewa, made by the company around 1909 show a new avenue of business for the 

workshop – making casts from pieces in the British Museum’s collection which had been 

brought to London from the colonies. Tiki poutangata, papahou, korere, tekoteko, flutes, and 

parts of waka were all cast in plaster, and painted over to give the appearance of the original 

material of the taonga. The 

majority of the 40-plus 

pieces were commissioned 

by Hamilton in 1904 and 

again in 1909 as part of his 

mission to repatriate Māori 

history and art.303 

 

Despite this new 

revenue stream, dwindling 

interest in casts after World 

War I meant a slowing of business, and D Brucciani & Company was liquidated on April 27, 

1921.304 The company and its decades-in-the-making resource of casts and moulds were 

acquired by the Board of Education to run as part of the Victoria and Albert Museum, 

 
300 Roger Neich suggests that one of these is likely the tuere northern waka prow from the Hokianga, which is in 
the British Museum collection (Oc1900,0721.1), the cast is in the collection of Te Papa Tongarewa (R000085). 
Roger Neich, “James Edge-Partington (1854-1930): An Ethnologist of Independent Means,” Records of the 
Auckland Museum 46 (2009):,” 95. https://www.jstor.org/stable/42905908.  
301 Neich, “James Edge-Partington (1854-1930),” 95. 
302 “Waka huia,” Auckland Museum, accessed January 17, 2022. 
https://www.aucklandmuseum.com/collections-research/collections/record/am_humanhistory-object-83046. 
303 “Tauihu (canoe prow) plaster cast replica,” Te Papa Tongarewa, accessed July 13, 2021. 
https://collections.tepapa.govt.nz/object/256071. 
304 "In the Matter of D. BRUCCIANI & COMPANY Limited. (ln Voluntary Liquidation.)" London Gazette, 15 
April, 1921. 
https://www.thegazette.co.uk/London/issue/32292/page/3029. 

Figure 33: Copy possibly by Domenico Brucciani, waka huia, dimensions 
unknown. Various materials, n.d. Auckland, Auckland War Memorial Museum.  

Image credit: Amalia Wickstead.  
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renamed the Department for the Sale of Casts, until financial losses ended this too, in 

1951.305 The British Museum acquired the collection of Brucciani’s moulds which remained 

in the Victoria and Albert Museum under the collection of the Department for the Sale of 

Casts in 1955, although these have never been catalogued.306 

 
Brucciani’s method 

 

Most of the nineteenth-century formatori in Europe were using the same methods of 

production – casts made from solid calcium sulphate plaster, known as gypsum, poured using 

the piece moulding technique.307 This technique had been in recorded use since the fourteenth 

century, outlined in a book by Italian painter Cennino Cennini (c. 1360 – c. 1427) titled Il 

Libro dell’Arte, and experienced a boom in popularity and mastery in the eighteenth and 

nineteenth century.308 Brucciani himself was proficient in several types of cast making, as can 

be seen from the courses offered during his time teaching at the School of Ornamental Art at 

Marlborough House.309 Here, he taught production using full-sized waste moulds, piece 

moulds, mould making from elastic, gypsum, wax and gelatin.310 Primarily, he worked with 

piece moulds, likely because of the nature of what he was casting from – treasured ancient 

artefacts, usually in large-scale, were objects which needed casting in small pieces.311 This 

process was how, in particular, the Russell Statues were made, and involves the steps as 

follow.  

 

The original sculpture was first covered with oil as protection from the plaster used to 

create the mould. The cast maker then divided the original work into sections which would 

form the tasselli (the multiple interlocking sections). Working from the bottom of the 

sculpture upwards, the tasselli were cast one by one, and once each was partially set, the 

 
305 National Portrait Gallery, “British bronze sculpture founders and plaster figure makers, 1800-1980 – B.” 
306 Timothy Clifford, “The Plaster Shops of the Rococo and Neo-Classical Era in Britain,” Journal of the 
History of Collections 4 (1992): 49. https://doi.org/10.1093/jhc/4.1.39.  
307 Emma Payne, "The Conservation of Plaster Casts in the Nineteenth Century,” Studies in Conservation 65, 
issue 1, (2019): 37-38. https://doi.org/10.1080/00393630.2019.1610845. 
308 Payne, “The Conservation of Plaster Casts in the Nineteenth Century,” 28. 
309 Payne, “The Conservation of Plaster Casts in the Nineteenth Century,” 51-52. 
310 Payne, “The Conservation of Plaster Casts in the Nineteenth Century,” 51-52.  
311 References to Brucciani being in some level of trouble with the British Museum remain, from an occasion in 
1861 where the museum’s Keeper of Greek and Roman Antiquities accused him of having left oily stains on the 
surface of a cornice he had been casting. In this case, he was using gelatine to construct the mould. As a result, 
Brucciani was banned from using gelatine to make moulds of works in the collection unless the Trustees had 
given prior permission. See Wade, Domenico Brucciani, 168.  
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edges were trimmed smooth. Shallow keys were also made on the outer edges to ensure the 

correct placement of pieces in the final cast. With all the tasselli completed and numbered, 

they were then reapplied to the original sculpture, and oiled on the outside so that a shell of 

thick plaster could be poured on top. The ‘mother mould’ kept the tasselli in place and in 

large-scale sculpture casting was usually made of a front and back piece. Once set, the 

moulds were removed and coated in oil, and the tasselli were removed from the surface of the 

original and reconstructed within the mother mould. The insides of the tasselli where the new 

plaster would be cast were oiled, and the halves of the mother mould were fastened together.  

 

With the mould ready, a thin mixture of plaster 

was poured in through the open base, and the mould was 

manipulated so that the plaster coated every surface. The 

rest of the mould was then filled completely with a 

coarser plaster. When the cast was set but still damp, the 

mother mould was taken apart, and the tasselli were 

removed to reveal the final product.312 Some castmakers 

cast extending limbs around iron rods to stabilize them313 

– Brucciani was clearly one of these, as can be seen in 

the images (fig. 34) of the broken casts in the Auckland 

Museum collection which show the metal armature 

acting as the cast’s skeleton which would have allowed 

the outstretched arms to hold themselves up even with 

the heavy weight of plaster.  

 

A better cast was produced by using a mould which had not seen many uses, as seam 

lines became more noticeable and fine detail less apparent the more times they were handled 

and used. The British Museum kept a separate collection of ‘store casts’ which were never 

used for display and were specifically designated for use as spares from which to cast new 

moulds when the old ones degenerated.314 This prevented risk to the original sculptures, 

while maintaining quality for the formatore.  

 

 
312 Wade, Domenico Brucciani, 39. 
313 Wade, Domenico Brucciani, 39.  
314 Wade, Domenico Brucciani, 45. 

Figure 34: Fragments of the Russell Statues. Note the 

armature visible in the crack on the ring finger.  

Image credit: Amalia Wickstead.  
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In his employ, Brucciani had a significant number of men to carry out these 

processes. Most of these were the itinerant Italian workers who worked in varying numbers 

depending on the business’s obligations at any given time and the transient nature of their 

stays in London.315 For example, in 1861 the census recorded that Brucciani employed 

twenty-five men and five boys, but expansion and contracts with important institutions in that 

year, like the Royal Academy, the British Museum and the South Kensington Museum, may 

have been cause for a larger workforce.316 

 

Brucciani and the Iconography of Empire 

 

The British Empire’s attachment to Greece and Rome as imperial predecessors 

manifested itself in the cultural imagination through the aesthetic canon derived from the pre-

existing popularity of ancient statuary in Europe. Popularised by public museums like the 

Victoria and Albert Museum and the British Museum, the popular Grand Tour and authors of 

the time like Winckelmann, these forms entered the British imagination and were there to 

stay. With only a limited number of surviving marbles that dated back to the ancients, copies 

could satiate the hunger to possess a piece of history. Brucciani’s role in this, along with his 

peers in the casting industry, was to supply this demand, and in doing so, they solidified the 

claim that “the height of artistic creation had been reached in a limited number of antique 

statues.”317 

 

The 1851 Great Exhibition of Works of Art of All Nations allowed Brucciani to establish 

his public reputation by displaying a cast of the Apollo Belvedere from the papal collections. 

This work had come to be understood as one of the integral pieces of work in the canon 

established by Primaticcio, and Brucciani’s reproduction of it was categorised in the criticism 

as having three crucial points of interest – “curiosity, fidelity and materiality.”318 Cast from 

the original, its novelty in England at the time meant that it attracted visitors, while the 

virtuosity of its making rooted in Brucciani’s sophisticated casting methods meant that it was 

viewed as an important artefact in its own right. Visited by six million people at the Greek 

 
315 Wade, Domenico Brucciani, 40. 
316 Wade, Domenico Brucciani, 40.  
317 Haskell and Penny, Taste and the Antique, xiii. 
318 Wade, "The production and display of Domenico Brucciani's plaster cast of Hubert le Sueur's equestrian 
statue of Charles I," 250. 
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Court in the Great Exhibition at London’s Crystal Palace Exhibitions in 1851, the cast was in 

a prime position to secure notoriety both for its form and its maker. 

