(Dis)Connecting the Dots: The Herms in the Urban Landscape of Late Archaic Athens.
Pelayo Huerta Segovia (UAM Madrid)

The first large-scale erection of herms was one of the main monumental programs of the
Peisistratids. During the tyranny, the rural landscape of Attica was marked by semi-iconic images
of Hermes, guiding travelers toward Athens while simultaneously embodying the name and
memory of Hipparchos. Historiography has largely focused on the “Hipparchian herms” and the so-
called “Kimonian herms”; however, the three decades between these two monuments provide the
richest surviving archaeological evidence. The material and iconographic record attests to their
installation or dedication in a wide range of Athenian spaces, including the Agora, gymnasia,
crossroads, and the Acropolis. By the late sixth and early fifth centuries BCE, the herm had already
become a ubiquitous feature of Athens' urban landscape.

Any effort to reconstruct this "intermediate" phase in the history of Attic herms must engage with
key questions related to the concepts of tradition and innovation, such as: What happened to the
Hipparchian herms after the establishment of democracy? Did the herm undergo any
transformation in aspect, function, or meaning? This paper seeks to address these questions, as well
as broader issues concerning Late Archaic herms and their significance in the Athenian public
space. To that end, and through a reassessment of material, iconographic, and literary sources, |
will focus on examples that have been overlooked in previous scholarship, exploring how they are
interconnected and how they either (dis)connect from the Peisistratid herms.

Herms in Gymnasia of Greek and Roman Antiquity: Symbols of Greek Paideia and
Education.

Natalia Kazakidi (Academy of Athens)

Herms have historically been integral features of gymnasia. Their significance is attested in both
literary sources and archaeological finds from known gymnasia across the ancient Greco-Roman
world, as well as in their depictions in various media—including Archaic Attic vase painting,
dedicatory and funerary reliefs, and figurines from the Hellenistic and Roman periods. This
presentation aims to explore key developments in the history of the Herm stele in relation to its
function within gymnasia, focusing on:

1. Its origins in Attica and its early introduction into Athenian gymnasia during the Archaic
period.

2. The evolution of Herm iconography from the Classical to the Hellenistic period,
particularly in its role as a cultic image of deities protecting gymnasia and their youths.

3. The transformation of Herms into portrait-bearing monuments in connection with the
expansion of gymnasia during the early Roman period.

4. Their continued use in the Roman era as a defining symbol of Greek paideia.
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Herms and Aniconism in Greek Antiquity.
Milette Gaifman (Yale University)

In the first chapter of his foundational opus, History of Art of Antiquity (1764), Johann Joachim
Winckelmann outlined the earliest developments of art across the Mediterranean. Among the
Greeks, he asserted, art began with the veneration of rough rocks and pillars. “Eventually heads
were placed on these stone blocks . . . As is well known the Greeks called these rectangular stones
with heads hermae, that is, pillars, and their artists continued to produce them.”' In this account,
Winckelmann links herms with aniconism, casting them as remnants from an early developmental
stage of Greek art. How did the ancient Greeks perceive herms? Did they associate them with
aniconism in some ways? The paper considers these questions by examining a range of textual
accounts (e.g. Thucydides, Pausanias) and material evidence (archaeological remains,
representations on vases). It argues that ancient sources suggest certain perceived affinities between
hermaic and aniconic forms, yet they also give evidence to the independent significance of herms
as complex semi-figural artifacts of Greek religious art and visual culture.

Suspending Boundaries. Mixed “Creations” in Greek and Roman Art. (via Zoom)
Annetta Alexandridis (Cornell University)

In many instances, herms functioned as boundary markers. Simultaneously, in their combination of
pillar (thing) and anthropomorphic elements (head, genital) their iconography dissolves boundaries
between ontologically different entities. Were these boundaries visually emphasized, and if so,
how? To explore a range of possibilities, my talk looks at various mixed creatures and creations in
Greek and Roman sculpture and ceramics that are not herms. In a diachronic overview I trace an
increasing blurring of boundaries in the iconography of mixed or transformed creatures since the
classical period. In a synchronic approach I discuss a few case studies to reveal analogies between
an object’s function and its figural form and materiality.

