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Activities 
Two SIGNIFICANT GOALS have been achieved for 
the Museum during the past year. In our last 
review we wrote of the necessity to raise funds 
to remodel the old Chemistry building (shown 
in the photo above), but then the situation 
changed drastically: the building received high 
priority for State funds, and some forty per cent 
of the amount requested was voted by the Leg
islature. The remaining funds are now ap
proved for inclusion in the current request to 
the Legislature, raising the hope that the work 
will soon be fully funded. With this prospect, 
architects have been retained; at this writing 

planning is actively under way. If the project 
proceeds as scheduled, construction can begin 
in the summer of 1974; the move to the new 
quarters should come about a year later. 

The preliminary studies of the architects 
show the old Chemistry building on the "Red 
Campus" to be eminently adaptable for remo
deling for the Museum. The three large labora
tories on each floor, with their high ceilings, 
are particularly suited for exhibition. It is 
planned to devote the entire second floor, some 
7500 square feet, to the exhibits-one of the 
large galleries for ancient art, one for paintings 
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and the third for pnmltIve art, with smaller 
galleries for Precolumbian, Far Eas~ern and 
South Asian art. Two other rooms wIll be de
voted to prints and drawings, a study room for 
them, and storage. The largest room on the 
first floor would be for the Gallery of Casts, the 
next largest for the lecture hall, with the. re
mainder devoted to offices, class and seminar 
rooms and the slide archives of the Department 
of Art History and Archaeology. The Muse~m 
offices are to be in the basement, together with 
other offices and photograph rooms for the 
Department, and museum storage. The rest of 
the storage, the laboratory, the photo studio 
and the darkroom will be on the top floor. 
With the installation of an elevator to all floors, 
ramp access for wheelchairs, full climate con
trol, a highly sensitive fire detection system and 
special security measures, the building will 
make a most satisfactory home for the Depart
ment and the Museum, and we look forward 
eagerly to its completion. 

A second important event 'is the accredita
tion of the Museum by the American Associa
tion of Museums, notification of which was re
ceived on August 31, 1973. As part of the 
requirements for accreditation, the Board of 
Curators passed the following resolution at its 
June meeting: "Be it resolved that the Museum 
of Art and Archaeology, currently housed in the 
Ellis Library, be recognized as a lasting deposi
tory of objects of art and history to be displayed 
for the furthering of research interests of 
scholars and the education of students." The 
Museum is proud to join the list of institutions 
recognized for professional operation. 

Buoyed by brighter prospects, the staff has 
carried on under ever greater stringencies of 
exhibition, work and storage space. Acquisitions 
have maintained their healthy growth. The 
number of donors who remain faithful to the 
Museum is heartening; this year several new 
?onors have been added. The loss of purchas
Ing power, through the reduction of funds and 
the rise .in prices, points up the urgent need 
to establIsh an endowed purchase fund; in this 
area help from alumni would be most welcome. 

Small changing exhibitions drawn from the 
Museum's permanent collections give increased 
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exposure within our limited space, as well as 
providing coordination with courses taught in 
the Department. Recent exhibits include: Sculp. 
ture of South and Southeast Asia; DueTer: Predeces. 
sors, Contemporaries and Successors; Birds and An. 
imals in Central and South American Art; Ancient 
Lamps of Greece and Palestine; Woodcuts Illustrat
ing japanese Myths, by Joerg Schmeisser; The Art 
of West Africa; The ~4~ of Krish.na~· 20th CentuT)' 
A rt an~ Recent Acqu~ztzons of P~mtmgs, Drawings 
and Pnnts. Equally Important IS the publication 
of MUSE, which has become increasingly well 
known and in exchange for which the Museum 
receives numerous publications; these will be of 
great help when the Museum is separated from 
the University Library. 

The Museum's excavations at Tel Anafa 
Upper Galilee, Israel, continue to be amos; 
important part both of the educational and the 
acquisitions programs. With the fifth excavation 
campll.ign in 1973, the current series comes to 
an end, and it is planned to concentrate now 
on study and publication of the material. This 
year again, graduate students from the Univer
sity played an important part in field supervi
sion, and they continue to contribute to study 
of the finds from this and previous excavation 
sites. Three large studies have been completed 
during the past year: the pottery from the an
cient glass factory at Jalame, the Hellenistic 
reliefwares and the Erotes lamps from the first 
three campaigns at Tel Anafa. While the exca
vated material remains in Israel pending com
pletion of research, many valuable objects will 
eventually come to Missouri when there is 
storage room here. 

With the prospect of new enlarged facili
ties , the Museum will be able to offer far greater 
service. It is now time to begin to organize a 
group of "Friends of the Museum," through 
which we may enlist the interest and support 
not only of the University community but of all 
the people of Columbia and Central Missouri. 
In its new home, the Museum can and will play 
a much more vital role in the cultural life of 
the area, but it will be able to do so only to the 
extent that it. receives community support. 

SAUL s. WEINBERG 

Director 



Acquisitions 1972 

Wooden mask wilh monkey skin and remaining hair 
nailed on top and sides, scarification in relief on fore
head and belween eyes and eaTS. Baule lribes (263) H. 
30.5 em. 

AFRICAN ART 
The following objects, dating to the nineteenth or twentieth 
century, are all the gift of Dr. and Mrs. Milton Gross: 

Wood: headdress representing female antelope with 
kid stand ing on her back (265)*, headdress representing 
male antelope (266), door lock (267); all of the Bambara 
tribes. Mask of human face with leather on top and sides, 
concentric diamonds carved in relief on forehead, scarifica
tion between eyes and ears (263), Baule tribes. Figure of 
standing male (261), mask surmounted by abstract human 

*The numbers in parentheses are museum accession 
numbers and normally are given in full, as 72.265. A few 
items which were accessioned through error in 1969 are 
actually gifts for 1972. In these cases the accession number 
is given in full. 

torso with cubistic female figure on top, incised geometric 
decoration (256); both of the Bobo tribe. Mask of human 
face with beard of hair and white metal rings around 
eyeholes (247), two miniature masks (248, 249); all of the 
Dan tribes. Mask of human face with details in relief (259), 
Dogon tribes. Mask of human face, red and white colors 
preserved, scarification marks (264), head carved in the 
round with elaborate headdress, scarification on forehead 
and cheeks (262); both of the Ibibio tribes. Mask of face 
with antelope horns (255), Ibo tribe. Figure of seated nude 
male wearing European-style top hat (253), mask of face 
with ram's horns (254); both of the Ogoni tribe. Horned 
"fire-spitter mask" with elongated face and headgear of 
colored fibers and human hair (250), Senufo tribes. Ibeji 
figure of male child (251), divining tapper with clapper and 
figure of kneeling woman on top (252); both of the Yoruba 
tribes. 
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Metal: bronze armlet (257), Bobo tribe. Iron sickle 
attached to carved wooden handle (260), Dogon tnbes. 
Bronze bracelet with omament in relief (258), SIX bronze 
finger I-ings with a figure of a chameleon on each one (268); 
all of the Sen ufo tribes. 

CENTRAL AND SOUTH 
AMERICAN ART 

Ecuador 
Featherwork headband (270), Jivam tribes, gift of Dr. and 
Mrs. Milton Gross. 

FAR EASTERN ART 

China 
Colored woodblock print (91), 20th c., gift of anonymous 
donor. 

Japan 
Bronze plaque with engraving depicting Goddess of Mercy 
(69.83), 1333- 1573; gift of Mrs. Josefa Carlebach. 

Hokusai, 1760-1849, Ode to Pnnce Motoyoshz, woodblock 
print from the series The Hundred Poems Explained by .the 
Nurse (90), dated ca. 1839, gift of Prof. and Mrs_ S. Wem-

~~ . 
Six paper stencils with various deSigns for making 

prints (69.89-95), gift of Mrs. Josefa Carlebach. 

SOUTH AND SOUTHEAST 
ASIAN ART 
Ceylon 
Circular brass lamp with elaborate embossed decoration and 
suspended peacocks (69.79), from Ceylon, 17th c.; gift of 
Mrs. Josefa Carlebach. 

India 
All the objects from India are the gift of Dr. Samuel 
Eilenberg. 

Six objects of steatite: circular toilet tray with lion in 
relief on uppel- surface ( 132), fragment of similar tray (133), 
corner bl-acket with winged male figure in relief beneath 
a scroll (134), a lmond-shaped lamp with decorated cross 
(135), rectangular box with incised decoration (136), frag
ment of openwOl-k omament with wheels and scrolls (137); 
all of Gandhal-a n style, 2nd-4th c. 

Bronze statue of Lakshmi standing on lotus pedestal 
(107), from South India, Vijayanagar period, 15th c. 

Bronze figurines: standing Vishnu with sword (117), 
seated Tara, Buddhist goddess (124), both from Bihar or 
Bengal, Pala period , 11 th c. Buddha seated on lotus throne 
(109), from Nagapattinam, South India, 12th c. Seated 
Navanita Krishna (119), from Kerala, South India, 13th c. 
Three-legged Shiva (113), two figures of Krishna Venu-
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Steatite lamp, allllond-shaped, with wt-out 
relief pal/ems, from India, Candhara style, 
2nd-4th e. (1.15) H. 12.7 em. 

Bmnze figure: Heramb/w Canapati, Canesha (IS Protector of thl 
Weak, JmnX South India (108) H. 12. 5 em_ 



Bmnze stat!le~ Ihe goddess Lakshmi standing on a 
lolllS pedestal, rom South India, Vija)'anagar period, 
15th c. (72. 1 7) H. 63 cm. 

gopala ( 11 5, 116), from Kerala, 15th c. Standing warrior 
with shield (121 ), seated Ganesha (125). Mukhahnga ( 126), 
a ll from South India, 15th c. Aiyanar, village deity (112), 
from South India, 15th-16th c., Parvati (118), from South 
India, 16th c. Ganesha (114), from South India, 17th c. 
Mounted warrior (122), Rakta Chamunda (123); both from 
Rajasthan, 17th-18th c. Herambha Ganapati, Ganesha as 
Protector of the Weak (108); Ardhanarishvara, androgyn
ous (110); Bhairava, demonic form of Shiva ( I II); Hanu
mana, monkey-faced devotee of Rama (120); cow with 
suckling calf (127); all from South India, 18th c. 

Indonesia 
All the objects in this area are the gift of Mrs. Josefa 
Carlebach: 

Three roughly worked stone figurines in human ' form 
(69.64-66), ca. A.D. 950; brass clasp for a sacred thread 
(69.56), 18th c.; bronze betel nut cutler in form of horse 
(69.67), 19th c.; silver ornament with series of pendants 
(69.87); watercolor depicting a cock fight (69.88); all the 
above from Bali. 

Bronze tea kettle with elaborate decoration of animal 
figures (69.77), ca. A.D. 1000, from Borneo. 

Steel dagger (kris) with wooden scabbard (69.84), 18th 
c.; wooden powder horn with effigy of monster (69.49), 18th 
c.; wooden massage implement with inlay (69.59); reed skirt 
for dancer (69.82); all from the Celebes Islands. 

Circular bronze mirror with handle, inlaid designs 
(69.71), 9th-12th c.; cast bronze bowl with relief decoration 
(69.41),900-1200; two circular bronze boxes and lids with 
relief decoration (69.69, 70), 9th- 12th c.; circular bronze 
mirror with incised lines (69.72), ca. A.D. 1200; bronze ladle 
with wooden handle carved in form of twig (69.50), ca. 
1700; brass lamp with relief decoration and pendants 
(69.78), ca. 1780; brass wall candelabrum in form of bird 
(69.52), 18th c.; brass incense burner in shape of Garuda 
(celestial eagle) (69.80), 18th c.; brass mask, human face 
with repousse decoration (69.60); circular bronze tray with 
engraved stylized face (69.73); three circular brass boxes 
with relief decoration (69.61-63). Two terracotta heads 
(69.57,58), Madjapahit period, 1294-1520. Wooden dagger 
hilt in form of Garuda (69.53), 18th c.; all of the above 
from Java. 

Cylindrical silver object with projecting spikes and 
copper inlays (69.51), 18th c.; steel dagger with carved 
wooden handle (69.75), 18th c.; brass pipe with engraved 
and embossed designs (69.76), 18th c.; two brass betel nut 
containers, each with embossed decoration, chained to 
smaller container for lime paste (69.54, 55); gilded silver 
filigree ornament with pendant chains (69.85); gilded silver 
filigree bracelet (69.86); red si lk velvet fragment with cut 
design (69.21), 15th- 16th c.; two lengths of red silk brocade 
with designs in gold thread (69.20, 24), ca. 1840; red silk 
brocade with designs in gold thread (69.26); all of the above 
from Sumatra. 