 

The Apollo Belvedere from which Brucciani modelled in 1851 remains a seminal symbol 

in modern art and culture. In part, it was because of Winkelmann’s praises of the work in his 

History of the Art of Antiquity, but also due to the dissemination of casts which allowed for it 

to be seen by those who were far from the Roman home of the original. Embodying the 

"noble simplicity and quiet grandeur"319 which came to sum up the merits of ancient art, the 

work can be seen copied throughout history. Antonio Canova’s Neoclassical Perseus With 

the Head of Medusa (1801, Metropolitan Museum of 

Art) takes its form directly from the Apollo, utilising 

its physical dynamism and flow to add power to his 

work. More recently Yinka Shonibare’s Apollo of the 

Belvedere (after Leochares) (2017) utilises the same 

timeless, recognisable form that holds so much weight 

in the cultural consciousness to symbolise a 

postcolonial birth.320 A cultural icon, the work was 

also part of the logo for the Apollo 17 space mission to 

the moon, featuring a profile of the Belvedere’s face 

against a backdrop of stars (fig. 35). It is so fixed in 

our collective memories that it has accompanied us 

through time, and into space.  

 

The development of these casts becoming so popular in England occurs alongside the 

popularity of antiquity and the elevation of the Greek world in the British mind. In the 

Victorian era, Latin and Greek sat above English in the linguistic hierarchy and in the social 

one,321 and there was a rising popularity for the appropriation of Roman ideas by political 

groups from the 1760s onwards “which both valorised the English past and reinforced the 

 
319 Johann Joachim Winckelmann, Reflections on the Imitation of Greek Works in Painting and Sculpture, trans. 
Elfriede Heyer and Roger C. Norton (Illinois: Open Court, 1987), 33.  
320 "Yinka Shonibare," Floorr Magazine, accessed April 8, 2021. https://www.floorrmagazine.com/featured-
blog/yinka-shonibare-guest. 
321 Christopher Stray, “Culture and Discipline: Classics and Society in Victorian England," International 
Journal of the Classical Tradition 3 (1996): 77. https://doi.org/10.1007/BF02676905.  

Figure 35: Robert T. McCall, Apollo 17 mission patch, 
1972. Approx. 100 x 100 mm.  

Image credit: Wikipedia. 

https://en.wikipedia.org/wiki/Apollo_17#/media/File:A
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role of the Hellenic.”322 The ability for the ancient past to add valour to the history of 

England was to become especially popular in the hands of the Victorian bourgeoisie, who 

were being sent to public boarding schools in which Latin and Greek were taught as an 

integral element of the curriculum.323 This new British elite born from the growing industrial 

city centres, primarily London, had grown to social prominence due to middle-class groups 

rising on the basis of capital wealth, rather than the land-based wealth of the old aristocracy. 

Rome had always been near the forefront of the European imagination, through centuries of 

religious policy, pilgrimages, myths, histories and cultural activities in many fields.324 These 

instances built up the image in Europe, from the Middle Ages down through the Baroque of 

Rome, ripe for picking by the up-and-coming petite bourgeoisie. Museums like the Victoria 

and Albert Museum, founded in 1852, were opened to “educate and train the taste of the 

entire British nation,”325 filled with casts and a few originals of the ancient masterpieces that 

were so coveted by the zeitgeist. 

  

 
322 Stray, “Culture and Discipline," 78. 
323 Stray, “Culture and Discipline," 79. 
324 Moshe Barasch, Theories of Art: From Winckelmann to Baudelaire, Vol. 2 (London: Routledge, 2013), 101. 
325 Cornell Arts and Sciences, “Firing the Canon,” March 30, 2015. YouTube video, 4:43. Posted by Cornell 
Arts and Sciences. https://www.youtube.com/watch?v=TAkLr0LxkHw&ab. 
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3. The Casts in Context 

 

The tendency for the interpretation of artefacts within a museum to change meaning over 

time is not limited to physical deterioration. New Zealand art historian Roger Blackley 

asserts that is also an ideological change, as cultural constructs which support the 

prioritisation of certain pieces in a collection change, mature or disappear.326 This can be seen 

in the fate of the Russell Statues – once the crown jewel of the Auckland Museum’s 

collection, they now mostly languish in storage in various states of disrepair. Those which 

remain on display – the Discobolus (throwing), the Dying Gladiator, and Laocoön and His 

Sons – have been relegated to purely decorative positions which conveniently tie into the 

Neoclassical façade of the exterior of the Auckland War Memorial Museum. The journey of 

these works from central pieces of a colonial museum to remnants of a no-longer-fashionable 

collecting trend shows the changes Blackley suggests, and illustrates the changing face of 

museums in the contemporary.  

 

As part of the move towards more inclusive archive-making, items once viewed as 

ethnographic trophies of colonial conquests are being restored within collections to taonga 

and important art objects with the decolonisation of museums;327 in turn the objects which in 

the past occupied this prioritised place within New Zealand collections are also being given a 

cultural recontextualization. Generally, this progression of value can be categorised for casts 

by three steps which I define as the cast as art object, the cast as educational object, and the 

cast as decorative object.  

 

i. The Cast as Art Object 

 

The cast as an art object is a phenomenon that has its roots in antiquity itself. While the 

ancient Greeks and Romans used casts as aids in the production of marble and bronze 

sculpture, and as copies used to transfer three-dimensional forms, they also saw them as 

pieces of art in their own right.328 Pliny the Elder attributes the invention of casting of copies 

to Lysistratos of Sikyon in the Greek period, although there are earlier accounts from the 

 
326 Blackley, “Beauty and the Beast,” 59. 
327 Blackley, “Beauty and the Beast,” 59.  
328 Rune Frederiksen, “Plaster Casts in Antiquity,” in in Plaster Casts: Making, Collecting and Displaying from 
Classical Antiquity to the Present ed. Rune Fredericksen and Eckhart Marchand (Berlin: De Gruyter, 2010), 15. 
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second century CE by Plutarch, in his Moralia, where he describes how envoys of Ptolemy I 

of Egypt took away a statue of the god Pluto in Sinope and in its place left behind one of 

Persephone, having made a copy of it.329 Despite the fact that Plutarch does not outright state 

that the copy was a cast, it is likely that this was the cast due to the fact the statue was 

removed for the process, and the time limitations associated with having a craftsperson copy 

in marble. 

 

This connection between plaster cast and art continued in the Renaissance. For 

example, the Palazzo de Te in Mantua acquired both original antiquities and casts for display. 

So prized were these objects as art that in 1550, Henry II of France settled peace with the 

Low Countries by giving Mary of Habsburg some of Primaticco’s original moulds for 

Henry’s predecessor Francois I.330 

 

By the nineteenth century, the cult of the copy had not slowed down. If anything, the 

advancements of the industrial revolution had sped it up. The importing of more Greek 

sculpture into Western Europe, for example, the acquisition of the Parthenon Marbles by 

Lord Elgin, had also spurred more interest in such items. Winckelmann’s elevation and praise 

of ancient Greek art over all others, and pseudoscientific physical anthropology being 

developed as a new pseudo-science, were also factors at play.331 

 

Looking to participate in the “legacy of Western civilisation,”332 those in the colonies 

– Russell, Smibert and others – obtained casts to demonstrate their taste levels in the tradition 

of Winckelmann, the first art historian to have distinguished the difference between Greek, 

Greco-Roman and Roman art. Waxing poetic on the unparalleled material culture of the 

Greeks, he initiated the Greek revival, playing a huge part in defining what would become 

modern taste.333 In his text Thoughts on the Imitation of Greek Works in Painting and the Art 
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of Sculpture, he lays out that "the only way for us to become great, yes, inimitable, if it is 

possible, is the imitation of the Greeks."334 It is also interesting to note that Winckelmann’s 

own opinion of ancient statuary which came to be so pervasive and influential in 1764 was 

through casts themselves, and not originals.335 In a New Zealand context, it is of note to 

examine the wording of Albin Martin’s praise in the New Zealand Herald for the beauty of 

the casts. He praises their "simple grandeur and quiet repose,"336 paraphrasing 

Winckelmann’s own wording “edle Einfalt und stille Grösse.”337 From this revitalised 

appreciation of all things ancient, comes the previously discussed outpouring of casts from 

the antique for the wealthy to fill their collections – Francois I of France, Charles I of 

England, Philip IV of Spain and others began collecting casts as substitutes for the one-of-a-

kind originals that were largely owned by the Pope, so that they, and their courts, could enjoy 

in their own homes what was seen as the zenith of artistic achievement.  

 

Even later, well into the nineteenth century, the New York Metropolitan Museum of 

Art’s cast collection was the Museum’s pride, installed in 1889.338 The Museum’s 

Constitution of 1870 outlined its primary objective as being the formation of an object 

collection to illustrate the history of art from its beginnings to the present.339 This collection 

of plaster casts which was acquired for the museum between 1883 and 1895 eventually came 

to number 2,607 works — “objects of the highest beauty and of inestimable value toward the 

formation of sound taste in Art.” Albin Martin writes that it was “a certainty that the old 

masters cannot be reproduced in facsimile like the Greek sculptors,”340 showing a lack of 

distinction between viewing a cast and an original – both were sufficient to display an 

object’s greatness to a viewer.  