Portraitherms from the Athenian Agora.
Elizabeth Baltes (Coastal Carolina University)

More than a century of excavations by the American School of Classical Studies at Athens have
brought to light a tremendous amount of sculptural material, including nearly 170 examples of
sculpted portraits—many of them fragmentary—in various sizes and formats, ranging from
miniature busts to over-life-size, full-length statues. About a third of these portraits represent the
“abbreviated” formats of busts and herms. Of this group, approximately twenty portrait herms have
been securely identified. Several of these examples had been classified previously as portrait busts,
but, as [ will demonstrate, were clearly carved for insertion into a herm. In addition to this number,
a few beautifully finished but now disembodied heads likely belonged to herm portraits of
kosmetai. Taken together, this body of evidence is vital for understanding the history of portrait

! Johann Joachim Winckelmann, History of the Art of Antiquity, trans. Harry Francis Mallgrave (Texts &
Documents; Los Angeles, Calif.: Getty Research Institute, 2006), 112.
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sculpture in Athens, as well as the development and use of the herm format in Roman and Late
Antique Greece. Despite its importance, this material has never been studied as a cohesive group.
This paper, part of a larger co-authored book project exploring the full range of portrait statuary
found in the Athenian Agora, offers the first synthetic analysis of the herm portraits from this
archaeological context. By examining patterns in sculpting technique, chronology, subjects
represented, and the physical contexts of discovery and display, I aim to provide a comprehensive
overview of the evidence for portrait herms found in the Athenian Agora.

Echte Athener im Gymnasion. Zu Bedeutung und Kontextualisierung der Portrithermen
athenischer Kosmeten des 2. und 3. Jahrhunderts n. Chr.

Ralf Krumeich (Universitiit Bonn)

Since their discovery in 1861, the herm portraits of Athenian kosmetai (high officers of the
gymnasium, who were in charge of the Athenian ephebes) have provided excellent and well-
contextualized material for addressing various questions relating to the public representation of
leading Athenians of the 2nd and 3rd centuries CE in a large Athenian gymnasium. Among other
things, this group is important for the observation of two different iconographic directions: while
most of the portrait heads are connected with the fashion trends set by the Roman imperial family,
some of them are reminiscent of portrait statues of the Classical period. Moreover, the interplay of
the herm portrait and the corresponding inscriptions is highly interesting and important.

This paper focuses on several specific and general issues with regard to the herms and their
tradition: To what extent are these portraits connected to the well-known Athenian herms of the god
Hermes or, in some cases, of the portraits of famous Athenians of the 4th century BCE? What is the
significance of the marble herm portraits of the kosmetai or of Herodes Atticus and his circle in the
context of other traditional forms of personal and honorific representation (such as bronze statues)
in contemporary Athens? It might also be interesting to take a look at the representation of famous
Greeks in the form of herm portraits in Roman villas of the late republican and imperial periods. In
this specific Roman context, the herms were clearly reminiscent of Athenian gymnasia.

The Herms of Aricia from public, private and sacred contexts.
Francesca Diosono (LMU Miinchen)

Aricia, in the area of the Alban Hills, is one of the Italian centers that has yielded the greatest
number of herms, second only to Rome. It thus becomes a significant case study for analyzing the
different functions these sculptures could serve in various contexts during the Roman period,
together with their typologies and characteristics. The specimens come from villas scattered across
the territory, from public buildings erected along the Appian Way, from the ships of Emperor
Caligula, and finally from the Sanctuary of Diana. The latter, in particular, allow for further levels
of reflection, both because they consist largely of portrait-herms depicting individuals of relatively
modest social standing (as in the case of the Aurighi from Trastevere), and because of the history of
their nineteenth-century collecting, which likely involved alterations and exchanges between the
sculpture itself and the quadrangular inscribed bases into which they were set.



Kopfsache! Eine Ideengeschichte zum pars pro toto in der antiken Bildkunst (mit
besonderem Blick auf Portriits)

Jochen Griesbach (Universitiit Wiirzburg)

Von seinen Urspriingen her gesehen ist das griechische Portrit eine bildliche Konstruktion des
Individuellen, in dem beide Komponenten, der Kopf und der Korper, wichtige Funktionen als
Trager von Botschaften spielen. Ihr Zusammenspiel im Bild der Statue suggerierte iiberdies einst
eine natlirliche Einheit im Sinne der Mimesis: Durch ihr Abbild waren diese (historischen)
Personen im jeweils gewihlten Aufstellungsraum présent. Im Verlauf des Hellenismus, in dem
Portrits zu einer Art ,Massenware® avanciert sind, ist man jedoch irgendwann dazu iibergegangen,
alternativ auf den Korper weitestgehend zu verzichten, indem er auf Biisten verschiedenen
Zuschnitts reduziert wurde, darunter auch Hermenbiisten. Offenbar wurde dem Kopf nun die
Kernkompetenz beim Zuschreiben personlicher Qualititen zugesprochen. Die Suggestion der
Anwesenheit ist durch diese Abstraktion allerdings einem Modus des zitathaften Ausstellens
gewichen. Wie konnte es so weit kommen und warum ist das geschehen?