Brass ornament (69.68), 18th c., from Indonesia. 

Nepal 
Fragment of bronze figurine of Surya with attendants (129), 
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Tapestry medallion with bird ana plant motives and an ivy wreath, from 
E!D1Jt, 10th c. or later (102) W. 16.5 cm. 

14th C.; bronze figurine of a Yoni with ma n y cobras (128), 
14th-15th c.; both the gift of Dr. Samuel Eilenberg. 

Thailand 
Small bronze spout with torso of a human figure upon it 
( 13 1), 16th c.; bronze figurine of seated d evotee with peaked 
headgear ( 130), from northern Thailand or Laos, 16th-1 7th 
c.; both the gift of Dr. Samuel Eilenberg. 

NEAR AND MIDDLE EASTERN ART 
Anatolia 
One-handled ceramic cup, incised geometric pattern filled 
with white lines (I), Yortan culture, 3rd millennium B.C. 

Seven ceramic spindle whorls with incised designs (97) , 3rd 
millennium B.C., gift of Mr. and Mrs. Cedric H. Marks. 

Cyprus 
Ceramic base-ring bowl with wishbone handle (2), Late 
Bronze Ib, 14th c. B.C. 

Egypt 
Alabaste r perfume jug with two lug ha ndles (8), XVI 11th 
Dynasty, Amenhotep II , 1450-1425 B. C. 

Terracotta stopper with rounded top (12), Early Dy
nastic, 3rd-2nd millennium B.C. Two terracotta molds for 
faience ornaments: one with six scarabs (10), the other 
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s howing a seated baboon wearing the crown of Egypt (II ), 
XVlllth Dynasty or later. 

Faience: disc with yellow flower inlaid in greenish·buff 
ground (9) , Tell el-Amarna style, XV III th Dynasty, 1378-
1355 B. C.; necklace of varicolored cylindrical beads (13), 1st 
millennium B. C. ; turquoise-colored pendant in papyrus 
scepter form with incised geometric designs (16), XXlst 
Dynasty, 1050-952 B.C.; green pendant in form of rearing 
snake (17), second half of I st millennium B.C. 

Bronze figurine (preserved from head to waist) of 
standing pharaoh with double crown holding flail and crook 
( 14), Ptolemaic, 304-30 B.C. Knife with bronze blade and 
bone handle with incised concentric circles (18) , Coptic (?). 

Wooden spindle whorl and part of the wooden spindle 
(15) , 2nd millennium B.C. 

Five tapestry-woven textile fragments: section of bro
caded tabby with geometric pattern (103), 6th c. or later; 
section of broad tape with diaper pattern (100), 8th c. or 
later; part of the clavus of a large tunic with human figures 
and vario us patterns ( 10 I), 9th or 10th c.; section of a WIlIC 

with medallions and other patterns (104), IOthor 11th C.; 
medallion with various patterns, part of a set of garment 
ornaments ( 102); 10th c. or later; a ll (he gift of Mr. and 
Mrs. Cedric H. Marks. 

Iran 
B ronze: dagger with hooked tang on haft (27), Bronze Age, 



TelTacolia offering table, rectangular, white-slipped witli geometnC!7allemS painted ill dark b/'Owl! on all sides. Two comers 
surmounted b), globular /JOts; SUfJ/JOI·ts at th.Tee comers in sliafJe a a standing woman, at the fourth by two womell. From 
han (57) total H. 14 elll. 

Bronze ch.ee"~pieee froll/. a /Jail' for a horse-bit, in Ihe form of 
fin ibex wilh a mud! hUlIlan figure on its back. Frolll Luristan, 
ca. 1000-700 B. C. ( 105) !-I. 13 em. 

ca. 2000 B.C.; pike-head with decoration of bronze buttons 
(25), Iron Age I, 1250-1000 B.C.; arm-ring with incised 
geometric decoration (24), 1200-1000 B.C. ; dagger with 
ornamental ridges on blade and short tang with hole (28), 
Iron Age II , 1000-750 B.C.; dagger with button-ended tang 
on haft (26), 1000-600 B.C. Ornamental pinhead with cast 
openwork design (106), 1000-750 B. C., gift of Mr. Peter 
Josten. Bell-shaped mount with neck surmounted by double 
head (99), from Luristan, 1000-750 B.C.; set of eight small 
bells, several with traces of iron clappers (98), from Luri
stan, Bronze Age, both the gift of Mr. and Mrs. Cedric H. 
Marks. Pair of cheek-pieces fOl' a horse-bit, each with an 
ibex and a small horned figure on its back (105), from 
Luristan , 1000-700 B.C., gift of Mr. Peter Josten. 

Ceramics: juglet with hand le and spout (41), ca. 2000 
B.C.(?); three-footed jar with two lugs (50), ca. 2000 B.C. 

(?); long elliptical dipper with pattern-burnishing (33), ca. 
1500 B. C. (?); one-handled cup with painted geometric 

designs, Giyan II style (32), from Luristan , 1500-1 300 
B.C. ; bowl with three triple knobs and a horizontal handle 
(55), 2000-1250 B.C.; pitcher on pedestal foot with high 
handle and long spout (54), 1600-1250 B.C.; one-handled 
cup with painted geometric pa ttern (29), 1600-1200 B.C. ; 

tall one-handled cup with painted lines and zig-zags (30), 
1600-1200 B.C.; hemisphel'ical bowl with knob at base, 
painted geometric decoration (3 1), 1600-1200 B.C. ; one
handled cup (5 1), 1500- 1200 B.C.; jar with a globular body 
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with painted geometric pattern (43), 1400- 1200 B.C.; jar 
with globular body, incised decoration (40), ca. 1200 B.C. ; 

two hemispherical dippers with handles and curved spouts, 
incised decoration (36, 39), ca. 1200 B.C.; one-ha ndled 
globular jug, incised pattern on body (38), ca. 1200 B.C.; 

globular urn with two lug handles and lid , incised decora
tion (37), ca. 1200 B.C.; sha llow one-hand led bowl with three 
feet, horizon tal grooves around rim (35), ca. 1200 B.C.; jug 
with pear-shaped body, decoration of clay pellets at neck 
(34), 1500- 1000 B.C . ; one-handled spouted bowl (53) , 
1250-1000 B.C.; o ne-hand led spouted jug (45), 1250- 1000 
B.C. ; tall juglet with one handle (46), 1250-1000 B.C.; two 
spouted cups with sma ll handles (47, 48), 1250-1000 B.C.; 

jar with globular body, applied clay strips with decorative 
incisions (42), ca. 1000 B.C. Rectangular offering-table on 
four legs, the corners decorated with female figures in 
relief, two miniature cups on the rim, pa inted geometric 
decoration around the sides (57), ca. 1000 B .C. Juglet with 
spout-handle (49), 1100-800 B.C.; globular pitcher with 
curved spout a nd incised decoration (44), 1000-750 B.C.; 

one-handled jug with vertical depressions in globular body 
(52), ca. 1000-500 B. C .. 

Silver coin, dirhem of Xusro II (148), Sasanid period 
(A.D. 59 1-628). 

Painting in tempera and ink (288), miniature from a 
book of poetry illustrating a poem by Sheikh Sa'di of Shiraz 
(d. 1292), ca . 16th c. , gift of Prof. Edzard Baumann. 

C hair of carved wood and ivory (69.8 1), 14th c. gift 
of Mrs. Josefa Carlebach. 

Palestine 
Ceramics: cup with vertica l band ha ndle a nd rounded bot
tom (70), cup with vertical stripes painted in red (74) , 
globular jug with pierced lugs, net pattern painted in red 
(75); a ll from Bab edh-Dhra', Early Bronze, 3100-2900 B.C. 

Vase o n pedestal foot with two pierced lugs, painted geo
metric designs on shoulder and body (7 1), Middle Bronze, 
1800- 1600 B.C. Jug with painted geometric designs on neck, 
body a nd spout (72), Hellenistic (?). Small pot, th ree verti
cally pierced lugs (69), Nabataean , ca. 1st c. A . D. 

Bronze phiale mesomphalos with fourteen lobes sepa
rated by pointed petals in relief (76), ca. 5th c. B.C. 

Glass: goblet with wide body, conical foot (95) , 4th-5th 
c.; sprinkler, mold-blown with irregular pattern in relief on 
body (92), flask, mold-blown with irregular pattern in relief 

PoI/elY jm' wilh fwo pierced lugs, painted geometric de
signs on shoulder and bod)'. Middle Bronze Age, 
1800-1600 B.C. (71) H. 13.4 cm. 

Plaster mask: bull 's head wilh painted details in black, bmwn and red. Prob
abl)' from S)'ntl, H ellenistic period (68) H. 16 CIII. 
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(93); both 5th-6th c. Jar, mold-blown, lower body hexagonal 
with diagonal stripes in relief (165), 6th-7th c. 

Syria 
Plaster mask of bull 's head with painted wreath between 
its horns, two suspension holes behind them (68), Hellenistic 
period. 

GREEK, ETRUSCAN AND 
ROMAN ART 

Limestone stele with figure of a standing warrior depicted by 
incision , details painted red (58), from Crete, ca. 650 B.C. 

Limestone stele wilh wan-ior walking left, incised, details painted in ,·ed. Hom Crete, aboul 650 B.C. (58) H. 65.4 Clll. 
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Ceramics: one-handled jug with painted geometric 
decoration (80), from Crete, Early Minoan 1, 3000--2500 
B.C.; one-hand led pitcher polished red (8 1), from Crete, 
Early Minoan II , 2500--2200 B.C.; two one-handled jugs with 
barbotine decoration and painted brown bands on neck and 
body (275, 276), fro'm Crete, Middle Minoan I, 2000--1800 
B.C.; one-handled jug with painted geometric designs on 
neck and body (277), from Crete, Middle Minoan I; lekythos 
with painted stripes and geometric designs on rim, neck 
and body (278), from Crete, 7th c. B.C. These ceramics are 
all the gift of the William and Anna Weinbel-g Purchase 
Fund. 

Fragmentary Attic black-figure hydria with main scene 
representing a warrior between an e lderly man and woman , 
figures of lions and a siren on the shoulder (22), ca. 550 
B.C.; circular Euboean black-figure plate with representation 
of a griffin-like creature (23), 550 B.C. 

One silver hemidrachm ( 18 1). Achaean League, 3rd c. 
B.C.; sixteen bronze coins (139-147, 166, 170, 171, 175,190, 
191, 20 1), from south Italy, Anatolia, Phoenicia, Alexan
dria, etc. 

Pot/cry jug witli geometric desigllS painted in dark 
brown on neck and body. From Crete, Middle Minoan 
I, 2000- 1800 B.C. (277) H. 14.1 cm. 
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PoUery lekythos witli geometric designs 
painted in black on rim, neck and bod} 
From Crete, 7th c. B.C_ (278) H. 2 1 CII!. 

Green-glazed ceramic cup with relief deco
ration of olive branches, yellow interior. 
Roman, 1st Co (56) H. 8. J cm. 



Roman 
Two-handled ceramic cup, green-glazed, with relief deco
ration of vines (56), I t c. 

Bronze one-handled jug with cast handle elaborately 
decorated (272), 2nd e., gift of Dr. and Mrs. Werner Muen
s terberger. 

Glass flask with cylindl'icaJ neck, double conical body, 
horizontal scratched lines (94), from Palestine, 4th e. 

Silver coin, antoninianus (174), A.D. 249. Twenty-eight 
bronze coins (19-21,167-169, 172, 173, 176-180, 182- 189, 
192-197,202), Roman imperial. 

The following coins are all the gift of Mrs. Maureen 
C. Mabbott, in memory of Prof. Thomas O. Mabbott: six
teen bronze coins, imperial period (222, 223, 226, 228-231, 
233, 234, 236-239,241, 243, 246); twenty-one bronze con
torniates (203-221, 227,242), 4th and 5th e.; seven bronze 
medallions (224,225,232,235,240,244,245), 4th and 5th e. 

Left: bronze conto17liate, showing the reverse with ROl/w seated 
hoLding a VictDlY, 5th c. (2 10) Diftll1.. 3.3 cm. Right: bronze 
contorniate, showing the obverse with head of Nero and inscrip
tion, A.D. 356-395 (2 /3) Diam. 3.5 cm. 