 

The nineteenth-century ‘cult of the copy’ devoted itself to the collection of these 

objects in a way that anathemises later and current preferences for the new and original.341 It 
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can be seen that while they were acknowledged as reproductions even then, there was no 

stigma surrounding the fact that they were not ancient pieces of art. P.P. Caproni and Brother, 

the American castmaker which served the growing United States market, recognised their 

work as both copy and original pieces of quality workmanship and art in its own right. This 

can be seen in an excerpt from their 1921 catalogue:  

 

In an original work of merit there is a subtleness of treatment- a certain 

feeling which, if lost in reproduction, places the reproduction outside of 

what can be classed as a work of art. Our casts are from imported models, 

made directly from the originals, which is the secret of their known 

excellence, apart from the perfection of workmanship in reproduction.342 

 

ii. The Cast as Educational Object 

 

Casts from the art of antiquity were still popular items by the nineteenth century, although 

now in a primarily pedagogical capacity. In America, all the most revered universities 

including Columbia, Cornell, Harvard, and Yale had professional art schools which housed 

teaching collections of classical casts.343 Charles Callahan Perkins, who was responsible for 

the formation of Yale’s collection in the 1870s,344 deliberately made it clear that they were 

collecting material which would aid the education of art, not objects which were art 

themselves.345 The prestige ascribed to ancient Greece still remained, if not at the level of 

obsession that characterises the earlier period of cast collecting in the Renaissance and 

beyond. Another writer of the era, the American author Daniel Cady Eaton, placed great 

value on copies of Greek works for educational purposes, concluding that it was only right 

that every city of significant population and wealth should be in possession of Greek 

sculpture to teach from.346 Casts became ideal models of aesthetics with which to train artists 

in the European tradition while also having the dual function of affirming Western cultural 

ideals.347 

 

 
342 Caproni Collection, 1912 Catalogue: Art For Schools. (Boston: P.P. Caproni and Brother, 1912), 2. 
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This was not just the trend in America, and can be seen too in other cities in the New 

World, namely New Zealand. In the case of the Russell Statues, their original role was 

intended to be part of the AIM’s collection, but on the insistence and financial intervention of 

John Logan Campbell, they were made into educational objects too. They allowed for the 

conception of the Auckland Free School of Art, the first public drawing school in the city 

which ran successfully until 1889. Similarly, educational institutions elsewhere in Auckland, 

and in Canterbury, Whanganui, Fielding, and Dunedin acquired collections from which to 

instruct students on draughtsmanship and drawing during the period between 1870 and 

1899.348 

 

These contemporaneous opinions, and casts being retained for teaching collections, show 

that the role of casts was changing – the utilitarian nature of the drawing model was 

achieving favour as the point of value over the artwork itself. As the cultural value ascribed 

to collections of casts in their period of favour slowly faded around the end of the nineteenth 

century when drawing from nature became de rigueur,349 so did their place as artefacts in 

their own right within museums. The English art historian Matthew Prichard, writing about 

the development of museums in the modern age stated that casts were merely “engines of 

education and should not be shown near objects of inspiration. They are data mechanically 

produced; our originals are works of art.”350  

 

iii. The Cast as Decorative Object 

 

Having flown so close to the sun in days gone by, the reputation of the cast was to take an 

Icarian plummet. As an early indicator of this shift in America, an 1831 edition of the New 

England Magazine published the opinion that viewing a cast was akin to trying to form “an 

idea of a living flower by a dried specimen in an herbarium, or of a handsome man by his 

shadow on the wall.”351 The Greeks themselves did not work from sculptures, they worked 

from life, and a growing awareness of place in the colonies where so many casts had been 

 
348 For Dunedin see “Models for the Drawing School;” for Whanganui see “The Wanganui Technical School;” 
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deposited meant a growing emphasis on painting nature, local scenes and people.352 The 

fashion became to draw from life, and the reasons for drawing from the antique became less 

important. While most drawing schools retained some of their sculpture, practices came into 

being which allowed art students to draw from life – for example, during the 1860s in 

Pennsylvania, models were sourced from the lower classes and wore masks to protect their 

identities.353 It should be noted, however, that this shift did not happen for men and women at 

the same time. In Christchurch, classes for male students drawing from the nude were offered 

from 1887, however it took until 1892 for a separate class to be offered for women.354  

 

New developments in art in the last quarter of the nineteenth century began to 

disregard the classical ideal. A preference for painting over sculpture is the most notable 

change – the Peabody collection of casts in Baltimore is reported as being unable to compete 

with a local collection of paintings by the Old Masters nearby. American academic Joseph 

Basile attributes this change of taste to changing views of authenticity.355 He describes the 

paradigm shift as a war, and classicism the casualty of it – the abandonment of old ideas, and 

the emergence of new pedagogical approaches resulted directly from the toppling of the 

Greek ideal within art institutions.  

 

Walter Benjamin’s 1935 essay on the role of authenticity suggests that the aura of an 

object is lost when the original item is reproduced in copies. To Benjamin the “here-and-

nowness” of the original is what makes it authentic,356 an idea that is directly challenged by 

the proliferation of casts of Greco-Roman originals. However, in their prime, casts were seen 

to be authentic enough to constitute a worthy piece of art despite not being originals. Skilful 

reproductions, as many of them were, held merit in the Victorian eye. The “dread white army 

of Greek and Roman statuary, risen from the ground in the sixteenth century and then 
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endlessly cloned and imitated”357 is not 

looked on so reverently anymore, and the use 

of the word ‘imitation’ is crucial to 

understanding what it is that toppled the casts 

off their pedestals, both physical and 

metaphorical. The rejection of the tradition 

which centred and reinforced the Greek ideal 

as the central canon, and the twentieth-

century appreciation for the original and 

authenticity are the primary reasons for this 

declining status.358  

 

While some casts were kept on 

display as decoration, more still were 

relegated to corners of storage facilities to 

deteriorate, sold off at auction, deaccessioned 

or destroyed.359 Those lucky enough to have 

survived such a fate, like three of the original 

twenty-two Russell Statues, are not privileged 

with the standing they once had. The statues 

were not entered into the catalogue of the 

museum, being treated within the collection in 

the same manner as furniture, resulting in only 

recently being given identification numbers. 

The Discobolus (throwing) in its current 

position above the front entrance of the 

Auckland War Memorial Museum Tāmaki 

Paenga Hira (fig. 36) is a far cry from its once-

glory as a raison d'être within the Victorian 

 
357 Christopher Wood, “Envoi: Reception and the classics" in Reception and the Classics ed. William Brockliss 
et al, 154-162 (New York: Cambridge University Press, 2012), 171. 
358 Rune Frederiksen and Eckhart Marchand, “Introduction” in Plaster Casts: Making, Collecting and 
Displaying from Classical Antiquity to the Present (Berlin: De Gruyter, 2010), 1. 
359 Frederiksen and Marchand, Plaster Casts, 1.  

Figure 36: Domenico Brucciani, Discobolus (throwing), c. 1878. 

Plaster, 1650 x 560 x 1060 mm. Auckland War Memorial Museum.  

Image credit: Amalia Wickstead. 

 

Figure 37: Domenico Brucciani, Laocoön and His Sons, c. 1878. 

Plaster, 2350 x 1380 x 800 mm. Auckland War Memorial 

Museum.  

Image credit: Amalia Wickstead  
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museum, as are its peers Dying Gladiator, and 

Laocoön and His Sons on show between the Japanese 

Ceramics gallery and the Mackelvie Collection 

gallery (fig. 37). Over time, they have become more 

parts of the decoration of the museum, tying in with 

the façade of the building conceived by Auckland 

architects Grierson, Aimer and Draffin to appear like 

the Parthenon, rather than exhibitions in their own 

right.360 They remain on view as "an 

acknowledgement of the historical importance of the 

arts and learning of classical antiquity to [New 

Zealand's] imported European culture."361  

 

 The 

works that ended 

up on decorative 

display can be considered the lucky ones. The vast 

majority of their peers now wallow in states of disrepair 

in the storage facilities of the museums that once loved 

them. Take, for example, the casts in the New York 

Metropolitan Museum, which were formerly the heart of 

their collections. The casts remained part of the on-view 

collection long after the museum had begun to acquire 

original works, even standing alongside original marble 

works from antiquity. By the 1950s, however, almost all 

the casts had been removed from view and were either 

auctioned off or removed from public spaces into a 

 
360 When the 1929 Auckland Museum building opened, more of the statues were on display as decoration than the 
three which remain today. Two busts flanked the hallway leading to Laocoön and His Sons (fig. 38) while three 
busts and three statues flanked the hallway that now holds the Dying Gladiator, but then displayed Diana à la 
Biche in its place (fig. 39).  
361 Auckland Museum, “The Russell Statues,” accessed May 3, 2021. 
https://www.aucklandmuseum.com/galleries/level-one/the-russell-statues. 

Figure 38: Photographer unknown, Auckland War 
Memorial Museum, interior, c. 1929. Print, 163 x 233 

mm. 

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-photography-

18607 

Figure 39: Photographer unknown, Auckland War 
Memorial Museum, interior, c. 1929. Print, 165 x 233 

mm. 