Der Beitrag mochte sich mdglichen Antworten auf diese Fragen auf zwei unterschiedliche Arten
nihern: Einerseits soll in einem kursorischen diachronen Uberblick geschaut werden, unter
welchen Umstdnden schon in vorhellenistischer Zeit Kopf-Abbreviaturen in Gebrauch waren.
Andererseits soll das Augenmerk darauf gelenkt werden, in welchen Kontexten die hellenistischen
Kurzformen des Portrits zum Einsatz gelangt sind, um das Spektrum ihrer medialen Funktionen
auszuloten. Dabei soll schlieBlich auch der Frage nachgegangen werden, ob oder inwieweit die
Hermenbiiste nur eine beliebige unter vielen Biistenformen war.

A matter of the head! A short history of the top pars pro toto in ancient Greek visual culture (with a
special focus on portraits)

From its origins, the Greek portrait is an artful assembly of the individual in which both
components, the head and the body, play important roles as providers of meaning. Moreover, their
interplay in the image of the statue once suggested a natural unity in the sense of mimesis: Through
their statuary likeness, these (historical) figures were perceived as present beings in the respective
area of their location. However, in the course of Hellenism, when portraits tended to become kind
of a ,mass-product‘, at some point there has been established an alternative by reducing the statue
body to busts of various shapes, including busts of herms. Apparently, the head has then been
assigned the core competence in attributing personal qualities to the portrait. Through this
abstraction, however, the suggestion of presence has given way to a mode of mere quotation. How
did it come to this and why did it happen?

This paper aims to approach possible answers to these questions in two different ways: On the one
hand, a cursory diachronic overview will look at the circumstances under which head abbreviations
were already in use in pre-Hellenistic times. On the other hand, attention will be drawn to the
contexts in which the Hellenistic short forms of the portrait were used in order to explore the
spectrum of their medial functions. Finally, the question of whether or to what extent the portrait
herms were merely one of many interchangeable bust forms will also be explored.



Die Herme im Bild: ein Sonderfall der Figuration.
Nikolaus Dietrich (Universitiit Heidelberg)

Die Herme ist als Zwitter aus Statue und Stele ein wunderlicher Gegenstand. Der Erfolg, den die
heute in riesiger Anzahl tiberlieferte Spezialfall der Figuration iiber Jahrhundert hinweg hatte, gibt
dieser ,Erfindung® des 6. Jh. v. Chr. recht. Doch was war es, was diesen Erfolg begriindete? Zuerst
als Meilenstein, Wegmarke und teilanthropomorphes Gétterbild, ab dem Hellenismus auch als
Portratform sowie in der Kaiserzeit ebenso als dekoratives Element in gestalteten Rdumen, wurden
Hermen unterschiedlichster Art hergestellt und aufgestellt. Die enorme Varianz dessen, was
Hermen in der Antike sein konnten und wozu sie dienen konnten, macht die Frage, was dieses
erstmal nur typologisch definierte ,Ding’ nun eigentlich sei, und was es fiir all diese
unterschiedlichen Verwendungsweisen in den Augen der antiken Zeitgenossen geeignet erscheinen
lieB, zu einer interessanten Herausforderung. Eine Maoglichkeit, diese Frage anzugehen, besteht
darin, sich antike Bilder von Hermen — zuvorderst in der Vasenmalerei, doch auch in Reliefs und
spéter in der Wandmalerei — anzusehen. Dies soll in meinem Vortrag im Zentrum stehen. Es wird
sich dabei zeigen, dass in den Bildern nicht alle aus dem archéologischen und literarischen Befund
bekannten Formen und Funktionen der Herme gleichermaf8en vertreten sind in der Verwendung der
Herme als Bildmotiv. In der Vasenmalerei sind es insbesondere Bilder von Kulthandlungen, die
Hermen als einen Spezialfall der Figuration der Goétter anziehen. Als Gotterbilder finden wir sie
auch in hellenistischen Reliefs und in romischen Landschaftsbildern. Ebenso findet sich in Bildern
die Herme als Dekorationselement widergespiegelt. Demgegeniiber bildet die im archéologischen
Befund (und im Programm dieser Tagung) mit Abstand am zahlreichsten vertretene Form der
Portratherme im Befund antiker Bilder eine bemerkenswerte Leerstelle. Die Kongruenzen und
Divergenzen zwischen der Herme als Element antiker Lebenswirklichkeit und der Herme als
Bildmotiv werden im Zentrum des Vortrags stehen. Dies beinhaltet insbesondere zwei Fragen: Was
macht die Stirke der Herme in Bildern des Kults und des Bezugs zwischen Menschen Gottern aus?
Warum findet das Erfolgskonzept ,Portratherme keinen nennenswerten Platz in Bildern?