BYZANTINE ART 
Bronze buckle-plate with relief of a man attacking a lion 
(77), from Palestine, ca. 10th e.; bronze attachment with 
intaglio figure of St. Sergius on horseback, and a surround
ing inscription: "Camel-driver of St. Sergius" (73), from 
Palestine. Necklace of glass and amber beads with rock 
crystal pendant (78), from Palestine, Byzantine or Venetian 
period. 

Billon scyphate coin ( 163) of John II (111 8-1 143); 
sixteen bronze coins (149- 162, 198, 199),6th, 7th and lIthe. 

Lead seal with monogram on each side (200), 9th or 
10th e. 

BTOnze jug with elaborate cast handLe decorated with olives and 
Leaves. Roman, 2nd c. (272) H. 35.7 cm. 

Bronze attachment with intagLio figure of St. Sergius surrounded 
by Greek inscription. From Palestine, Byzantine (73) H. 2.9 cm. 
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Archileclural Capriccio, by Giovanni Paolo Panini, Italian, 1691/92-1765 (59) 1.06 tn. x 1.08 m. 

Opposile page: Slormy Landscape with Figure, by A lessandro Magnasco, Italian, 1667-1749 (60) 76 em. x 56 em. 
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EUROPEAN AND AMERICAN ART 
Renaissance to 1800 
Paintings: Adam de Colonnia, ltalianate Landscape, oil on 
canvas (7), Dutch, 1634-1685 (65.2 cm. x 53.2 cm.) , gift 
of Wunsch Americana Foundation. Giovanni Paolo Panini, 
Architectural Capriccio, oil on canvas (59), Italian, 1691/92-
1765 (1.06 m. x 1.08 m.). Alessandro Magnasco, Stonny 
Landscape with Figure, oil on canvas (60), Italian, 1667-1749 
(76 cm. x 56 cm.), gift of Mr. David T. Owsley. Portrait 
of a Lady, oil on canvas, attributed to Gavin Hamilton (164) , 
Scottish , 1723-1798 (43.2 cm. x 34 cm.), gift of Mr. and 
Mrs. G. Osborne. 

Graphics: Erhard Altdorffer, St. Paul wilh Three Mes
sengers, woodcut (82), German, 1512-1561. Frans Floris, The 
Last Supper, engraving (85) , Flemish, 1516-1570. Marten 
van Heemskerck, St. Paul Baptizing in Ephesus, five engrav
ings dated 1553 (86); The History of Athaliah, series of four 
engravings (87), Dutch, 1498-1574. Agostino Carracci, The 
Fan, engraving (83), Italian, 1557-1602. Hans/Jan Baptist 
I Collaert, The Story 0/ jonah, four engravings (84), Flemish, 
1566-1628. Jan Ruisscher, View 0/ a Dutch Town, engraving 
(89), German/Dutch, ca. 1625-1675. Cornelius Visscher II, 
Portrait 0/ a Seated Man, engraving (88), Dutch, 1629-1662. 
Francisco Goya y Luciemes, Ni asi la distingue; l'Jios la 
perdone; yera su madre; Bim tirada esta; Pobrecitas; Le deseafi
ona, five etchings (61-65), Spanish, 1746-1828, gift of Mr. 
and Mrs. Karl R. Bopp. 

Terracotta head of a lady (271), Italian, 16th c. , gift 
of Dr. and Mrs. Werner Muensterberger. 

----~- .... 

1800 to the Present 
Watercolor: Jacques Villon, View 0/ Cagnes, watercolor and 
pencil (274), French, 1875-1963, gift of Dr. and Mrs. 
Werner Muensterberger. 

Graphics: Ben Shahn, For the Sake of a Single Verse, 
lithograph (6), American, 1928-1968; Bernard Buffet, The 
Sword Swallower, lithograph (5), French contemporary. 
Francisco Echauz, Noehe de la Alhambra, engraving (66), 
Spanish contemporary; Jose Fernandez Quero, Escalera del 
Generali/e, engraving (67), Spanish contemporary, both the 
gift of Mr. and Mrs. Karl R. Bopp. John Loring, Black Dogs, 
serigraph (138), American contemporary, gift of Mr. Ste
phen Spector. Joerg Schmeisser, Illustrations of Japanese 
Legends, twenty-one woodblock prints-two text pages pref
acing nineteen illustrations (96), German contemporary. 
ltalo Valenti, collage dated 1962 (273), Italian contem
porary, gift of Dr. and Mrs. Werner Muensterberger. 

The following, all of the mid-nineteenth century (279-
287), are the gift of Mrs. Irene S. Taylor: mahogany pedes
tal table; beaded picture in gilded frame, showing infant 
in cradle guarded by a dog; sofa with hand-carved mahog
any frame and black upholstery, cross-stitch floral design 
on back-rest; side-chair with hand-carved mahogany frame 
covered with tapestry; mirror in hand-carved gilded frame 
with crest; pair of brass-framed mirror sconces with crystal 
prisms; porcelain jar and lid with gilded edges, painted 
flower panel and lion crest; pewter pitcher with lid bearing 
two crests. 

? -

View of Cagnes, by jacques Villon, French, 1875-1963 (274) 10 eln. x 16 Cln. 
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Portrait of a Lady, (probably the Duchess of St . Albans, Lady Hamilton) by Gavin Hamilton, Scottish, 1723-1798 (164) 
43.2 em. x 34 em. 

15 
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The Serpent Goddess of Amo-Ga-lke (a japanese legend), 
one of twenty-one woodcuts b), Joelg Schmeisser, German coniem
jJormy (96./5) 67 cm. x 48 cm. 
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For the Sake of a Single Verse, b)' Ben Shahn, Americall, 
1928-1968 (6) 54 CIll. x 43 eln. 

LOANS DURING 1972 
Oil painting, "Sophonisbe," by Matthaeus Merian II (1621-
1687) (66.348) to the John and Mable Ringling Museum 
of Art, Sarasota, Florida, for the exhibit "Central Europe: 
1600-1800." Drawing, "Kneeling Nun," by Stefano Maria 
Legnani, 1660-1715 (63.7) to the St. Louis Art Museum, 
for the exhibit "Italian Drawings Selected from Mid-West
ern Collections." African Poro mask and female standing 
figure, Baule tribe (68.466, 69.968) to the Museum of 
Anthropology, University of Missouri-Columbia, for the 
"African Exhibition." 



An Attic Head Vase 

COMBINATIONS OF ARTISTIC TECHNIQUES were 
often used in Greek art. Thus sculpture was 
often painted and architecture was enlivened 
with color. Even in the relatively humble craft 
of the potter combinations of techniques are 
occasionally found. The so-called head vase is 
a case in point, in which the potter, the painter 
and the coroplast, or modeler, presumably all 
contributed their talents. 

The body of the vase was formed in a 
mould in the shape of a head, while other parts 
such as handles, neck and lip, were made 
separately and then attached to the moulded 
portion. The heads usually represented women, 
blacks or satyrs, to mention the most popular 
types, and occasionally Herakles is depicted. An 
individual vase could be in the shape of a single 
head or of two heads, back to back. Depending 
upon the shape of the neck, mouth and handle, 
each vase had a special use. Oil or perfume was 
perhaps stored in the short, squat vessels with 
small mouths, known as aryballoi, while a large 
number of vases in the form of heads were used 
for pouring liquids (oinochoai). Some two
handled drinking cups (kantharoi) are also 
known; in these the head forms a bowl, and 
from it spring a vertical neck and lip. These 
kantharoi are similar to the animal-headed 
drinking horns, or rhyta, not only in the combi
nation of moulded and wheel-made portions, 
but also in their use as drinking CUpS.l Sir John 
Beazley in 1920 first studied the Attic head vases 
as a group and divided them into some twenty
three classes according to the plastic part of the 
vessel. 2 

AN EXAMPLE OF THIS TYPE of Atticvase was ac
quired in 1971 by the Museum of Art and 
Archaeology of the University of Missouri
Columbia (Figs. 1_2) .3 The moulded portion is 

1. Head vase in the Museum of ATt and Archaeolog;', Universil)" 
of Missouri-Columbia. 

in the form of a woman's head and neck; this 
is surmounted by the slim neck of the vase, a 
trefoil lip and a high-swung handle, indicating 
that the vase is to be considered a pouring 
vessel, or oinochoe. 

The vase rests on a flat, slightly flaring base 
which is emphasized by a thin line of black glaze 
above a broad stripe at its lower edge. The face 
was left in the color of the clay, which is now 
an orange brown_ The chin is slight and the 
mouth indistinctly moulded. The lips are per
haps slightly parted, with a suggestion of an 
"archaic smile," to be seen rather in the treat
ment of the cheeks than in the mouth itself. The 
nose is straight and slightly rounded at the end. 
The eyes are oval, closed at the inner corners 
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2. Above: head vase in th.e Missou)'i museum: right side. back, left side. 

3. Below: head vase in Boston. Left: front view; right : )'ight side. Photograph 
coul·tesy of Museum of Fine A)"/s, Bostoll. 



with a square end which partially follows the 
side of the nose. The pupils of the eyes are 
indicated by black dots in reserved circles, the 
irises are black, the whites of the eyes are cov
ered with a white pigment. The outlines of the 
eyes and the arching eyebrows are rendered in 
black glaze, without incision. 

The hair is rendered on the forehead as 
four rows of knobs in relief. Traces of red paint 
are preserved here; parallels to better preserved 
examples suggest that probably the lips, nostrils 
and tear ducts were once also painted red. In 
fact, a trace of red paint is preserved in the right 
nostril. The ears are small, indented and 
pushed forward by the hair behind. OUT maid
en wears a stephane, a hair ornament resem
bling a coronet, which is decorated with mean
ders and boxed, dotted X's. These alternate 
except in one instance where two meanders are 
placed together. The back of the head is 
thought of as being covered with a sakkos, a 
simple form of hair covering; this is encircled 
by a wreath of painted leaves originally ren
dered in white but now much faded. Such 
wreaths have been variously identified by schol
ars as being olive, myrtle or laurel. Ivy wreaths 
also appear on Attic head vases, lending a 
somewhat more decorative aspect than does the 
straight-leaved variety. The area of the sakkos, 
a part of the back of the neck, the neck and 
lip of the vase, and the handle are covered with 
a lustrous black glaze which was unevenly ap
plied, showing a thicker coating in a band two 
centimeters below the lip at the front. 

Stylistically, the Missouri head vase can be 
dated to the second quarter of the fifth century 
B.C. and finds its closest parallels in Beazley's 
Class N: The Cook Class. 4 This class contains 
a great number of examples, considered by 
Beazley to be "unpretentious little works with 
an archaic alertness of expression."5 They are 
practically all oinochoai, with only a fewarybal
loi known, and the majority are in the form of 
women's heads.6 Although a large number of 
vases belong to the Cook Class, relatively few 
wear stephanes. Beazley lists only eight exam
ples. 7 At least five of these and the Missouri vase 
are so like one another that they probably all 
came from the same mould.s All the examples 
have almost identical heads, the only differences 

4. Head vase in Almterdam. Photograph courtesy of the Allard 
Pierson M1LSeum, Amsterdam. 
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being in the painted decoration, such as the 
arrangement of the pattern on the stephane and 
the type of wreath worn. One of these vases, 
a previously unpublished example in the Boston 
Museum of Fine Arts, is illustrated here and 
shows the close similarity to the Missouri head 
vase (Fig. 3).9 The moulded portion of the two 
vases is almost identical. The neck of the Boston 
vase, however, is higher proportionally than 
that on the Missouri example, but this is to be 
expected since the necks were made separately 
and then added to the moulded heads. The 
Boston head also wears a somewhat unusual 
wreath composed of curving tendrils alternating 
on either side of a stem. Moreover, the orna
ment on the stephane is composed of sixteen 
units of m eanders and boxed X's instead of the 
fourteen of our example. Rather than simply 
alternating the d es igns (as was done with one 
exception on the Missouri vase) the painter 
preferred a two-to-one arrangement of mean
ders to boxed X's. This is also the arrangement 
preferred on the example from Bowdoin, but 
there in fifteen units. 1O Thirteen units are em
ployed on the stephane of a head vase once in 
the Collection Scheurleer and now in the Allard 
Pierson Museum, Amsterdam (Fig. 4), II and on 
that from the Canellopoulos Collection in 
Athens. 12 It would appear then that the painter 
of a head vase was allowed some freedom to 
vary the painted d etails of the vase once the 
basic color scheme was established. The Canel
lopoulos example a pparently even shows some 
use of incision around the pupils of the eyes. 
Every head vase, although "mass produced" by 
means of a mould, was distinct from every other 
vase even from the same mould , if only in small 
details. Although this was no doubt advanta
geous from a commercial point of view, one 
could interpret it as an attempt to breathe life 
~nt~ ~ mas~-produced product and to give it that 
mdtvtduaiIty so characteristic of Greek civiliza
tion . 