Image credit: Auckland Museum Collections Online. 

https://www.aucklandmuseum.com/collections-

research/collections/record/am_library-photography-

18605 
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leaking warehouse where they fell into disrepair and were left to disintegrate.362  

 

The Current State of the Russell Statues 

 

The Russell Statues were also once the heart of a collection, at the first Princes Street site 

of the AIM. Images (fig. 12, 19–28) show them in pride of place in the Main Hall, scattered 

throughout the room from 1878. By 1897 (figs. 1-9) they were held in such high esteem that 

they were in possession of a purpose-built space of their own. Their evolution to becoming 

educational objects then occurred with the inception of the Auckland Free School of Art, 

before their form fell from fashion and they were moved to the Auckland Art Gallery Toi o 

Tāmaki to be held for a time, and then back into storage.363 Only three are on public view, all 

in positions which relegate them to decorative elements. Anna Beazley, Auckland Museum’s 

Collection Manager, Human History, states that despite their poor state, and small presence 

in the museum, there is a relatively large amount of interest in the Russell Statues, 

particularly in terms of enquiries about their condition and location.364 Unfortunately, very 

little supplementary information exists on the works, in part due to their classification, or lack 

thereof, in the catalogue. Treated in much the same way as pieces of furniture, the statues 

were never absorbed into the collection in their own right. Some were only given 

identification within the system as late as 2004.365 

 

In the early 2000s, some of the works were sorted into three groups by conservator 

Annette McKone, who worked on them at Auckland Museum. Her findings were as below:366   

 

 
362 Jane Margolies, "Move Over, Marble: Plaster Gets Pride of Place," New York Times, September 1, 2016. 
https://www.nytimes.com/2016/09/02/arts/design/move-over-marble-plaster-gets-pride-of-place.html. 
363 Possibly the works were broken up and added to the foundation cement of the new gallery extension in 1916, 
although no evidence remains of this bar rumour.  
364 Anna Beazley, conversation with author, August 12, 2021. 
365 For example, the ID for Polyhymnia is 1999X1.6, and the ID for Socrates is 2004x1.1, indicating the year as 
1999 and 2004, respectively, when they were given this classification number.  
366 Auckland Art Gallery Research Library, email to author, August 2021.  
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1. On display: The Dying 

[Gladiator],367 Laocoön and 

the Discobolus (throwing).368 

2. Those needing some 

treatment, but which were 

basically whole: Dancing 

Faun, Adonis, Discobolus 

(standing), and Suppliant 

Youth.  

3. Those either in pieces, badly 

damaged and/or with badly 

deteriorated surface coatings: 

Polyhymnia, Apollo Belvedere, Diana, and a small lower half of a male figure, 

possibly Apollino. 

 

This informal report only accounts for 

11 of the statues. In addition to those cited 

here, the Young Bacchus is whole and in 

good condition other than damage to the 

right hand and a missing thumb, according 

to documents from the Auckland Museum. 

Apollino was destroyed by children in 

November 2000 when it was knocked over 

and smashed beyond repair.369 Due to this 

documented breakage, the sculpture 

McKone suggests is Apollino is more 

likely to be Adonis. The Adonis which 

Mckone writes about is, in turn, likely to 

be Antinous due to their similarity in 

appearance. Images taken of the Antinous 

 
367 Has undergone extensive repairs to be in a displayable state, see fig. 40 for extent of past damage. 
368 The on-display Discobolus is missing one of his hands, and it has not been replaced due to a desire by 
collections staff to display the object and its history.  
369 Wolfe, “Mr. Cheeseman’s Legacy,” 28. 

Figure 40: Brucciani’s Dying Gladiator at the Auckland Museum before restoration.  

Image credit: Auckland Museum Collections Online. 

https://api.aucklandmuseum.com/id/media/v/19674 

Figure 41: Brucciani’s Antinous in the Auckland Museum onsite 

storage. 

 Image credit: Amalia Wickstead.  

 



 96 

in the Auckland Museum’s storage in 2021 show the Antinous in the state of ‘needing some 

treatment, but which were basically whole’ (fig. 41) – he is missing only a few fingers and is 

in relatively good condition. Demosthenes was also destroyed at some point after 1915, and 

Theseus and Ilissus have also since been completely lost.370 

 

The others are split between the 

Museum’s onsite and offsite storage facilities 

in various states of disrepair, or in some cases, 

missing outright. All the busts, except for 

Socrates, are in fragments (fig. 42). The only 

bust for which a record remains of its demise is 

Caesar, which the April 1945 Museum 

Minutes record as being destroyed by a visitor, 

and it was written off as decided in a Council 

meeting on April 18, 1945.371 All of the 

remaining full size sculptures are in 

undisplayable condition, except for the 

Dancing Faun, which was recently restored 

extensively and put on display at the Auckland 

Art Gallery in 2021. 

 

New uses for casts in the contemporary 

 

Of course, the lives of these sculptures does not end with them being converted to 

decorative objects in every single case. In some rare cases, museums have managed to hold 

on to these items. London’s Victoria and Albert Museum has retained its large and varied 

cast collections of classical, Medieval, Renaissance art and architecture despite a 1928 report 

by the museum’s Advisory Council which suggested that the museum would benefit from 

disposing of the cast collection completely. The grounds for this were likely the growing 

twentieth-century change of taste that had seen other museums do the same, and claims that 

 
370 Wolfe, “Mr. Cheeseman’s Legacy,” 28.  
371 “The Directors Report: … The Director reported additionally that the plaster bust of Augustus Caesar had 
been accidently broken by a visitor. It was decided to write the specimen off.” Auckland Institute and Museum, 
Auckland Museum Minute Books 1943-1954 (Auckland: Auckland Institute and Museum, 1995), 3. 

Figure 42: Fragments of the broken busts from the Russell 

Statues in storage at the Auckland Museum.  

Image credit: Amalia Wickstead. 
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they were ‘injurious to students.’372 For example, displaying Trajan's Column in two sections 

could give a student or visitor “an utterly wrong idea… of the column.”373 Despite the report, 

the Victoria and Albert Museum was able to keep some facsimiles on display – “a rare 

survival of a remarkable 19th-century phenomenon.”374 However, other casts have found 

second lives in other ways, narrowly avoiding destruction or a drawn-out end in storage and 

having new life breathed into them by contemporary artists and curators.  

More recent exhibitions, like Gods In Colour, curated by originated at Frankfurt’s 

Liebieghaus in 2003, and then shown internationally, is an example of how casts can be 

recontextualised to have uses for the modern viewer. This ground-breaking exhibition utilises 

them as curatorial tools to illustrate and dispel the myth of whiteness that the original works 

helped to enforce, by displaying them in full colour, as recent archaeological research has 

discovered that they were. While re-painting straight onto prized marbles from antiquity 

would be impossible, the curators gave the humble plaster cast a new task – experimenting 

with colour to recreate a version of ancient art that might resonate more with the eyes of their 

contemporaries. To the modern eye, so trained to appreciate the stark marble forms in our 

museums, the plaster reconstructions appear almost tacky, painted over in gaudy polychrome. 

They allow for over 40 years of research by Vinzenz Brinkmann and his team of scientists at 

the Liebieghaus Sculpture Museum to be visualised by the public. Allowed to be understood 

for their original form, they have a distinct role to play in dismantling the idea that Greek and 

Roman art is not vital, vibrant and exciting, while attempting to wipe clean the slate of 

Western ideology which has filled in the blanks of these statues. 

 

Some other casts provide insight into works that have since been lost in their original 

form and the casts are all that remains. In these cases, the documentary value of these copies 

remains invaluable. Cornell’s collection, for example, owns casts of works which suffered 

substantial damage through weathering or perished entirely in the bombings of World War II. 

Archaeologists have long been using the cast as a way to enable comparison of broken statues 

with parts in different collections.375 Margarethe Bieber cites the use of plaster cast parts as 

 
372 This claim, in the case of Trajan’s Column, strikes untrue when looking at the cast as an educational tool due 
to the ability of the cast to show the top levels of the column which are invisible at ground-level on the original. 
Victoria and Albert Museum, “History of the Cast Courts,” accessed 6 May 2021. 
https://www.vam.ac.uk/articles/history-of-the-cast-courts. 
373 Victoria and Albert Museum, “History of the Cast Courts.” 
374 Victoria and Albert Museum, “History of the Cast Courts.” 
375 Haskell and Penny, Taste and the Antique, 121-122. 
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integral to the reconstruction of large sculptures like the Pasquino Group (c. 200–150 BCE, 

Loggia dei Lanzi) depicting the scene from the Iliad in which Menelaus returns to the Greek 

camp with the lifeless body of Patroclus in his arms.376 It is also the sculpture from which the 

bust of Ajax in the Russell collection was cast. Reconstructed by Berhard Schweitzer from 

parts of nine different replicas in various states of disrepair, the full sculptural group seen in 

the Loggia dei Lanzi, Florence is able to be appreciated due to the use of casting.377 

 

Other casts remain useful as 

materials for contemporary art. The practice 

of American artist Daniel Arsham (1980–) 

gives this idea of cultural legacy a physical 

form with his series of works, Paris, 3020, 

based on the sculptural forms of classical 

antiquity. Unlike a stock-standard cast, they 

bear a subversive twist. The plaster copies 

appear to erode, with parts of their form 

carved out to make way for crystallised 

clusters which appear to grow out of the 

marble like mould or moss overtaking an 

abandoned, ageing environment. He asks 

the viewer how these works will be viewed 

by future eyes, and uses the crystal as a 

medium to speak to beauty in erosion – the 

jagged edges of quartz and other minerals 

which rot the pristine facades of the works 

appear both sharply violent and beautiful.378 

They also obscure the age of the casts, as 

crystal needs time to grow, but the casts are themselves new while they appear old, the 

clumps of minerals suggest an age older than the physical one. Ideologically, these works 

 
376 Margarete Bieber, The Sculpture of the Hellenistic Age (New York: Columbia University Press, 1955), 78. 
377 Bieber, The Sculpture of the Hellenistic Age, 78. 
378 Marley Marius, "The Beguiling Appeal of Daniel Arsham’s ‘Time Dilation’ and Tara Donovan’s 
‘Intermediaries,’" Vogue, January 15, 2021. https://www.vogue.com/article/daniel-arshams-time-dilation-and-
tara-donovans-intermediaries-new-york-gallery-shows. 