The herm, this hybrid of statue and stele, is a peculiar object. The great number of herms known
today, however, proves the overwhelming success which this exceptional case of figuration had
since its ‘invention’ in the 6™ century BC. What were the decisive factors for this success? Herms
of most different kinds were produced and erected: first as milestones, signs on roads/pathways,
and semi-anthropomorphic images of gods, from Hellenistic times onwards also as portraits,
especially in the Imperial Age as an element of decorated spaces. This great variety of identities
and functions that herms could take on in Antiquity makes it an interesting challenge to describe
more closely this ‘thing’ as yet defined solely in typological terms, and to understand what made it
suitable for all these different usages in the eyes of the Greeks and Romans. One way to tackle
these questions is to look at images of herms, as we find them numerously first in vase-painting and
later in (especially grave-) reliefs and Roman wall-painting. This is what I shall mainly do in my
paper. It will appear that not all aspects of the herm as we know it from archaeological and written
sources are reflected in images too. In vase-painting, it is especially images of cult and ritual that
attract herms as figurations of gods. Also in Hellenistic reliefs and Roman ‘landscape’-paintings,
the herm appear foremost as figures of divinities. The vast majority of archaeologically preserved
herms being portraits — the category of herms most present in this conference too — the absence of
portrait herms in ancient images is striking. The similarities and discrepancies between the herm as
an element of ancient material reality and as an element in ancient images will constitute the core
subject of my paper, addressing especially two questions: what makes the strength of the herm in
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images of cult practice and, more generally, images dealing with the relation between humans and
gods? Why does the concept of the portrait-herm, so successful since Hellenistic times, appear to
be of so little use in images?

The Eion Herms.
Andrej Petrovic (University of Virginia)

The paper will explore the role of the epigrams from Fion Herms (Aeschines III 183-185;
Plutarch, Cimon 7.3 — 8.2, (= FGE Sim. XL)) as a vehicle for dissemination of democratic ideology
by contextualizing the texts within the broader tradition of inscribed herms, historiographical
accounts of the battle and early history of the Delian league, and the political tensions of 330 BC.
The main argument of the talk will revolve around textual strategies which the three epigrams
employ in order to impress on the recipients democratic ideals: it has long since been established
that the poems are quoted in our sources in an incorrect sequence (Bing 2014 provides an insightful
account), but I will speculate on the benefits (and drawbacks) of taking the reported sequence at
face value, taking into consideration especially the experience of embodied viewing and narrative
focalization.

Herms, Hermes and Everything in Between. Dedications of Herms and the Placing of
Dedicatory Inscriptions.

Jenny Wallensteen (Swedish Institute at Athens)

This contribution will look at the relationship between Hermes the god and the herm as dedicated
object. Among inscribed dedications to Hermes — about 450 identified — how many were herms,
i.e., can we trace a preference of Hermes’ for this kind of monument through the lens of these
inscriptions? I will then proceed to discuss the link between the statue/statuette and the god and
how it is articulated through the gift as well as the placing of the dedicatory inscription. Sometimes
one and the same dedicator offers two herms, what does this tell us about the herm as a
representation of Hermes the god? Are the dedicatory inscriptions placed on separate bases or
rather written on the “body” of the god, and how should we interpret such possible patterns? Is
there in fact a clear correlation between dedicated object and recipient god?