ALT HO UG H TH E VASES of the Cook Class are 
numerous and perhaps undistinguished, the 
heads themselves show great charm. As men
tioned above, they mostly represent women or 
girls and , being containers of perfume or an-
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other liquid, may have been intended for the 
dressing table. We do not know, however, if the 
choice of subject for the vase had, in fact, any
thing to do with its function , and it is perhaps 
best to agree with Beazley 13 that " ... the fact is 
that they are simply girls ... and as such seldom 
come amiss." 

WILLIAM R. BIERS 

University of Missouri-Columbia 

'For rhyta see H. Hoffma nn, A llie Red-Figured RhJla 
(Mainz 1962) and Tarentine Rh),ta (Maim 1966). 

2J .D. Beazley, "Chari nos," J ournal of H ellenic Studies 49 
(1 920) 38-78. For additio ns and corrections see J.D. 
Beazley, A ttic Red-Fig1l1'e Vase- Painters, 2nd edition (Ox
ford 1963), henceforth A R V2; Paralipomena: Additiolls 
to Attic Black-FifJlI1'e Vase- Painters and to Allie Red-Figure 
Vase-Painters (Ox ford 197 1). 

"Ace. No. 71.9. Height to lip of vase 15.9 em., to LOp 
of hand le 18.3 em. , to top of stephane 12 em. InIact 
e xcept for a few small chips, especia lly on the stephane 
a nd the lip. 

4ARV21539-1544. 
5Beazley, "Cha ri nos" 63. 
6A close parallellO the Missouri example is in the Bow
doin College Museum o f An (A R V~ no. 149) but the 
neck of the vase is missing and the top of the head 
plastered over. This must a lso have been an oinochoe 
rather tha n a "cup," as it is ca lled by K. Herbert, Ancient 
Art in Bowdoin College (Cambridge, Massachusetts 1964) 
67, no. 18 1. 

7 A R V 2 1544, nos. 148- 154; Beazley, Pamlipomeno 504, no. 
135 . AR V~ no. 150 from the Cane llopoulos Collection 
h as on ly I-ecemly been published: F. Croissant, "Collec
tion Pau l Canellopou los (IV): Vases plastiques en forme 
de tetes humaines," Bulletin de con'espondance he/Unique 
97 ( 1973) 223, no. 4, figs. 22, 23. 

8 A R V2 1544, nos. 148-1 52. A tentative chronology within 
the Cook Class itself is a tte mpted in the recent publica
t io n of no. 150, the autho r a rriving a t a date not later 
than 480-470 B.C. These moulded vases are notoriousl), 
difficult to d ate stylist ica lly with an y accuracy. 

"Museum of Fine Arts, Boston, Ace. No. 80.593. Heighl 
to handle 2 1.9 em. , to top of stephane 12.7 em. I am 
indebted to the Boston Museum of Fine Arts for per
missio n to publish this vase. 

'OHe rbert, op.eit. Apparently twelve units are used on ARF 
1544, no. 152, to judge from the sketchy drawing. Onl)' 
one boxed X is shown . 

"Inv. No. 344. Height 20.8 cm . Mea nder on the stephane 
partially worn off . C01pUS Vasorum AntiquoTllIII, Musee 
Scheurleer 2, III K, pI. I (Pays Bas, pI. 84) I and 4; 
A R V2 1544, no. 15 1. 

'2For the Cane llopoulos vase see note 7. 
'"Beazley, "Chari nos" 39. 



Claudius Septimus, Praeclarus Discobolos 

DURING THE SEeo D CENTURY of our era the 
Roman world saw a rebirth of Hellenism and 
of interest in res Graecae in many aspects of life, 
including athletics and athletic festivals. I In 
1970 the Museum of Art and Archaeology of 
the University of Missouri acquired a cinerary 
urn of an athlete which well illustrates this Hel
lenizing tendency.2 This urn, said to have been 
found in Italy, is made of fine-grained white 
marble with gray streaks. 3 The urn is equipped 
with a lid of a coarser grained ivory-colored 
marble which, at first glance, seems not to be
long to the vessel. Not only is it of a different 
type of marble, but it seems not quite to fit the 
urn. However, there are two rectangular holes 
in the rim of the lid and two more in the rim 
of the container which show that the urn was 
once closed by cramps. There is a vertical crack 
down one side of the container, running from 
the rim to the base; this crack must have been 
made before the urn was buried because there 
is a circular hole on each side of the crack on 
the interior, near the rim; these are the re
mains of an ancient mend. Because there 
would have been no need of cramps after the 
urn had been completed and buried, the lid 
and the container must belong together. The 
cramps have disappeared, as has the foot, 
which must have once been joined to the bot
tom, for there is a circular hole (2.2 cm. deep) 
in the bottom which undoubtedly was intended 
for inserting the (hypothetical but necessary) 
foot. Moreover, both the lid and the container 
exhibit similar use of the drill. 

A bud-shaped finial rises from the lid; on 
the surface of the lid, around the base of the 
finial, there is a rosette of four large petals al
ternating with smaller ones; this corresponds 
exactly to a similar rosette on the base. Around 
the surface of the lid runs a wreath of leaves 

and a few small clusters of grapes; the grapes 
are separated from one another by drilled 
holes and there are similar holes at the bases 
of some of the leaves. 

On the upper part of the container are two 
ram protomes on opposite sides which serve as 
handles. Their fleece and tear ducts are indi
cated by drilled holes. Their horns merge grad
ually and naturally into the surface of the con
tainer. Two drilled laurel festoons in relief 
hang between the horns of the protomes, each 
touching the frieze at the bottom. A fillet binds 
each festoon, its two ends hanging serpent
fashion on both sides of the four festoon seg
ments. 

On one face of the urn there is an inscrip
tion within a raised frame. On each side of the 
frame crouches a winged griffin whose hind 
legs are partially covered by the festoons. A 
winged genius in low relief, holding a palm 
branch, emerges from behind each griffin at 
the point where the wings and necks meet. On 
the other face of the urn there is a gymnasium 
scene, in the center of which are two nude male 
figures in relief, one overlapping the other. 
The nearer figure is holding a discus, while the 
farther figure has apparently just released the 
one which is on the ground. On the left, an
other nude male is standing at rest, with his 
right hand on his hip. A discus stands on edge 
in front of his right foot. A bearded herm in 
low relief stands on the right of the scene, be
tween the figures and the nearest fillet; he is 
apparently dressed and veiled. 

A narrow relief band divides the gymna
sium scene from the decoration below and rep
resents the ground line. Beneath this is an 
oblique tongue decoration in relief. Between 
each tongue appears the top of a sharp dart. 
A petal rosette, similar to the one on the lid, 
encircles the base. 
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Opposite page: marble tl11l with lid, side 
showing a g)'mnasium scene with disClls 
thmwers. flfusewlI of Art and Archaeolog)" 
Universit), of Missouri-Columbia. 

Left: lid of the um seen from above, showing 
holes for attachment to the vessel. 

Below, left: one of the two mill's heads, showing 
the fillets below. 

Below: bottom of t/ie U17!, with petal mselle. 
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THE INSCRIPTION within the frame IS particu
larly interesting. 

D M 
CLAUDIUS SEPTIMUS. XXV 
PRAECLARUS DlSCOBOLOS. 
MULTORUM CERTAMINUM 
VICTOR. CARUS ACCEPTU 

SQUE IMPERATORl. SUE 
MEMORIAE FAUSTA 

USOR DILi::CTA HANC 
URNAM FECIT. 

The full reading is: "D{is) M{anibus) / Claudius 
Septimus (vixit annis) XXV, / praeclarus discobo
los, / multorum certaminum / victor. Carus acceptu
/ sque imperatori. Su{a)e / memoriae Fausta / usor 
(=uxor) dilecta hanc / urnam fecit. " 

Translated, this reads: "To the deified shades. 
Claudius Septimus lived twenty-five years, a famous 
discus-thrower, winner of many contests. Dear and 
agreeable to the emperor. Fausta, his beloved wife, 
had this urn made for his memory. " 

Although numerous athletes are known to 
us from inscriptions,4 Claudius Septimus is the 
only discobolos with either a Greek or a Latin 
epitaph. The formula Dis Manibus began to be 
used in the age of Augustus, and was used in
creasingly throughout the first century A.D., be
coming more and more common by the end of 
the century; in the second century its use was 
widespread,s so much so that the eminent epi
grapher Degrassi could establish it almost as a 
rule that an inscription headed by Dis Manibus 
is probably from the sec-ond century.6 Howev
er; there are regional as well as chronological 
variations in the use of epigraphic formulas. 7 

In Spain, at Merida, Dis Manibus Sacrum is 
found sixty-eight times, while Dis Manibus is 
found only twice; from Tarragona there are 
ninety examples of Dis Manibus but only five 
or six of Dis Manibus Sacrum; and at Barcino, 
Dis Manibus is found on forty-one inscriptions 
while Dis Manibus Sacrum does not appear at 
all. s A different picture is presented by Hatt's 
study of Gallo-Roman funerary monuments 
from Comminges and Couserans in southwest 
France; there, Hic Situs Est was used through
out the first century A.D.; the dative case of the 
name of the deceased without an introductory 
formula was used in the late first and early sec-
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ond centuries, while Dis Manibus became com
mon only from the middle of the second centu
ry.9 However, the evidence for Italy would 
seem to indicate that a second-century date is 
more likely,IO if our urn does indeed come 
from Italy. The use of the nominative case for 
the name of the deceased after Dis Manibus is 
apparently more common in other parts of the 
empire,!1 but still there are numerous examples 
from Italy.12 

There is nothing particularly striking 
about the discobolos' name. That he lacks a 
praenomen is an additional indication that we 
are dealing with a second-century inscription,13 
which makes it unlikely that he has anything 
to do with the Julio-Claudians (except perhaps 
as a descendant of a Claud ian freedman) or 
with Nero's games in spite of his nomen, Clau
dius. A charioteer named Claudius Olympus is 
known from an inscription dated to "after A.D. 

110, perhaps about 120," an inscription which 
has letter forms very similar to those of the 
present epitaph. 14 The use of the Greek nomi
native, discobolos, and the minor grammatical 
infelicity, sue for eius, may point to a Greek mi
lieu. Sue for suae and usor for uxor may point 
in the same direction, although these latter 
errors are quite common. IS The use of the 
word urna is v~ry rare; the only examples (two) 
in Dessau's standard collection of inscriptions 
are in poetic epitaphs. 16 Other indications of a 
later rather than an earlier date are the adjec
tive praeclarus and the phrase acceptus irnpera
tori. As Gardiner notes, 17 the inscriptions of 
athletes in the second century reveal "a world 
of professionalism, of self advertisement, and 
of records." The best paraJlels to our epitaph 
come from inscriptions honoring pantomimists 
in the late second century;18 Claudius Septi
mus, whose laudation is modest by comparison, 
evidently lived when the glorification of ath
letes and entertainers was just beginning. 