Figure 43: Daniel Arsham, Rose Quartz Eroded Apollo Belvedere, 

plaster, pink calcite, quartz, 2020. 234 x 161.9 x 110 cm, Perrotin 

Gallery, New York.  

Image credit: Daniel Arsham/Instagram. 

https://www.instagram.com/p/CJ35hY6gVse/?hl=en.  
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stretch back through history a long time before their casts were loosed from their moulds. To 

what era do these works of art truly belong?  

 

Using original eighteenth century casts from the Réunion des Musées Nationaux, 

Grand Palais, a 200-year-old French equivalent 

of Brucciani’s workshop, Arsham creates 

images that are both of the past and the future. 

He uses original Victorian casting methods and 

popular sculptures like the Apollo Belvedere 

(fig. 43), Sleeping Ariadne, and Venus de Milo. 

These challenge the collective memory, and 

make reference to the way the Western 

museum has shaped history, “specifically as a 

vehicle that canonizes objects within a greater 

narrative of progress.”379 His works, like the 

casts they are inspired by, are a fabricated view 

of history, and a further commodification of 

the art of the ancients. They provide a self-

conscious version of the casts that haunt the 

museums of history, and suggest modern uses 

for the deeply resonant and recognisable art 

forms of antiquity.  

 

Even some of the Russell Statues have had extended lives – the bust of Socrates was 

brought out of storage for the 2008 exhibition Secrets Revealed at the Auckland Museum 

which attempted to bring some of the 98% of hidden items in storage into the public eye. 

Albeit with a pillow over his face,380 Socrates saw the light of day to illustrate the vast nature 

of the unseen collections, and to categorise a time and trend in the Museum’s collecting 

history. In 2021, the Auckland Art Gallery Toi o Tāmaki brought the Dancing Faun out of 

 
379 Kat Barandy, "daniel arsham investigates classical objects artfully eroded with ‘paris, 3020’ at perrotin." 
designboom.com, January 18, 2020. https://www.designboom.com/art/daniel-arsham-perrotin-paris-3020-
classical-sculpture-eroded-01-18-2020/. 
380 The pillow represented the delicate nature of objects in the collection, and illustrated the methods in which 
items are stored in an exhibition that took the viewer through all the stages of life for a museum object. 

Figure 44: Luigi Finili, Dancing Faun, c. 1878. Plaster, 1500 x 

450 x 350 mm. Auckland War Memorial Museum. In situ at the 

Auckland Art Gallery Toi o Tāmaki’s 2021 exhibition Manpower: 
Myths of Masculinity.  

Image credit: Amalia Wickstead.  
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the Auckland Museum’s storage, and restored it for display in Manpower: Myths of 

Masculinity (fig. 44) as an exemplar of the ideal masculine figure so prized by the Victorians.  

 

The above-mentioned second lives and current uses should be viewed as exceptional 

circumstances rather than a common pattern – most casts in museum and university 

collections have ended their lives as most of the Russell Statues have – in pieces or in 

permanent storage until they can be deaccessioned. Most of these collections were 

unceremoniously dumped, dismembered and destroyed slowly until very little trace of them 

could be found by the 1970s and 1980s.381 

The warehouse which stores the Cornell 

collection houses the cast of a metope from 

the Olympian Temple of Zeus, of Heracles 

wrestling the Cretan Bull. In the darkness, 

the words ‘I'M ART’ are splashed across its 

head and chest in graffiti.382 This image 

(fig. 45) presents itself as a poignant, and 

oddly perfect metaphor for why these 

objects are no longer ascribed their former 

glory. So much expectation was placed on 

the plaster shoulders of these works in their 

prime that it becomes hard to view them 

without considering it.  

 

Cornell Professor of Classical 

Studies Verity Platt notes the cultural 

baggage that these casts bring with them.383 

As tastemakers and cultural signposts for a 

bygone era, they do not possess a cultural 

legacy as clean, bright and white as their exteriors may appear. A project launched by Cornell 

University aims to reignite the interest in their once-large collection, culminating in the 2015 

 
381 Verity Platt, “The Matter of Classical Art History,” Daedalus, the Journal of the American Academy of Arts 
and Sciences 154, no.2, (2016): 70. https://doi.org/10.1162/DAED_a_00377.  
382 Platt, “The Matter of Classical Art History,” 71. 
383 Cornell Arts and Sciences, “Firing the Canon.” 

Figure 45: Cast of a Metope Depicting Heracles and the Cretan Bull, 
from the Temple of Zeus, Olympia, graffito dating to the 1960s or 

1970s  

Image credit: Verity Platt, "The Matter of Classical Art History" 

Daedalus 145, no. 2 (2016), 3. 

https://doi.org/10.1162/DAED_a_00377.  
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public exhibition Cast and Present: Replicating Antiquity in the Museum and the Academy.384 

At the university’s gallery, the Johnson Museum of Art, in 2015, the cast collection was 

restored and put back on display as companion to the 2014 exhibition Firing the Canon: The 

Cornell Casts and their Discontents. These exhibitions both sought to recontextualise these 

artworks for the modern audience, while keeping their legacy intact and acknowledged for 

the way they championed Western colonial ideals in the museum and the art school.  

 

Greece, Rome and Colonial Legacy 

 

With the entire art history canon of the Western world stretched out behind them, 

Russell’s motivation for choosing works from ancient Greece and Rome for his donation can 

be seen in context. It lies, in part, alongside the reasons aforementioned, with the connection 

that the British Empire had forged for itself with Greece and Rome. While it is hard to 

pinpoint the beginning of such a powerful cultural obsession, it is encapsulated by the 1912 

publication of Greater Rome and Greater Britain, a colonial text by Sir Charles Prestwood 

Lucas (1853–1931), a British civil servant in the Colonial Office and eventual head of the 

Dominion Department. It reflected the prevailing imperialist views of the mid-nineteenth to 

early-twentieth century and the way in which they were so closely tied to the infamous 

empires of the past – Greece, and Rome.385  

 

His ideas were not new, having been established by many of his predecessors and 

contemporaries including David Hume, William Gladstone, Benjamin Disraeli, and George 

Curzon. These men purported that the perfect model for Empire lay with Greece and Rome, 

as it had been largely since medieval and early modern concepts of empire in the West.386 

The British colonising mission of spreading ‘civilisation’ – or more precisely, Christianity 

and Western ways of being – was given legitimacy through St. Augustine of Hippo’s 

argument that the Roman Empire had been divinely founded for the Christian God as a way 

of spreading the faith after Emperor Constantine’s conversion. Thus, a pair of pagan 

civilisations, long dead, had new life breathed into them as prototypes for the British 

colonising mission. Or rather, one of two. The Roman model, in British eyes, left much to be 

desired, and therefore some argued that Greece was a more apt forebear – a wide maritime 

 
384 See https://museum.cornell.edu/exhibitions/cast-and-present-replicating-antiquity-museum-and-academy. 
385 Kumar, “Greece and Rome in the British Empire,” 96. 
386 Kumar, “Greece and Rome in the British Empire,” 77. 
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civilisation created by a system of colonies across a vast ocean could describe ancient Greece 

just as it could Victorian England.387 These two concepts of Empire, Greek and Roman, 

evolved into two separate theoretical frameworks for imperialism.388  

 

The Roman example had more appeal in colonial territories like India where the 

European population did not outnumber the Indian population and therefore they could not 

impose independent dominion rule. Wherever the English viewed themselves as a strong-

handed, militaristic colonial power fitted under the Roman model. However, the Greek model 

appealed in places like Australia and New Zealand where Britain was able to import large 

numbers of settlers, establish a ruling body and set up colonial outposts that worked to rule 

on Britain’s behalf. This preference for the legacy of a democratic Greece over Rome can be 

seen in the nature of the works selected by Russell to be made and brought to New Zealand 

for display. Of the twenty-two full-sized statues sent to the AIM, all take their subject matter 

from the myths of the Greeks apart from the Young Bacchus which depicts the Roman 

version of the god of wine, Germanicus which depicts the Roman general Germanicus and 

the Roman-era busts of Augustus, Seneca and Julius Caesar. Of the others, those not Greek 

in origin are at least Roman copies of lost Greek originals. The exhibition of these choices 

reflects a subconscious connection between Russell (along with his colonial contemporaries), 

and the Greeks, as well as a prevailing Victorian belief that the artistic work of the Ancient 

Greeks far surpassed the quality of anything by the Romans. 