The most troublesome aspect of the in
scription is the punctuation. Almost all Latin 
inscriptions with inter puncta locate the points 
above the line rather than on it. Dr. E. O. 
Wingo, whose dissertation 19 is the standard 
work on the subject, has provided me with two 
examples of inscriptions with the punctuation 



Marble ltl7l, side with inscription, a dedication to the deceased b)' his wife. 
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on the line,20 and I have found one other, one 
which has the punctuation throughout the in
scription (as on our urn). But this inscription 
presents problems because two editors have 
called it false, one citing as his first reason pre
cisely the punctuation. The inscription in ques
tion is Gorpus Inscriptionum Latinarum 3. 224*, 
which is, unfortunately, published in the GIL 
with only one punctuation mark-and that is 
in the wrong place (above the line) . Happily, 
it has also been published with a photograph. 21 

The text reads as follows: 
L(ucia) Flora. Fab(ia). coniunx. optima/pie

tate. castitate. incomparabilis/cunctis . sed. me
liius. diis . placuit/vix(it). an(nis). XVII. m(ensi
bus). II. d(iebus). IV. maritus/cui. snp. deca. f. 
Ruff. f. mar. q(uaestor) . r. pr(aefectus)/ ripae 
Dan[ubJii II. vir. I co(loniae) Breg(etionis) carae/ 

f. s. memona. 
Desjardins considers this inscription to be false 
for the following reasons: 

"I) parceque les points separatifs sont graves 
au bas des lignes au lieu de l'etre au milieu; 

"2) parceque Flora a un prc:!nom, lorsque les 
femmes n'en portent jamais et que Fabia est, 
ou un nomen gentilicium, et non un cogno
men; ou bien exprime l'inscription dans la 
tribu (Fabia), ce qui n'a jamais lieu pour les 
femmes; 

"3) parceque la formule et l'idee qu'elle ren
ferme a la 3e ligne est toute moderne; 

"4) parceque les sigles de la 5 e ligne sont inin
telligibles ou impossibles; 

"5) parceque la charge de praefectus ripae 
Danubii n'existe pas; etc., etc."22 

As we have seen, there are authentic in
scriptions with the punctuation on the line. 
Praenomina for women are indeed rare but 
they are found in the Empire; Cagnat23 'gives 
three examples, one of which is L(ucia) Antistia 
Saturnina (GIL 8. 3869). Flora is certainly sus
pect as a nomen, but it could easily be an error 
for Floria, a fairly common name. 24. Nor is 
Fabia a total impossibility, as witness Aur(elius) 
Fabius (GIL 3. 847) and Cassia quondam Fabia 
(GIL 3. 11052: Brigetio). Desjardins' third and 
fourth objections are as frivolous 25 as Momm
sen's notion that Bregetio could not have been 
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written for Brigetio. 26 It is true that there was 
no post entitled praefectus ripae Danuvii; but 
there stands on record both the title 
praef(ectus) ripae Danuvii et CIvltatium 
duar(um) Boior(um) et Azalio(rum) (GIL 9. 
5363) and praefectus ripae (sc. Danuvii)" (No/. 
Dig., Or. xxxix. 30f., 33-35; xl. 31f., 34f.). 
There is no reason why, on a private inscription, 
of an evidently late date, the husband's office 
could not have been called, tout court, praefec
tus ripae Danuvii. Hence, GIL 3. 224* is proba
bly authentic and provides a good parallel for 
the punctuation of Claudius Septimus' urn . As 
Dr. Wingo has pointed out to me in a letter (of 
October 12, 1973): "I do not see this manner 
of placing the point as a sufficient reason to 
question the authenticity of the urn or the in
scription. Perhaps it would be a reasonable as
sumption that a prospective forger would at
tempt to avoid suspicions by using the regular 
interpuncta. " 

AN OVOID SHAPE for cinerary urns is well attest
ed in the Roman period,27 notably in the first 
century A. 0.,28 but also later in more elaborate 
and highly developed form.29 Our urn fits well 
into this developing tradition of increasing 
elaboration, but with a very strong Hellenizing 
influence which would seem to locate it to 
about the Hadrianic period. The festoon with 
fillets and rams' heads, although Hellenistic,30 
had penetrated into Roman art early in the 
first century B.C.3l Other elements, like the fes
toons once symbolic but now chiefly decora
tive,32 derive from Greek art and are common 
on urns and monuments of the late first and 
early second centuries A.D.: griffins,33 buds,34 
winged geniuses,35 palm branches,36 vines.37 

The combination of tongue decoration, pro
tomes as handles, buds as finials, rams' heads 
and festoons on one urn finds parallels during 
the same period.38 Because discus throwing was 
a Greek skill, the central feature of the face of 
~he urn with the relief, the gymnasium scene, 
IS purely Greek in inspiration . As is almost in
evitable for any artist dealing with an athletic 
theme, both the two central figures and the fig
ure on the left are ultimately Polydeitan in in
spiration; the artist tried, without conspicuous 



success, to reproduce the rhythmic contrapposto 
of Polycleitus. The figure of the herm, sche
matic though it is, is clear enough and serves 
definitely to locate the action in a gymnasium.39 

But it is likewise clear that action such as 
is shown here is not intended to represent the 
principal activity of a discobolos. We are tolera
bly well informed about the ancient mode of 
throwing a discus. Several actual discuses have 
survived,40 and discus throwers in various poses 
are well represented in art. 41 Gardiner42 and 
Pernice43 especially have analyzed this evi
dence. Although it is emphasized that there are 
many possible individual variations in the 
method of throwing a discus, there are still cer
tain fundamental laws of physics which must be 
obeyed; one cannot throw a discus while rest
ing it on one's wrist and forearm, as the figure 
on our urn is doing. Even if the figure were 
holding the discus properly, his body is in the 
wrong position to throw the discus; he can only 

'E.. Gardiner, GTeek Athletic SPOTts and Festivals (London 
19 10) 176. 

'Ace. No. 70.79. This urn was studied as a class project 
in 197 1 by Mr. Luca Fedeli , the n a g raduate student at 
the University of Missouri-Columbia; he later showed pho
tographs of the urn to p'rofessor Enrico Paribeni, who 
thought that whi le the urn itse lf is ancielll, the figurative 
a nd decorative parts a re modern forgeries. However, sub
seq uent examination of the urn itself under black light 
shows no modern re-cutting of the surface, and that there
fore the urn may be conside red entirely ancient. I am 
most gratefulLO Mr. Fedeli for information on matters of 
an and style. 

"Toral height 28.5 em., container 19 cm., lid 9.5 em.; diam
eter at the rim 20 cm., at the base 5 cm. The depth of 
the hollow for the ashes is 13.5 cm. The framed inscrip
tion is 12 em. wide, 9 em. high; the letters of the text are 
5 mm. high, those above (DM) 8 cm. high. 

"See the collection made by L. Moretti , ISCTizioni agonistic/Ie 
GTeChe (Rome 1953). 

' W. Sehwanzlose, De Titulis sepulcralibus Latinis Quaestion
ltm Capila quaUllor(Halle (91 3) 4-7, 18£. 

SA. Oegrassi, Scrilli VG.1·i di antichila (Rome (962) Vol. I , 
659; d. J. H. O'Arms, "Eighteen Latin Inscriptions frOl)1 

Puteoli ," A.J.A. 72 (1973) 155. 
' R. Cagnat, COll1J deJligmphie laline, 4th ed. (Paris 1914) 
279-283, especiall y 28 I, n. 12. 
BJ. Vives Gatell, "Ca raeteristicas regionales de los formu
lal'ios epigraficos romanos," Actas del I congTeso espaiiol de 
estudios ciassicos (Madrid (958) 485-492. 

9J. -J. Hall, "Les monuments funeraires gallo-romaines du 

roll it, which is the action that the farther fig
ure seems to have just concluded. Rather than 
charge the artist with ignorance or incompe
tence, we may perhaps assume that he was 
schematically or impressionistically portraying 
the action of a discobolos44 and was not con
cerned with reproducing an actual or classical 
pose. 

In fine, everything indicates that the urn 
is the product of a Hellenizing milieu in the 
late first or early second century A.D., more 
likely the latter than the former. The identity 
of the emperor to whom Claudius Septimus 
was carus and acceptus seems incontrovertible. 
Who else but the Greekling, Hadrian, in whose 
villa at Tivoli was found a copy of Myron's 
Discobolos?45 

ROBERT J. ROWLAND, JR. 
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Rock Crystal Vessels in Antiquity 

PLINY REPORTS THAT rock crystal was formed 
from ice which had been hardened into stone 
through intense freezing.] Inasmuch as the 
Greek word, i} KpiJ(TTaAAoc;;, meant both "ice" 
and "rock crystal," the idea must have had 
common currency in antiquity, and for once, 
it seems, the Greeks did not "have a word for 
it." The concept of metamorphosis by which 
metals and rocks were formed from water and 
earth had been discussed by Aristotle and by 
Theophrastus2 long before Pliny's day, and he 
surely had ample literature to draw upon for 
his discussion of stones and metals. 3 The notion 
that crystal was formed from ice lived on, for 
as late as the twelfth century Theophilus repeats 
it. 4 

Pliny went on to say that the best rock 
crystal came from India, but that it was also to 
be fou nd in Asia Minor around Alabanda and 
Orthosia, in Cyprus, on an island in the Red 
Sea, in Portugal, and also in the Alps, where 
men had to be suspended from ropes to obtain 
it. He was unable to explain why it formed into 
hexagonal crystals. 

We know today, of course, that rock crystal 
is colorless quartz, the crystalline form of silicon 
dioxide or silica (Si 02) ' Being a hard stone, with 
a hardness of 7, it takes a high polish and is 
immune to the scratches of daily use. Like obsi
dian, agate, alabaster, many marbles and other 
stones, rock crystal posed a challenge to the 
ancient lapidary, and he had taken his hand and 
tools to the material before the middle of the 
second millennium B.C. 

In the Mediterranean world two superb 
vessels testify to the skills of these anonymous 
craftsmen: a bowl with a duck's head handle 
from Mycenae, found in a tomb of Grave Circle 
B and dated to about 1550 B.C.,5 and a rhyton 
from the recent excavations at Kato Zakro in 
eastern Crete, dating from ca. 1450 B.C. 6 The 
duck's head bowl is said to be an import from 

Crete; the rhyton was surely made at Zakro, for 
not only is the shape in keeping with other stone 
vessels from the site but the raw material for 
the lapidary, a mass of crystalline quartz, was 
found in a workshop area by the excavators. 

Although these two examples are perhaps 
the most familiar to the Classical scholar, they 
are not the earliest known in the ancient world. 
Recent excavations at Acemhoyuk, south of the 
Great Salt Lake in Turkey, have revealed in 
Middle Bronze Age levels, dating from the 
nineteenth and eighteenth centuries B. C., two 
tolerably complete though broken rock crystal 
jars, and fragments of a t least three other ves
sels. 7 The larger of the two complete jars has 
a body in the form of a fluted cone and a 
constricted neck of concave profile. Two holes 
opposite one another at the widest point of the 
body served to attach handles. 

In Egypt rock crystal was used for contain
ers at a much earlier period, as excavations at 
Sakkara have shown,S but none of the surviving 
pieces or fragments is so fine as the vessels from 
Acemhoyuk. We should call attention, however, 
to a jar in the Brooklyn Museum from the 
collection of Edwin Smith, who lived in Egypt 
from 1858 to 1876, which through the kindness 
of Bernard V. Bothmer is illustrated here for 
the first time. The jar is of the same shape as 
alabaster and terracotta jars of the XIIth Dy
nasty, and may be dated to the same period, 
or, more specifically, to the nineteenth century 
B.C. 9 Although the quartz is somewhat milky 
and not quite transparent, there is no doubt that 
it was carved from a crystal. 

After the dissolution of the Minoan and 
Mycenaean cultures, it is not until the time of 
the ascendancy of the Persian Empire in the 
eighth century that we again encounter rock 
crystal vessels. The major portion of a bowl 
engraved with a petal pattern, now in the Ash
molean Museum in Oxford, came from 
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Rock crystal jar in Brooklyn. Height 6.5 cm. Photo 
counes)' of The B7'00klyn MltSeu1l!. 

Rock crystal jar in The Met7'Opolitan MltScU'ln of Alt, from C),prns. Height 
11 cm. (Purchased by slwscriptwll, 1874-76.) Photo COUltes)' of 'the Metropol
itan MltSeum. 

Left: 1'Ock cI)'stal jar in The Met1'Opoiitan Museum of A It, from CypnIJ. Height 
8.2 cm. (Purchased by subscription, 1874-76.) Photo cowtes), of rhe Metropol
Itan MltSeum. 



imrud. 1O Fragments of several small vessels, 
one from the neck of a bottle, another from 
the lower part of a tumbler, have been found 
at Persepolis. 11 These pieces are of exceptional 
interest because their occurrence coincides with 
the earliest use by glass-makers of colorless (in 
fact, de-colored) glass in the manufacture of 
glass ves~els. Bea~ing i~ min~ that glass was. first 
utilized 10 the thIrd mIllen mum as a substItute 
for semiprecious stones, notably lapis lazuli and 
carnelian, we may be reasonably certain that the 
Persian craftsmen, experimenting imaginatively 
with glass in the eighth century, were intention
ally making glass vessels, not of colored and 
opaque glass, as they had been accustomed to 
do, but instead of glass as clear as crystal. 12 

Contemporarr with these fragmentary 
pieces from Persia are two complete vessels 
from Cyprus, today in the Metropolitan Muse
um of Arl. 13 Both are pear-shaped, necked jars, 
with two projecting lugs on the necks , pierced 
to take handles. The larger of the two has 
block-like contours, with sides and boltom only 
slightly rounded in profile, and with the body, 
shoulder and neck meeting at well defined 
angles. The smaller has well rounded contours, 
no shoulder proper, but identical neck and 
pierced lugs. In the Cairo Museum there are 
two bronze jars, with loop handles swinging 
from the neck, which provide close parallels to 
the larger of these crystal vases. The two 
bronzes are without provenience and are dated 
to the "late period."14 Knowing of my interest 
III these objects, Christine Lilyquist, Curator of 
Egyptian Art at the Metropolitan Museum, 
suggested that additional comparisons might be 
found among the objects published by Dows 
Dunham from the cemeteries at Kush; and, 
indeed, from El Kurru there is a small rose 
quartz jar of precisely the same shape as the 
large r of the crystals from Cyprus, as well as 
~ Slone and sill'er pendant of matching shape. I:, 
rhese can be dated to the second half of the 

cighth cent ury B.C. As a result, we are safe in 
saying thal the two jars from Cyprus were 
proba bly made in Egypt at this time. 