 

The colonial “active deployment of domination and resistance”389 needed to impose a 

legacy, but with the empire’s birth being as recent as the seventeenth century, the English 

colonists were forced to find legitimacy in the culture of the Greeks – a colonised culture 

themselves after the second century BCE – and the Romans – the colonisers that had once 

claimed colonial dominion over parts of the British Isles after 84 CE. This unlikely set of 

colonial allies was expertly woven into the fabric of British settler identity, culminating in 

many ways, including the presence of a large number of Greco-Roman antiquities in early 

New Zealand museum collections. As Britain’s sights became set beyond their own borders, 

 
387 Kumar, “Greece and Rome in the British Empire,” 81. 
388 It should be noted that the Victorian conception of ancient Greece as an empire in this instance is 
anachronistic and devised to suit their ideological needs. Greece was more often thought of as democratic than 
imperial as its colonial outposts were not governed centrally as the British Empire’s were.  
389 Chris Gosden, Archaeology and Colonialism: Cultural Contact from 5000 BC to the Present (Cambridge: 
Cambridge University Press. 2004), 25. 
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it becomes clear that they were mediating their experiences of other cultures through the texts 

and iconography of the ancient Greeks and Romans. For example, William Hodges (1744–

1797) paints his A View in Dusky Bay, New Zealand (1773, Auckland Art Gallery Toi o 

Tāmaki) and incorporates a Māori figure in ancient contrapposto paired with the straight nose 

of a Greco-Roman statue. The June 12, 1769 entry in the journal of Captain James Cook’s 

botanist Joseph Banks (1743–1820) compares Tahitian singers to the ancient poet Homer – 

“for these gentlemen like Homer of old must be poets as well as musicians.”390 In 1835, the 

Surveyor-General of Van Diemen's Land (now Tasmania) renamed many of the geological 

landmarks on the island Mounts Olympus, Ossa, Pelion, Parnassos, Thetis, Nereus, and The 

Acropolis after Greek landmarks and mythological characters.391 These examples show the 

pre-eminence of the classical past in the minds of the Europeans travelling to the South 

Pacific. It is obvious that classics as a disciplinary area of study was so intertwined with elite 

British society that it became natural to turn to and reference the ancient past in response to 

the present they were experiencing.  

 

This close relationship to the Greek and Roman past contrasts heavily with movement 

into places that were viewed as ‘without legacy,’ as New Zealand was in the European 

settler’s imagination. Unlike the indigenous perception of the land through many layers of 

memory, for the settler it is a picturesque landscape occupied by a disappearing indigenous 

people and an erasable indigenous history.392 This idea is reinforced by colonial 

correspondence from the time – for example, in a letter home to England, Aucklander Albin 

Martin writes “the colonies have no past. There is nothing in them to interest the 

imagination.”393 In this sentiment can be seen the way European settlers viewed the historical 

landscape to be a cultural terra nullius in which they were ready to disregard the rich history 

of the previous Māori settlement and undertake “specific repression” of ‘Māori-ness.’394 This 

was imposed on nearly every aspect of life in New Zealand, not only in the view of the 

 
390 Joseph Banks, The Endeavour Journal of Sir Joseph Banks, 1768-1771. (Sydney: Public Library of New 
South Wales and Angus and Robertson, 1962), 290. http://nzetc.victoria.ac.nz/tm/scholarly/tei-Bea01Bank.html. 
391 Bert Spinks, “Pelion, Ossa and Olympus,” Tasmania 40° South 78 (2015): 41-42. 
https://search.informit.org/doi/abs/10.3316/informit.451499656973175.  
392 Stephen Turner, “Settler Dreaming,” Memory Connection 1, no. 1 (2011): 115. 
http://www.memoryconnection.org/wp-content/uploads/2011/12/StephenTurner1.pdf. 
393 Roger Blackley and Una Platts, Albin Martin: Schedule of the exhibition (Auckland: Auckland City Art 
Gallery. 1988), 34. 
394 Elizabeth Yale, “The History of Archives: The State of the Discipline," Book History 18, no. 1 (Jan 2015): 
332. https://muse.jhu.edu/article/597288.  
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historical record, but also in many of the early English institutions, such as the use of 

Te Reo Māori being repressed in schools from 1867,395 and museums classing Māori art as 

ethnography and anthropology instead of art in its own right.396 This is a phenomenon not 

limited to New Zealand and can be seen in institutions throughout the British Empire. Early 

art schools in India were tasked with “improving native taste,”397 teaching from the South 

Kensington System of drawing,398 while as early as 1728 in the Americas, in particular, 

Bermuda, casts of the antique were being imported for teaching the indigenous 

populations.399 

 

The removal of Māori art from the colonial narrative is particularly in line with New 

Zealand academic Stephen Turner’s theory of settler dreaming. By removing indigenous 

presence, the English were able to impose themselves in the ‘empty’ space, allowing for the 

“materialisation of an imagined colonial legitimacy.”400 To remove, there must be something 

with which to replace, and by examining early museum collections in New Zealand, the 

subtle introduction of antiquities demonstrates the way that European ‘high’ culture was 

being disseminated to support place-making and the influence of taste and values.401  

 

The way in which the Russell Statues affirmed this can be seen in the way they 

became touchstones for Victorian values. An emphatic and emotionally charged 1879 letter 

to the editor of the New Zealand Herald from Frances Shayle George uses Venus and Adonis 

from the Russell Statues as physical proof that a difference in intelligence exists between the 

sexes.402 She argued that a woman, as illustrated by Venus, would be “crammed and choked 

with a University degree” while her male peers would find it “light and pleasant work.”403 

Less than two years after Kate Edger had become the first woman in New Zealand to gain a 

degree at the University of Auckland, the Victorian establishment from which this 

 
395 Yale, “The History of Archives,” 332. 
396 Te Papa Tongarewa, “Dominion Museum Records in Ethnology (DMET),” accessed March 26, 2021. 
https://collections.tepapa.govt.nz/object/657. 
397 Ami Kantawala, "Art Education in Colonial India: Implementation and Imposition," A Journal of Issues and 
Research 52, no. 3 (2012): 211. https://www.jstor.org/stable/24467910.  
398 Kantawala, "Art Education in Colonial India," 211.  
399 McNutt, “Plaster Casts After Antique Sculpture,” 159. 
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achievement broke through clung to the misogynistic ideals that had had no place in New 

Zealand before the arrival of European settlers. Once again, the classical statues holed up in 

the museum became the vehicle with which to convey these values – arbitrary features like 

Venus’ apparent fragility and Adonis’ advancing attitude became an argument for 

conservative Victorian values that the mythical lovers-made-plaster had no quarrel with.404  

 

The act of archival identity-making is part of what academic Elizabeth Yale describes 

as a nineteenth century method of building the foundations of national identity, even when 

those nations did not exist yet.405 Archives mirroring the institutions of Europe were built 

from the ground up. They, from the colonial beginning, supported the idea that New 

Zealand’s history started the moment Cook’s foot stepped down on the sand, and were woven 

into the fabric of European history. Classicist Marguerite Johnson calls this a "cultural 

yarn,"406 a thread which pulls down culture from Europe to colonial settlements like Australia 

and New Zealand where it is appropriated as cultural capital.407  

 

And so, with this legacy behind them, the 33 sparkling white plaster casts 

commissioned by Russell entered the AIM’s collection in 1878. Among the most significant 

pieces of antique art in the country at the time and for a long time to follow, they were 

deliberate and successful in their task of transplanting ‘high’ European culture into the new 

English outpost that New Zealand had become in the settler imagination. The AIM’s annual 

report for the year they were acquired states: 

 

…the importance of this gift cannot be overestimated; not only is it valuable 

from the beauty of the figures themselves, but more especially from affording 

Art students an opportunity - hitherto entirely wanting - of studying and working 

 
404 This is not an isolated set of beliefs. In early-colonial America, a Dr. Charles Meigs used a cast of the Apollo 
Belvedere and a cast of the Venus de Milo as physical proof in an 1847 lecture on the distinctive characteristics 
of women. The doctor referred to the famous classical sculptures to illustrate the differences of cranial capacity 
between men and women to argue that "woman has a head almost too small for intellect.” McNutt, “Plaster 
Casts After Antique Sculpture,” 161. 
405 Yale, “The History of Archives,” 341. 
406 Marguerite Johnson, Antipodean Antiquities: Classical Reception Down Under. (London: Bloomsbury 
Academic, 2019), 1. 
407 Johnson, Antipodean Antiquities, 1. 



 106 

from accurate copies of the unequalled productions of ancient Greece and 

Rome.408  

 

Classical historian Christopher Stray notes that the symbolic repertoire of classical 

antiquity holds powerful meanings which have been drawn on by a large number of social 

groups throughout history.409 The ability for classical symbolism and iconography to be used 

to promote solidarity between groups and exclude outsiders is especially obvious in the 

examination of the dissemination of casts to the colonies – the European ‘insider’ who could 

appreciate the antique, and the indigenous ‘outsider’ who had no context for what was being 

imported into their country. For example, King Tāwhiao (1822-1894), the second Māori King 

voiced scepticism about the content of the statues he saw in the AIM.  