:\L:lIIOUC H DURING THE CLASSICAL and Hel
Icnistic periods rock crystal was occasionally 

used in seal stones and incorporated into jewel
ry, vessels of the material are exceedingly rare. 

. I n fact , the one and only piece that comes to 
mind is the exquisite crystal alabastron from 
Cyprus in the Metropolitan Museum. ls With a 
stopper in the form of a crystal disk mounted 
in a gold tube and trimmed with gold filigree, 
this object must be counted as one of the stars 
of the ancient lapidary's conception and work
manship. What can be the reason for t he lack 
of examples from this period, which was noted 
for the exuberance of its elaborate silver and 
polychrome jewelry and glass? Is it chance? Or 
is it rather, as I am inclined to believe, that rock 
crystal was too severe for the taste of the time? 

In any event, whether after a real or ap
parent hiatus , rock crystal vessels again came 
into fashion in the early Roman Empire. Some 
two dozen amphoriskoi and small jars have been 
dated to the first centuries before and after 
Christ. One of these is a recent acquisition of 
the Museum of Art and Archaeology at the 
University of Missouri. The vase, an amphoris
kos, is not a new find, for it can be traced back 
through se\'eral owners to the nineteenth
century collection of a n Englishman, Alfred 
Morrison. li 

Let us look closely at this vase: the body 
is barrel-shaped, the stem and foot intricately 
profiled, with the bottom part of the foot en
cased in a gold mount which appears to be 
modern; the neck is constricted, the shoulder 
has a gradual slope, and the angle it forms with 
the side of the body is be\·eled. Two elbow
shaped handles, square in cross-section with 
small knobs at t he lower ends, project from the 
neck and shoulder. The mouth of the vase is 
missing and the neck has been ground down 
so as to be nearl y Aush with the top of the 
handles, evidently as a means of eliminating 
what otherwise would have been a chipped and 
irregular edge. Several fractures run through 
the body of the vase, yet it is not actually broken. 

The shape of the amphoriskos, as well as 
many of the parallels mentioned below, in ad
dition to some of the jars already discussed, was 
determined by the form of the quartz crystals, 
elongated hexagonal shafts. We may suppose 
that the first step in the manufacture of the 
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Rock clystal amphoriskos in The Museum of Art and ATChae
oiog), University of Missouri-Columbia. Hetght 9.4 em. 
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object was the boring of the interior. Obviously 
a hard abrasive was used, and it is possible that 
diamonds, which were well enough known at 
the time, were employed, although this is not 
certain. I8 In any event diamonds were not cru
cial to the process, for well hollowed interiors 
had been achieved centuries earlier when dia
monds were not available. The grinding and 
polishing of the exterior was probably complet
ed by the use of Naxian emery, which Pliny says 
was the customary abrasive for finishing gems. 19 

A crystal amphoriskos, with similar elbow
shaped handles but with a body having stiffer 
contours and spreading outward toward the 
bottom, was found in 1957 in northern Italy, 
east of the southern end of Lago Maggiore, in 
the environs of Mercallo. The tomb from which 
it came can be dated to the mid-first century 
A.D. or a bit later.2o 

A date in the first century of our era is 
confirmed by comparisons to silver, glass, and 
other stone vessels. Hans-Peter Buehler has al
ready noted the similarity of the handles on the 
Missouri vase with those on an amphoriskos of 
agate in the Staatliche Museum in Berlin
Charlottenburg, which came from the collection 
of Frank Calvert, a nineteenth-century United 
States consul in Turkey.21 Regrettably, the Ber
lin vase cannot be dated independently. Yet 
handles of comparable design occur on an agate 
aryballos in the Archaeological Museum in Is
tanbul, and this vase is known to have come 
from a sarcophagus burial of the first century 
A.D. at Pergamon.22 At least two crystal am
phoriskoi, one close in profile to the Missouri 
vase, have been found at Pompeii,23 and in the 
collection of silver from the Casa del Menandro 
at Pompeii there is a pepper pot of similar 
design. 24 Furthermore, the turned stem and 
foot can be matched on silver and glass objects 
of the early Imperial decades. 

ADDITIONAL BARREL- SHAPED VASES of rock 
crystal, some with handles, some without, are 
to be found in m.useums at Aquileia, Pula (in 
Yugoslavia), Cologne, Athens, Berlin and Lon
don. 25 Other shapes exist as well: a pear-shaped 
alabastron was sold recently at Parke-Bernet 
Galleries,26 while two even more accentuated 



pear-shaped vases, both with curving ~a~dl~s, 
are in museums at Varese and AqUilela In 

ltaly.27 There is an octagonally faceted jar in 
the Museum of Fine Arts, Boston, illustrated 
here for the first time through the courtesy of 
Cornelius Vermeule, of special interest in that 
the eight-sided fo~m . represents a deliberate 
disregard for the sIx-sided shape of the crystal 
from which it was cut. 28 

The carvers of rock crystal in the Roman 
period did not restrict their energies to vessels 
of small size. Pliny mentions a dipper that cost 
a lady 150,000 sesterces, and two cups that 
Nero, in a rage, smashed to pieces. 29 Cassius Dio 
calls attention to a crystal kylix accidentally bro
ken at a banquet given for the Emperor Au
gustus.30 We are not obliged, however, to limit 
our discussion to literary references; vessels of 
moderate size and of exceptionally clear crystal 
have survived from the Roman period: a two
handled cup of smooth contours in Cologne, 
one of larger size and of different design in 
Naples, from Santa Maria di Capua, decorated 
on the body with a naturalistic design of 
branches and leaves in raised relief, and, largest 
of all , a kantharos with ring handles and thumb 
stalls in the Treasury of St. Marks, Venice.3l 

A fragment of an open bowl in the British 
Museum is all that survives of a vessel originally 
more splendid than the preceding three. It had 
figured decoration carved in relief on the ex
terior; what remains shows a maenad in ecstasy 
and, above her, a portion of the rim of the vessel 
with an egg-and-dart pattern. 32 The fragment 
reminds me of the superb kantharos in the 
Kabul Museum found in 1939 by French exca
vators at Begram.33 For years I have wondered 
whether this object, always considered to be of 
glass, might not in fact be of rock crystal, for 
bits of gold leaf still adhere to the relief decora
tion, a vine branch, and the condition of its 
surface is pristine. This opinion was reinforced 
In ~arch .1973 when on a visit to the Warburg 
Institute In London I had an opportunity to 
make a close inspection of the original pho
tographs used by Otto Kurz in his publication 
of the skyphos. Even more recently a new book 
o~ the Kabul Museum by Benjamin Rowland 
with photographs by F. M. Rice has come to 

Rock CI)stal jar in The Museum oj Fine Arts, Boston. Height 
B.9 em. Photo cou/·tesy of The Museum of Fine Arts. 
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my attention. Here it is stated flatly that the 
vessel is of rock crystal.34 

I have not been able to trace a rock crystal 
situla, or bucket, which belonged in the late 
eighteenth century to William Ponsonby, the 
second Earl of Bessborough. This object came 
to Ponsonby in a roundabout manner from the 
collection of the Baron Stosch and was first 
published in 1785.35 The author of the arti~le, 
Thomas Pownall, was just shy of pronouncmg 
the situla unequivocally an antiquity, yet to 
judge from his illustration I see no reason to 
doubt its authenticity. 

Nor is anything known of the present 
whereabouts of the cache of precious objects 
uncovered on the Esquiline Hill in Rome in 
1545, a find which included numerous small 
sculptures and vases in rock crystal apparently 
of the first century A.D.36 

The story of rock crystal does not, of 
course, come to a close with the end of the 
Roman Empire. Vessels continued to be carved 
in succeeding centuries and, in fact, rock crystal 
lapidary work reached its heyday during the 
period of Fatimid rule in Egypt (A.D. 969-1171). 
Much has been written about surviving exam
ples of these two centuries, magnificent cre
ations which are preserved to us today owing 
to the fact that they were taken to the West and 
incorporated into royal and ecclesiastical trea
suries. That subject, however, lies outside the 
scope of this discussion. 37 

ANDREW OLIVER, JR . 

New Yark City 
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A Seventeenth-Century Spanish Glass 

THE GENERAL CONTOURS of the glass shown 
in Figure 1 suggest a goblet or a chalice, but 
the vessel is considerably larger than the usual 
wineglass. I Since the rim was splayed to f<;>rm 
a lip, this vessel may have be<=:n used for ~nn~
ing a beverage other than wme, or possibly It 
was a loving cup, to be passed from hand to 
hand. 

The transparent green glass is glossy on the 
surface, and its clarity is unmarred except for 
one small bubble (2 mm.) and a few others no 
larger than pin pricks. The hollow foot was 
blown from one gather of glass, and the bowl 
from another. The paraison (partially shaped 
mass of molten glass) for the foot was opened 
and shaped into a cone; the edges were spread 
and turned under for reinforcement. The 
paraison blown for the bowl was attached to the 
hollow foot as the latter was being held on the 
pan til, an iron rod used for holding hot glass. 
After the bowl was detached from the blowpipe 
-the entire vessel being held on the pontil- the 
rim was opened up to form a bell-shaped cup. 
The rim was encircled with trailed threads of 
dark brown glass, which show a peculiar un
evenness due to lack of complete fusion. The 
rough mark of the pontil, left unpolished, shows 
within the cavity of the foot (Fig. 2). A simple 
decoration was formed around the bowl by 
trailing two cords of dark brown glass and 
pinching them together to create a chain of oval 
links. 

Except for its shape, which is not charac
teristic of any specific place of manufacture, this 

[Dr. Donald B. Harden, formerly director of the London 
Museum, stated (on a visit here in 1971) that this vessel 
seemed to him probably Spanish of the seventeenth or 
eighteenth century, or possibly from the Low Countries, 
or even Italy. He advised me to consult Mr. Robert F. 
Charleston of the Victoria and Albert Museum. The latter 
thought it might be Spanish, but suggested that I consult 
Mrs. Frothingham; therefore I wish to express my gratitude 
to these scholars. - Ed.] 
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footed bowl is typical of glass blown in southern 
Spain during the seventeenth century. The 
green coloration contrasting with brown, the 
quality of the thinly blown glass with its minute 
bubbles, the trailed threading and chain deco
ration, the turned-under rim of the base, all 
indicate the probability that it was produced at 
a glass furnace of Castril de la Peiia, a town 
in Granada province. 

Glasses from this center, now in the Museo 
Arqueol6gico at Granada,2 bear a close rela
tionship in quality and technique to the Missouri 
glass. Numerous examples may be seen also in 
the collections of the Victoria and Albert Muse
um, London, and of the Museo Arqueologico 
Nacional and the Museo de Artes Decorativas 
in Madrid. A vase of Castril glass (Fig. 3) in the 
museum of The Hispanic Society of America, 
New York, is more easily identifiable as the work 
of a glass blower in southern Spain because of 
its traditional Moresque shape. In this object are 
found the same quality of transparent green 
glass as that used for the Missouri bowl, al
though the threads are sapphire blue, and the 
same kind of cord decoration, in this instance 
trailed vertically and pinched into a net pattern. 

Not much was known until the nineteenth 
century about the glasses made in Granada and 
other southern provinces. Even the Spaniards 
regarded these objects as ordinary household 
goods of little interest, but now the glasses 
blown in small workshops from the sixteenth 
through the eighteenth century are recognized 
by museums as worthy of attention. Forerunner 
among museums to collect the glasses of south
ern Spain was the Victoria and Albert Museum 
in London, which, in 1873, bought more than 
three hundred pieces from a Spanish biblio~
rapher who traveled extensively in Spain. ThiS 
man, Bonifacio Riaiio y Montero, and his 
brother Juan listed the purchases made over a 
period of years, attributing each piece to a defi
nite locale near the town or city where he had 



found them.3 Six years later, Juan published a 
book" which included a chapter on Spanish 
glass. His statements were based largely on his 
brother's notes about the glasses belonging to 
the Victoria and Albert Museum, and on the 
research done by a friend in Spanish municipal 
archives.s 

A meticulous study of glasses found in the 
entire region of Granada, Jaen and Almeria 
brings recognition and the realization that these 
vessels usually display certain distinctive char
acte ristics of color, ornamentation and shapes. 
Colorless glass, known as crystal in Barcelona 
during the sixteenth and seventeenth centuries, 
was not produced at this period in the southern 
factories . T heir metals, tinted ei ther accidental
ly by impurities in the silica or intentionally by 
the add ition of iron oxides, ranged in shades 
of green, from pale leaf-green to dark olive, 
from aquamarine to a rich emerald . Other 

1. CLass drinking vesseL, pmbabLy from 
CastriL de La Pelia (Granada), seven
teenth century. Museum of A rt and A r
chaeoLog)" Universit), of Missouri
CoLumbia. 

2. View of the base of the Missouri vesseL, 
showing the pont if mark. 
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3. Glass vase, probably from CastTiI de la Peiia (Granada), sev
enteenth century. Photo courtes), of the Hispanic Societ), of 
Amenca, New YOlk 

38 

compounds added to the pot gave brown that 
is almost black, purple, cobalt blue and amber 
yellow. All the glasses, whatever their color, are 
filled with minute air bubbles. Often in the 
glasses of Castril and other Granadine furnaces 
two colors are combined, the basic greens or 
pale amber being trimmed with contrasting 
hues. At Castril, the glass men attempted to cor
rect the green coloration in the metal by adding 
a manganese compound to the pot, but a 
greenish or yellowish tonality persisted. In an 
effort to achieve a colorless glass they also blell· 
it very thin. The plastic decoration of traired 
threads, chains and pinched crestings is tradi
tional in southern Spain, carried on probably 
since the time of Roman domination in Hispan
ia. Hispano-Moresque influence is noticeable in 
many shapes, especially vases, but this trait is 
modified to some extent by the influence of 
Venetian-style shapes produced contemporan
eously in Barcelona. Drinking glasses from 
southern Spain range from wineglasses and 
tumblers to mugs, and while they do not reach 
the high artistic standards of Catalonian glasses, 
a few originating at Castril de la Pena compare 
favorabl y with those of Venetian style from 
other regions. 

ALICE WILSON FROTHINGHAM 

Cum/or Emerita of Ceramics 
The Hispanic Societ)' of America, New York 

I Museum of Art and Archaeology, University of Missouri
Columbia, Ace. No. 64.87. Provenience unknown. H. 12.3 
em., diam. rim 15.2 em., diam. base 10.1 em. Gift of Mr. 
H. K. Negbaur. 

2 Joaquina Eguaras Ibanez, "Museo Arqueol6gico de Gra
nada ; Colecci6n de vidrios andaluces," Memorias delos lIIu;eo; 
arqueol6gicos provinciales, 1948-49 (extractos) IX-X (Madrid, 
Cuerpo Facultativo de Archiveros, Bibliotecarios y Arqueo-
16gos 1950) 289-296. 
3 Bonifacio Riano y Montero, [List of glasses, 1873J. MS 
(B916) in the library of The Hispanic Society of Amenca, 
New York: Alice W. Frothingham, Hispanic Glas; (New 
York 1941) 74; idem., Spanish Glass (London 1963) 53-54. 
4 Juan Facundo Riaiio y Montero, The Industrial Arl; of 
Spain (London 1879) 1st ed., [228J-249. 
5 Manuel Romero y Ortiz, Letter dated September 30, 1873. 
MS (B969) in the library of The Hispanic Society of Amen
ca, New York. 



J ainism and J aina Bronzes 

HINDUISM, JAINISM a nd B UDDHISM are the 
three principal religio ns of India. Hinduism 
developed as an offshoot o f Brahmanism, which 
was the most ancient re ligio n of India. Whe n 
Brahmanism became the relig io n exclusively of 
Brahmans, the highest caste, j a inism came into 
ex istence as a revo lt against this situation a nd 
was open to other castes. Fina lly, Budd hism was 
founded in the .fi ft h cen tury B. C. T here are 
many theories concerning the relative antiquity 
of these re ligions, but discussio n o f this proble m 
is inappropriate here. 

Jain ism has always been con fi ned chie fl y to 
India and has scarcely spread outside tha t 
country. The notable tra its of j a inism are the 
numerous splendid tem ples, statues and works 
of art, the mon ks, who a re dedicated to the 
pursuit of lea rning a nd pena nce, and the influ
ence of the ascetic communi ty ove r its lay fo l
lowers . T hese characte ristics have led to charity 
and acts of benevolence, mainly in the fie ld o f 
temple-construction, fasting, ceremonial wo r
ship, vegetarianism a nd the consequent uplift 
of the Jaina lay communi ty. 

Although two br-oad d ivisio ns later devel
oped within the faith-the Di gambara (sky-clad) 
and the Shvetambara (white-robed)- the Jainas 
form a commun ity with a basic re ligious unity. 
They worsh ip twenty-fo u r T irthan karas (also 
call ed Jinas) , not as celestia l beings but as 
human beings who rea lized their true selves, 
attai ned the highest knowledge and thus were 
freed from bondage. Such e mancipated souls 
are man y, but among these the T irthankaras, 
who established and o rganized the j aina 
church, known as Sa mgha--composed o f 
monks, nuns and laymen (both men a nd 
women)-are the "make rs o f the fo rd to cross 
the ocean of mise ry, bondage a nd rebi rth" a nd 
are worsh iped in Ja ina temples as godhead s. 

They are not, ho weve r, Creators. Freed from 
a ttachments o r ave rsio ns of any sort, t hey d o 
no t favor or frown upo n any creature . T heo
reticall y, they are wo rshiped for their va rio us 
virtues; in practice, however, Jainas wo rship 
them just as fo llowers o f other religio ns wo rship 
their god or god s. 

The diffe re nce between the two ma in j a ina 
sects mentioned above is that the forme r insists 
o n complete removal of all posses io ns includ
ing ga rments, while the la tte r allows white robes 
to be worn . T his has been refl ected in their 
image-worship, beginning in the ea rly centuries 
of the Christia n e ra, and the differences beca me 
acute by the end of the fifth centu ry, tha t is, 
a bou t a thousand years after the death of the 
last T irthanka l-a, Mah avira, in 527 B. C. T he 
images worshi ped by the Digambaras sh ow no 
a pparel or ornamen t, while those o f the Sh vet
ambara sect wear a lower ga rment (d ho ti). 

Although Buddhist a rt is better kno wn than 
j a ina, neverthe less the latte r produced innu
merable images in brass, copper and stone, and 
even in precio us a nd se miprecious gems. T hese 
a re still worshiped in j a ina shrines in a lmost a ll 
of the states o f India. A g reat many have found 
their way in to museums in India, Euro pe and 
Ame rica, as we ll as in private collectio ns. 

T he representatio n s of T irthanka ras a re 
shown either singly o r in groups of three, fi ve , 
twenty-four etc. Since the images o f the Tir
thanka ras resem ble one another, they can be 
ide n tified only by the distinguishing marks 
shown either below the feet of the Jina o r on 
the pedestal o f the fi g ure. In earl y Jaina a rt the 
ide n tifying symbo ls o f T irthankaras were not 
shown, bu t the na me o f the Jina was g iven in 
the inscription o n the pedestal. In the a bsence 
of either of these practices, identificatio n o f the 
jina becomes very di ffic ult , as is shown in man y 
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1. Tirthankara figure, Digambara sect. 
From Centra! lndia, eighth century. 

3. Vimalana/ha, the [hilteen/I! Tilthan
ham, dated 1717. Above: front view; 
opposite page: side and back with in
senptlOn. 

2. Rishabhanatha, the fint Tirthankara (front and back). From Central India, dated 1316. 
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fi gures discussed late r. T he Jinas have tlVO arms 
and are either sea ted on a lotus pedesta l in the 
posture of meditation (padmasana), ) with both 
hands lying in their laps, or sta nding in medita
tion, in kayots01ga pose. 2 All the figures have 
slender, youthful, beautiful bodies and pleasing 
countenances. 

The seated T irthankara figures are very 
similar in postures to those of the Buddha; the 
only difference is that figures of Buddha have 
two garments, whereas the Jinas either wear 
on I)' the 10IVer garment or are nude, depending 
on which Jaina sect they belong to. 

T IlE Ivl usEU M OF ART A ' 0 ARCHAEOLOGY has in 
ir s coll ection twelve Jaina bronzes, representing 
both sects. All the sing le figures, except two 
relating to tribal style, will be described first. 

. A bronze figure of J aina T irthankara (Fig. 
I) IS of the Digambara sect, standing in kayot
sarga pose on a pedestaJ.'l Owing to the absence 
of any emblem or inscription it is difficult to 

identify the T irthankara, but it can be dated to 
about the eighth century , and it is probably 
from Central India. It seems to be the earliest 
Ja ina bronze in the co llection. The figure is 
much worn as the I-esu lt of worsh ip for a lo ng 
time. 

Figure 2, of the same sect, represents the 
first Jaina Tirthankara Rishabhanatha (also 
ca lled Ad inatha) wh o can be recognized by the 
bull shown on top of the pedestal in the center: ) 
T he Tirthankara sits in padmasana position o n 
a cushion placed upon a throne su pponed by 
a lion at each end. This throne, ca ll ed simhasa na, 
is used especia ll y for gods and empero rs. Below 
the bull is a sma ll standing figure which is no t 
entirely clear. St ill lower, on the front face of 
the pedestal supporting the throne, is an in
scription beginning at the right and running to 
t he left all around . It indicates that the bronze 
was installed in the Samvat year 1373 (A. D. 13 16) 
by d isciples of Subhakirtti deva, of Mula 
Samgha. The head of the Jina shows no llshnisha 
(a protuberance) on top of the head, as is com
mon ly seen on figure of T irthankaras and 
Buddhas. The modeling of the face a nd body 
seem to be typica l, a lthough figures in this style 
are not we ll known and few are published. 
However, the ph ysiognomy has a certain simi
larity to a few Ja ina sculptures in the Nagpur 
Museum, on the basis of wh ich one can tenta
tive ly assign these to Cen tral India, possibly the 
Raipur District. Th is is a rare specimen of the 
bronze art o f the region. T he profile of the face 
shows a long nose and lo ng, wide eyes, such as 
are more common ly seen in Western India, but 
the physiognomy is typical of Centra l India. 

The thirteenth Tirthankara, Vimalanatha, 
is shown in Figure 3. :; His symbol is the boar, 
represented by the sketchy incised figure in the 
rectangular box in the center of his seat. The 
figure is made of solid cast bronze. The model
ing indicates a fa ir ly late date for this bronze. 
An inscription a round the back and sides of the 
seat notes that the image lVas consecrated in 
Samvat year 1774 (A.D. 17 17) by Shri Vijaya
kshama Suri of Tapagachchha. T he low seat 
supported on shon legs and decorated with a 
vine scroll is unusua l. T he thick girdle and the 
name o f the monk and his group (mentioned 
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in the inscription) indicate that the bronze be
longs to the Shvetambara s~ct. T~e style shows 
that it was probably made In GUJ~rat. . 

Parshvanatha, the twenty-third Tlrthan
kara (Fig. 4),6 is regarded by. modern scholars 
as a historical personage. He hved two hundred 
yea rs before the death of Mahavira, the twent~
fourth and last Tirthankara. Because of his 
close affinity with the snake, figures of Parshva
natha usually have a seven-headed snake-hood 
as a canopy above the head, as shown in this 
simple figure. The Tirthankar~ sits in ardhapadm
asana7 posture on a seat with an open-lotus 
petal design in front; there may have been a 
lower portion of the pedestal and legs, now lost. 
The motif of the open-lotus petal suggests a 
date around A.D. 1200-1225. 