 

…The pakehas were the most hypocritical people under the sun; they were 

always turning up their eyes in holy horror at the scanty clothing of the Maoris, 

yet in their museum he could see nothing but nude figures.410  

 

The sentiment was also shared by Te Whiti o Rongomai (1830-1907), who, while 

viewing the casts at the Canterbury Museum, questioned why the European women viewing 

the works cared so little for their nudity when chastity and pride seemed to dominate so much 

of their identities.411 

 

The first museum collections in New Zealand were intellectual tools intended to tame 

the perceived wilderness, which was seen as more than just settlers taking control of the 

physical landscape.412 As images able to transmit ideas of culture, power, taste and Western 

artistic traditions, the figures of ancient statuary became a powerful colonial weapon inside 

these ‘taming’ institutions. Alongside Christianity, and nationalism, antiquity forms a trifecta 

of legitimating practice utilised by the British.413 The clasp which the Greco-Roman past had 

on the British imagination is a pervasive recurring theme throughout colonial history both in 

art, and beyond it. It comes through history as an obsession.  

 
408 Auckland Institute and Museum, Museum Annual Report 1878-1879, 8. 
409 Stray, “Culture and Discipline,” 78. 
410 He is quoted here by his brother-in-law, Wiremu Pātara Te Tuhi. Blackley, “Beauty and the Beast,” 49. 
411 Blackley, “Beauty and the Beast,” 50-51.  
412 Mackenzie, Museums and empire, 184. 
413 Stray, “Culture and Discipline,” 78. 
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This obsession was something onto which the British Empire could grip to for 

legitimacy. In the face of cultures with their own classical pasts like India, or with such long 

and complex precolonial histories as the First Nations Australians or Polynesians, they were 

forced to appropriate. In the same way that land, cultures and oceans were appropriated in the 

pursuit of a larger Empire, the British attached themselves to the cultural legacy of the 

Ancient Greeks and Romans, which, since the Renaissance, had come to represent, in the 

Western mind, the highest aims of society and the paragon of civilisation. 
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Conclusion 

 
In the introduction to this thesis, I quoted Richard Hingley’s assertion that the 

classical past continues to be relevant to the present. For its conclusion, I look to him again, 

when he elaborated “at the same time, the present is also used to inform the past.”414 Just as 

the ancient past influenced the nineteenth-century present of Thomas Russell, John Logan 

Campbell and the AIM, we can see the influence of that time on our own. The continuing 

deference to the figures, icons, and myths of the ancients in contemporary art can, in part, be 

attributed to the disseminations of plaster copies and their placement in museum and drawing 

school classrooms.  

 

The Russell Statues provided an opportunity to cultivate taste in line with European 

trends and to train young artists in the South Kensington style that would, itself, be threaded 

through New Zealand art history, written across canvases from the colonial period up until 

the present day. Von Tempsky’s Māori warrior in The Ambuscade in Taranaki (date 

unknown, Auckland War Memorial Museum) is captured in the pose of the Apollo Belvedere. 

The influence of the Venus de Medici stands picturesque in Lois White’s Winter’s Approach 

(c. 1938, Te Papa Tongarewa) and even more recently, the chest of Laocoön looms over 

Marian Maguire’s Aphrodite Loses Interest In Flirting (2017, PaperGraphica Gallery192). 

These forms were transplanted into a New Zealand context primarily through European art 

education (and the subsequent use of casts in the curriculum) and the prioritisation of the 

forms which have come to be known and preferred in the canon of Western art. Although 

they do not appear as deeply influential pieces of art in their current state and location, they 

have undoubtedly played a part in the long game of allowing the osmosis of British classical 

tastes into the language of New Zealand art. 

 

In 1878, only their first year on display, the Russell Statues were responsible for a 

significant spike in visitor numbers to the Museum and were almost immediately put to work 

as drawing models for The Free School of Art.415 The introduction of these pieces into the 

public collections of the AIM as cultural products of the colonising nation had an important 

lasting effect on the fabric of New Zealand society, artmaking, and cultural identity that has 

often been understated since the majority of the casts have languished in storage in varying 

 
414 Hingley, Globalizing Roman Culture, 5. 
415 Gaimster, “Fitting the colonial museum dashboard?,” 86. 
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states of disrepair in recent history. However, since landing on New Zealand shores, the casts 

have provided an important touchstone to Britain and its ideals, and an educational tool to 

make sure the cultural output of colonial artists was in line with these ideals and South 

Kensington principles – design, marketability and emulation of Continental Europe. These 

European treasures were intended to, and succeeded in, projecting a very specific national 

legacy built on Western dreamed ideals, not Pacific reality.  

The culture of the Victorian era can be seen as a rediscovery of values associated with 

times past and the creation of an imagined ancient legacy to align with societal tastes and 

aesthetics. The engine of reproduction kicked into gear to fabricate this imagined reality, and 

proliferated casts, the “caricature of museum objects,”416 to populate museums designed to 

sate the Victorian imagination and solidify colonial intent. In tracing the Russell Statues’ 

original moulds to the large museum institutions of Europe – the British Museum, the 

Louvre, the Vatican, and others – I have been able to establish the colonial desire to make 

facsimile copies of these institutions. In an age before commercial travel and the means to 

share images at speed, museum collections holding plaster casts of the antique were the first 

line in education – both cultural, and formal.  

For Thomas Russell, who’s fortune was made inciting war in the Waikato, they also 

taught an important lesson on his behalf. This was that he was a philanthropist first, despite 

the criticism he had garnered from contemporaries during the conflict, and a man devoted to 

the cultural bloom of early Auckland. The interests of Thomas Russell and John Logan 

Campbell as private citizens devoted to the flourishing of the new colonial city tells of a 

prioritization of private philanthropy, as the state was still developing, while the choice of 

Greco-Roman subject matter is telling of the constructed nature of the colonial state, needing 

images of legitimacy and copies of the aesthetics of home. They were a comforting, flashy 

distraction. A distraction that had largely worked until now; the connection between Russell’s 

significant philanthropic acts for the AIM and the money he and his peers made during the 

conflict between 1863 and 1864 that took the lives and livelihood of hundreds of Pākehā and 

Māori has never been focused on.  

 

The vast network of statues by Brucciani and his peers distributed around the then-

Empire were a web of cultural touchstones, woven from a central point in the museums and 

 
416 Nichols, “Plaster Cast Sculpture,” 127. 
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art galleries of Europe. By keeping colonial cities connected through the “cultural yarn,”417 

the British empire and its colonists were able to control, influence and teach taste and values 

to settlers far from England. I have suggested that one of the reasons his workshop gained 

much greater notoriety than that of his peers was due to the growing market for museum-

fillers, facilitated by the new network of colonial cities. I have also explored the previously 

formally undocumented discrepancies in craftsmanship, shown by the makers marks still 

visible on the bust of Socrates and the recently restored Dancing Faun. Despite being 

attributed to Brucciani across the board, the emergence of Luigi Finili as a secondary maker 

for the collection raises questions about the casts’ provenance and the size of Brucciani’s 

operation. While the intricacies of Finili’s involvement are beyond the scope of this thesis, 

the part he played in the workshop’s output is an avenue for future research. 

 

 Despite their dwindling popularity, there 

may still be something to learn from these relics of 

the Victorian age, posing as relics of antiquity. A 

continuing interest in these statues was made 

physical during the 5th Auckland Triennial in 2013 

during the collaborative installation “If You Were 

To Work Here: The Mood in the Museum.” 

Created by Auckland artist Peter Robinson, the 

installation invited staff members of the museum to 

select one of numerous aluminum rods coloured 

red, yellow, blue, and green, over the weeks of the 

Triennial. The staff were invited to pick a rod with 

a colour corresponding to their mood and to place 

it anywhere they liked within the building. Images 

from the installation show high levels of 

engagement with the few Russell Statues on 

display – particularly the Discobolous standing 

watch over the door and the dominating figure of 

Laocoön and His Sons. Both are pictured during the installation with rods of all colours 

placed near them, or in some cases tucked thoughtfully behind their plaster embraces (fig. 

 
417 Johnson, Antipodean Antiquities, 1. 

Figure 46: Peter Robinson, Installation view: If You Were 
To Work Here: The Mood in the Museum, installation, 

2013, Auckland, Auckland Museum.  

Image credit: Jennifer French.  

https://kaitak-ava.squarespace.com/africa-1-1.  
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46). Despite the diminished cultural value that the Russell Statues have experienced in the 

twenty-first century, they are still woven into the fabric and history of the city and the 

museum’s collection – teaching generations of artists, informing taste for Auckland’s settler 

community, and enforcing Victorian principles of control, civility, and order. Although there 

is little that a plaster cast can tell us about the ancient world in which the originals were 

fabricated and which they masquerade as being relics of, the statues present a telling view of 

a moment in time for the Victorian society that purchased and treasured them. Through them 

we can also learn something about our own history and society, which no longer prizes them 

as museum objects but enjoys them as decoration in the neoclassical hallways of the 

Auckland War Memorial Museum.  

 

Our relationship to the ancient past has changed, filtered through the values of the 

present, and yet its influence remains strong – cast in plaster.  
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APPENDIX A: The Russell Statues 
 

The following is a list of the sources of the original works from which Brucciani’s workshop 

cast the Russell Statues. They are grouped by the collections from which the moulds were 

taken.  

 

Title  Auckland 
Museum 
ID 

Title of 
Work in 
Original 
Collection 
(If 
Different) 

Original 
Collection 

Original 
Collection 
Number418 

Original Date Original 
Artist 

Figures 
Showing 
Cast 

Theseus 578727 Theseus, 

Heracles, 

Olympos, or 

Dionysus 

from the 

Parthenon 

marbles, east 

pediment, D 

British 

Museum, 

London 

1816,0610.9

3 

438 BCE - 432 

BCE 

Pheidias Fig. 1, 

26, 25 

Ilissus 578728 Ilissos from 

the 

Parthenon 

marbles, 

west 

pediment, A 

British 

Museum, 

London 

1816,0610.9

9 

438 BCE - 432 

BCE 

Pheidias Figs. 23, 

24 

Discobolus 

(throwing) 

515709 

(1996C2.

274.1) 

 British 

Museum, 

London 

1805,0703.4

3 

Original lost 

bronze: 460 - 

450 BC; marble 

copy second 

century CE 

Myron Figs. 2, 

5, 19, 20, 

21, 36, 

46 

 
418 These are the catalogue numbers for the original statue in the European collection from which Brucciani 

made/acquired the cast. They reflect the individual categorizing systems and styles of the respective museums.  
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Venus de 

Medici 

578718  Uffizi 

Gallery, 

Florence 

 

1914 no. 224 

Marble copy; 

first century 

BCE 

Cleomenes Figs. 8, 

19, 20, 

25 

Apollino 578721 Medici 

Apollo 

Uffizi 

Gallery, 

Florence 

 

1914 no. 229 

Lost original 

fourth century 

BCE; marble 

copy first 

century CE 

Praxiteles Figs. 7, 

20, 21 

Dancing Faun 69313 

(2000X1.

42; 

2000X1.

42.2) 

 Uffizi 

Gallery, 

Florence 

Inv. 220 First – fourth 

century CE 

Attributed to 

Praxiteles 

Figs. 3, 

5, 20, 21, 

44 

Antinous 56975 

(1999X1.

8) 

 Capitoline 

Museum, 

Rome 

MC0741 c. 130-150 CE Unknown Figs 4, 

24, 41 

Dying 

Gladiator  

53811 

(1997X1.

10) 

Dying Gaul Capitoline 

Museum, 

Rome 

MC0747 Lost original 

attributed to 

Epigonus c. 

230-220 BCE; 

marble copy c. 

323-31 BCE 

Agasias Figs. 5, 

7, 22, 40 

Apollo 

Belvedere 

578720 

(2003x1.

12) 

 Vatican 

Museums, 

Rome 

Cat. 1015 Lost original 

bronze 330-320 

BCE; marble 

copy c. second 

century CE 

After 

Leochares 

Figs. 5, 

9, 23, 24 

Laocoön and 

His Sons 

53809 

(1997X1.

9; 13718) 

 Vatican 

Museums, 

Rome 

INV 1059 

 

c. 27 BCE - 68 

CE 

Agesander, 

Polydorus, 

Athanodorus 

of Rhodes 

Figs. 2, 

5, 15, 21, 

22, 37, 

39 

Adonis 578722 

(2003X1.

11) 

Adonis of 

Centocelle 

Vatican 

Museums, 

Rome 

INV 443 Lost original 

fourth century 

BCE; marble 

copy mid-

Attributed to 

Euphranor 

Figs. 6, 

7, 19, 26, 

25 



 128 

second century 

CE 

Discobolus 

(standing) 

56974 

(1999X1.

7) 

Naukydes 

Discobolus 

Vatican 

Museums, 

Rome 

INV 2349 Lost original 

410-400 BCE; 

marble copy 

first – second 

century CE 

Naukydes of 

Argos 

Figs. 8, 

22 

Demosthenes 578724  Vatican 

Museums, 

Rome 

INV 2255 Lost original c. 

280 BCE; 

marble copy 

first – second 

century CE 

Polyeuktos Figs. 19, 

20, 21 

Ganymede 578729 Ganymede 

and the 

Eagle 

Vatican 

Museums, 

Rome 

INV 1376 Original marble 

late fourth 

century BC; 

marble copy 

second century 

CE 

Unknown Figs. 6, 

28 

Venus de Milo 578719  Louvre 

Museum, 

Paris 

Ma 399 c. 150-125 BCE Alexandros 

of Antioch 

Figs. 5, 9 

Germanicus 578723 Marcellus as 

Hermes 

Logios  

Louvre 

Museum, 

Paris 

Ma 1207  Lost original 

fifth century 

BCE; marble 

copy first 

century CE 

Kleomeles Figs. 1, 

22 

Polyhymnia 56973 

(1999X1.

6) 

Aphrodite 

leaning 

against a 

pillar 

Louvre 

Museum, 

Paris 

Ma 472 Unknown Unknown Figs. 3, 

22, 24 

Euterpe 578725  Louvre 

Museum, 

Paris 

Ma 414  First – second 

century CE 

Unknown Figs. 8, 

28 
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Diana à la 

Biche 

515717 

(2003x1.

13; 

1996X2.

274.3) 

Diana of 

Versailles  

Louvre 

Museum, 

Paris 

Ma 589  Lost bronze 

original c. 325; 

marble copy 

first–second 

century CE 

Attributed to 

Leochares 

Figs. 4, 

7, 26, 25, 

38 

Fighting 

Gladiator 

578726 Borghese 

Gladiator 

Louvre 

Museum, 

Paris 

Ma 527 c. 100 BCE Agasias of 

Ephesus 

Figs. 19, 

25 

Young 

Bacchus 

51570 

(1996X2.

274.2) 

 Possibly 

Louvre 

Museum, 

Paris 

Unknown Unknown Unknown Fig. 28 

Suppliant 

Youth 

578730 

(1996x2.

274.4) 

Praying Boy Altes 

Museum, 

Berlin 

Sk 2 c. 300 BCE Attributed to 

Teisikrates 

Figs. 7, 

16, 22 
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APPENDIX B: The Russell Statues - Busts 
 

The following is a list of the sources of the original works from which Brucciani’s workshop 

cast the busts in the Russell Statues. They are grouped by the collections from which the 

moulds were taken.  
 

Title  Auckland 
Museum 
ID 

Title of 
Work in 
Original 
Collection 
(If Different) 

Original 
Collection 

Original 
Collection 
Number419 

Original 
Date 

Original 
Artist 

Figures 
Showing 
Cast 

Augustus 578738  British 

Museum, 

London 

1812,0615.

1 

 

First 

century CE 

Unknown Figs. 8, 

11, 27 

Clytie 578739  British 

Museum, 

London 

1805,0703.

79 

 

c. 40-50 

CE 

 

Unknown Figs. 5, 

15 

Homer 578733  British 

Museum, 

London 

1805,0703.

85 

 

c. First – 

second 

century 

BCE 

Roman 

copy of 

Greek 

original 

 

Unknown Figs. 2, 

5, 9 

Julius 

Caesar 

578732  British 

Museum, 

London 

1818,0110.

3 

Eighteenth 

century  

Unknown Fig. 8 

Ariadne 578740 Dionysus 

 

Capitoline 

Museum, Rome 

 

Inv. Scu 

734 

Roman 

copy of 

fourth 

century 

Unknown Fig. 28 

 
419 These are the catalogue numbers for the original statue in the European collection from which Brucciani 

made/acquired the cast. They reflect the individual categorizing systems and styles of the respective museums.  
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BCE 

original 

 

Socrates 578734 

(2004x1.1) 

Herm 

depicting 

Socrates 

 

Capitoline 

Museum, Rome 

 

MC0508 

 

Late fourth 

century 

BCE 

 

Unknown Fig. 4 

Juno 578741 Bust of 

Aphrodite of 

Capua 

National 

Archaeological 

Museum, 

Naples. 

 

Inv. No. 

6017.  

Early 2nd 

century CE 

Unknown Fig. 2, 5 

Ajax 578736 Head of 

Menelaos 

(Pasquino 

Group) 

 

Vatican 

Museum, Rome 

Sala dei 

Busti 311 

Original c. 

200–150 

BCE; 

marble 

copy from 

Hadrianic 

period 

 

Antigenes Fig. 4, 27 

Zeus 578731 Zeus of 

Otricoli 

Vatican 

Museum, Rome 

Inv. 257 Roman 

copy of 

Greek 

original 

from 

fourth 

century 

BCE 

 

Unknown Fig. 5, 9, 

22, 28, 

39 

Seneca 578735 Pseudo-

Seneca Type 

 

Possibly 

National 

Archaeological 

Museum, 

Naples 

 

Inv. 5616 

 

Late first 

century 

BCE 

 

Unknown Fig. 3 
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Plato 578737 Dionysus-

Plato Type 

Adaption of a 

work in the 

National 

Archaeological 

Museum, 

Naples. 

Inv. 5618.  

 

Unknown Unknown Fig. 8 

 