Parshvanatha is represented as a main fig
ure with two other Tirthankaras in a group of 
three Jinas (Fig. 5).8 He is seated in padmasana 
postUl-e on a cushion resting on two lotuses in 
relief, upon a rectangular pedestal. Behind him 
rises a cobra with seven hoods enclosed in a 
circular strip (partly missing) representing a 
halo. On either side stands a Jina in kayotsarga 
posture, each having his whole body enclosed 
in an oblong halo. The figures of these Jinas 
cannot be identified owing to the absence of 
accompanying symbols. On the right side of the 
pedestal is a seated male attendant, Yaksha,9 
car rying a citron in his right hand and a money 
bag in his left . He is the Jaina counterpart of 
the Hindu Kubera. On the left side of the 
pedestal is a two-armed Yakshi (the female at
tendant) called Ambika, carrying a child on her 
left arm . 

The Yaksha and Yakshi, the devotees ofthe 
Tirthan kara and defenders of his religion, 
usually guard the corners of the pedestal on 
which he is seated. Jaina texts also assign Yak
shas the positions of fly-whisk bearers in the 
retinue of a Tirthankara image. From the 
Gupta period (fourth century) onward their 
figures are inv~riably appended to the sculp
tures of the TlI-thankaras. The bronze under 
discussion was cast by the lost wax process, with 
some parts cast separately and joined on later 
as is obvious from a study of the back of th~ 
Image. The eyes and eyebrows of the figures 
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4. Pa.rshvanatha, the twent),-thil'd Til1hankam. Above: front 
view; below; back view. Date ca. 1200-1225. 



5. Parshvanalha wilh two othe1' Jinas. Left: f1'onl view; right; back view. From Western India, dated ca. 1052. 

6. Gmup of five TiTthankaras (front and back views), dOled 1126. 
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7. Chovisi - all twenty~rOUT .finas - with 
Sh Teyam.sanatha as principal deity 
(Imnt and back views). 



are rendered by simple incised lines, probably 
after casting. The style is typical of Western 
India (Rajasthan or Gujarat). The arrangement 
of the figures is derived from an earlier Western 
I ndian tradition known at least as early as the 
seventh century. Especially noteworthy is the 
way of representing the lotus at the end of a 
long stalk, arrang~d !ike a scroll. A s~ort, only 
partly legible InSCrIptIOn on the back gives Sam
vat 1109 (?) as the year of the image's consecra
tion, equivalent to ca. A.D. 1052. 

A group of five Tirthankaras (Fig. 6) has 
the largest figure in the center, seated in padm-

asana posture on a simhasana. 1O Since this figure 
wears a snake-hood, he may be either Parshva
natha or Suparshvanatha. On either side the 
Jina stands in kayotsarga pose in front of pillars 
supporting a semicircular arch. At the junction 
of the pillars and the arch are seated two other 
Tirthankaras in padmasana pose. None of these 
four Tirthankaras can be definitely identified. 
The bronze is much defaced and worn through 
worship, by being bathed, cleaned with a brush 
and rubbed dry with a cloth. The back of the 
bronze shows an incomplete inscription giving 
a date Sam (= Samvat) 1183, corresponding to 
A.D. 1126. 

A GROUP OF ALL the twenty-four Tirthankaras 
is called chovisi or chalurvimshalipatta (Fig. 7). 
The one in the center is the principal deity, 
seated in padmasana pose, while the remaining 
twenty-three are shown in seated or standing 
postures around him ." An inscription on the 
back of this image states that it was installed in 
Samvat 1497 (A.D. 1440) and that Shreyamsa
natha, the eleventh Tirthankara, is the principal 
deity. The arrangement of the remaining fig
ures is typical; it was popular all over Gujarat 
and Rajasthan during the medieval period. On 
the very top of the bronze is the Mangala Kala-

8. Samavasarana, ' of gods, of the Digambara sect. hom Gujamt. The inscrijJ/ioli arollnd 
the top of the baldachin (right) gives the date as about 1477. 
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9. Bronze in folk style, daled ca. 1421. 

sha (auspicious water pot). On the right of the 
simhasana of the main figure sits his Yaksha 
Ishvara holding a trident in the left hand, while 
on his left is his Yakshi Cauri; both are seated 
in laLitasana pose (at ease). 

On the raised rectangular base are repre
sented the heads of navagrahas (nine planets). 
This practice of howing nine (or eight) heads 
of the planets on top of the pedestal is common 
to a number of bronzes from Western India. 
On the extreme ends of the elaborate recessed 
pedestal, male and female worshipers as donors 
of the image are seated facing each other. It 
is not known where the bronze was found, but 
it must have been cast in Cujarat or Rajasthan, 
as suggested by the recessed pedestal. The tri
angular top suggests a type of superstructure 
called phamsanal 2 in texts dealing with architec
tural tradition. 

Samavasarana l3 (Fig. 8) is an assembly of 
gods, human beings and animals attending the 
sermon of a Tirthankara. 14 For this purpose a 
special structure is erected, square or circular 
in plan, having three separate fortifications, one 
inside the other, at specified distances. In the 
intervening spaces sit different classes of beings. 
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J O. Tirthankara (/l'Ont and back), date and origin unknown. 

The edifice is entered from four directions, and 
the center is a raised platform or dais on which 
the Tirthankara sits and delivers the sermon. 
So that those on all sides can see him, four 
identical images of the Tirthankara are placed 
on the dais, each facing in a different direction. 
In the upper (square) part of this bronze the 
four identical images are seated in padmasana 
pose on the dais in a pavilion. Their heads are 
shaded by umbrellas (chatTa), symbols of sover
eignty. The lower (circular) portion represents 
the assembly with the three fortifications . The 
four entrances are indicated by double incised 
lines and the human beings by incised dia
mond-shaped designs with crossed lines above. 
On top of the pavilion is a baldachin and on 
top of this an inscription, now partly defaced, 
seems to give a date Samvat 1534 (?), about A.D. 

1477. This indicates when the bronze was made 
and consecrated and also shows that it belongs 
to the Digambara tradition. The style of the 
image is that of Rajasthan or Cujarat, probably 
the latter. 

Figure 915 shows an example of folk style 
rendered in a peculiar way . The bron.ze is a rare 
type, and though late and crude, an mterestmg 



II. Three Tilt llllnkaU/s (front and back), jJossibl)' of 
the twelfth cetlilll)'. 

specimen the like of which has not yet been 
published. The Tirthankara sits in padmasana 
pose under a triple umbrella joined by bars to 
a semicircular arch supported by thin pillars. 
On the front of the a rch, at the bottom, a re 
two tiny elepha nts; on the fronts of the two 
pillars are two garland bearers, and be low them 
two yakshas represented as fly-whisk bearers. 
The simhasana and the pedestal are crudely 
fashioned. In the center of the pedestal is a 
small standing figure , somewhat defaced. 
Usually this place is reserved for a goddess, 
Shanti devi. On top of the pedestal are nine 
small heads representing nine planets, four on 
the right and five o n the left. The bac k bears 
a partly legible inscriptio n. The date is not quite 
clear, but seems to read 1478 (?), A.D. 1421 (?). 
The back of the ha lo is unusually e laborate. 

The Tirthankara with five-headed snake
hood 16 (Fig. 10) is of peculiar style. He sits on 
a semicircular pedestal, along the top of the 
front of which is a row of stylized lotus petals. 
The provenance is not known, and no Jaina 
Tirthankara image of this type of tribal style 
has yet been published. For this reason the 
figure is important. 

The three nude Tirthankaras shown in 
Figure 1117 pose under a trefoil arch , the ends 
of which run straigh t down to the top of the 
pedestal. The central figure is somewhat taller 
tha n the two at the sides . All three stand under 
the stylized triple umbrella. The modeling of 
all the figures is crude. Large, long eyes and 
straight noses with wide nostrils suggest a n early 
m edieval Western India n tradition. Two atten
dants, one at each side of the Tirthankaras, 
carry long objects, very crudely indicated Ay
whisks, which these two yakshas carry in all 
Jaina traditions. An inscription on the back (Fig. 
II , right) gives the date Samvat 1104 for the 
insta llation of the image. This does not seem 
to be a date in the Vikrama era of 57 B.C., since 
the script of the inscription is defi nite ly later. 
If the date is in the Saka era which a ntedates 
the Christian era by seventy-eight years, it 
would be equiva lent to A.D. 11 82. Even this date 
appears to be somewhat early for the script, but 
if it has been read correctly the bronze must 
date from the end of the twelfth century. 
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12. Figure In-obabi)' oj/he goddess Ambika. 

Yakshi Ambika,18 shown in Figure 12,19 has 
already been mentioned in relation to Figure 
5. The faces of all the figures were worn down 
during worship. There is no inscription. The 
rendering of the tree above the head of the 
goddess is peculiar; its top portion is mutilated. 
According to Jaina mythology, however, the 
tree under which the goddess sits is the mango 
tree, and the tree in this bronze thus is meant 
to be a mango tree. The goddess sits in the 
lali tasana pose, with one foot tucked up. The 
right foot rests on the back of a lion, her mount. 
In her right hand she seems to carry an object 
which looks like a much worn fly-whisk, but 
usually Ambika carries a mango branch . At each 
side of the goddess is a worn figure, and a third 
stands in front of the pedestal, but Ambika 
usua lly has only two figures of her two sons (one 
on her lap, the other standing beside her). Since 
our identification of the tree is also doubtful, 
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the identification of this image must remain 
tentative. 

The ]aina bronzes in the Museum of Art 
and Archaeology of the University of Missouri 
represent both sects of ]ainism, as we have seen. 
The periods range from the eighth century to 
the eighteenth. Most of the bronzes represent 
the Western or Central Indian tradition, but in 
general a wide variety of types and styles is 
represented. 

UMAKANT P. SHAH 

Deputy Director, OrientaL Institute, Baroda 

SARLA D. NAGA R 

University of Missouri-Columbia 

I Both legs are crossed and locked with soles of the feet 
upward. In the ardhapadmasana one foot is placed as in 
padmasana, while the other is neither crossed nor locked 
with it, but simply rests below the other, as illustrated 
in Figure 4. 

2 Standing straight with arms hanging down in an easy 
way, without stiffness or tension in any limb. 

3 Museum of Art and Archaeology, University of Mis
souri-Columbia, Ace. No. 70.170. H. 10.3 cm. Gift of 
Dr. Samuel Eilenberg. 

4 Ace. No. 66.160. Total H. 14.2 cm. This and all the 
following bronzes are the gift of Dr. and Mrs. Samuel 
Eilenberg. 
Ace. 0.66.164. H. 14 em. 

6 Ace. o. 63.3.25. H. 7.8 em. 
7 See note I. 
8 Ace. o. 65.167. H. 13.9 em. 
9 U. P. Shah, "Yaksa Worship in Early ]aina Literature," 

Journal oj the Oriental Institute 3 (1953) 54-71 ff. ; B. C. 
Bhattacharya, The Jaina Iconogmph), J (Lahore 1939) 90 If. 

10 Ace. No. 65.160. H. 11.2 em. 
II Ace. No. 65 .166. H . 26.4 cm. 
12 A type of stepped pyramidal roof with all the s teps 

diminishing on all sides as they ascend, popular In the 
medieval period in Gujarat and Rajasthan. A typIcal 
example can be seen on the sabhamandapa (assembly hall) 
of the temple built by Vimala Saha at Delvada, Mt. Abu. 

13 U. P. Shah, St'udies in Jaina A,·t (Banaras 1955) 85-96. 
14 Ace. No. 66.165. H. 17.9 em. 
15 Ace. No. 66.158. H. 19 em. 
16 Ace. No. 63.3.24. H. 14 em. 
17 Ace. No. 65.169. H. 19.8 em. 
18 U. P. Shah, "Iconography of the ]aina Goddess Ambika," 

Journal oj the Univmit)' oj Bomba)' 9 (1940) 147-169. 
19 Ace. No. 66.209. H. 8.6 em. 



STAFF OF T HE MUSEUM 

Director 
SA UL S. WEINBERG 

Assistan t Di rector 
GLADYS D . WEINBERG 

Acting Curator of Collections 
OELLE SOREN 

Associate C urator of A ncient Art 
JA NE C. BIERS 

Associate C urator o f South As ian Art 
SARLA D. NAGA R 

Museum Assistants 
( 1973-74) 
PATRI CI A A . D OUS LI N 
LINDA M. EMANUEL 
CU RTIS R AY THOMAS 

Secretary 
RUTH E. WITT 

A DV ISORY COMM ITTEE 
EDZARD B AUMANN 
WILLIAM R. BI ERS 
ROB ERT M UNMAN 
OSMUND OVERBY 
D AV ID SOREN 
HOM ER L. THOMAS 
VERA B. TOWNSEND 

GLADYS D. WEINBERG, editor 
OSMUND OVERBY, editorial advisor 




