
MVSE ANNUAL of the 
MUSEUM of ART and ARCHAEOLOGY 
UNIVERSITY OF MISSOURI-COLUMBIA 

NUMBER ELEVEN: 1977 



MUSE 111977 

TABLE OF CONTENTS 

1 Activities 

6 Acquisitions 1976 

22 Exhibitions and Loans 

23 A Terracotta Votive Shield: 
Style and Iconography LINDA M. EMANUEL 

38 A Statuette of Attis 
and his Cult EUGENE N . LANE and WILLIAM H. BARNES 

47 Two Parisian Gold Snuffboxes DAVID MARCH 

53 An American View of the Church 
of the Holy Sepulchre OSMUND OVERBY 

61 Index to Muse, Numbers 1-10 

64 Subscription Information 

FRONT COVER: Terracotta Votive Shield, Hellenistic period. Ace. No. 
57.17 (see article, pages 23-37). 

BACK COVER: New England Landscape No.8 (Mt. Monadnock), by 
Charles Demuth, oil on board. Acc. No. 76.3. 31 x 41 cm. 

Museum photographs by Ronald G. Marquette, except pages 56,57, 58, 59 by William H. Barnes 
and pages 6, 8 upper right, 9, 14 upper and lower right by Jeffrey B. Wilcox 

The Museum of Art and Archaeology is open Tuesday through Sunday, 1-5 p.m., Monday 4-10 p.m. 
Closed on national holidays. Admission is free . Guided tours are provided when arranged in 
advance . Telephone: 314-882-3591. Subscription to MUSE: $3.00 per year. Back issues: $3.00 post
paid (see page 64 for details). Checks should be made payable to University of Missouri and cor
respondence addressed to: Editor, MUSE, 1 Pickard Hall, University of Missouri, Columbia, 
Missouri 65211. 

© 1978 by the Curators of the University of Missouri 



ACTIVITIES 

July 1, 1977 marked the twentieth anniversary 
of the Museum's collections. It was for the fiscal 
year 1957158 that we had our first budget for the 
Study Collections for Art History and Archaeol
ogy; we purchased thirty-seven objects, 
twenty-one of them coins, and received no gifts. 
From that very small beginning growth has 
been steady and ever accelerating. Even the 
progress of the first few years was so encourag
ing that the name was changed to the Museum 
of Art and Archaeology, beginning with the 
fiscal year 1961/62. As we look back on the first 
twenty years of collecting, and consider that 
relatively little in purchase funds was ever 
available in our regular budgets, we realize 
what a tremendous debt we owe to the many 

donors who through the years have added to 
our holdings from their own collections and 
have also given us the funds for many of our 
most important purchases. Some individual 
donors have been supporting the efforts of the 
Museum for almost the full twenty years, but 
each year new ones are added, often at the 
instigation of those already on our rolls. The 
extent of their contributions may be indicated by 
the fact that we now have thirty Benefactors, 
seventeen Donors, seventeen Fellows, twenty
five Patrons and twenty-two Life Members . 

It should be noted that our corporate, 
rather than individual, members are still very 
few, indicating a field in which there is much 
room for improvement. Corporations in mid-

1. Hoard of bronze jewelry from 
Ihe Bailie area, lOIh or 11th 
cen tury . Gift of Museum 
Associates for 1977. 
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2. Spring Evening- Sunset, oil 
painting by Dwight Tryol1 , 
American (1849-1925). Gift il1 
memory of Bess Schoolil1g . 

Missouri should be made aware of the extent to 
which the Museum of Art and Archaeology 
adds to the cultural life of the area and makes it 
a more interesting place for their employees to 
live and a better environment in which to raise 
their children. Their debt to the Museum calls 
for their support. The students of the University 
of Missouri-Columbia certainly have no doubt 
about the value of the Museum to the commu
nity, for their support has been steadfast and 
the funds they have appropriated have played a 
large role both in the installation of the new 
exhibits and in the recent purchase of important 
art objects. 

To these supporters of the Museum have 
now been added the members of Museum As
sociates, some six hundred who have become 
part of the Museum's family in the past two 
years. They, too, played an important role in 
making the new installations possible, and in 
1977 they presented to the Museum their first 
annual gift - a hoard of eight pieces of bronze 
jewelry from the Baltic region that date to about 
A.D. lOaD, an acquisition of the greatest rarity as 
well as the highest quality (Fig. 1). The gift was 
presented to the Museum on November 20, 
1977, just a year after the opening of the new 
galleries, in the presence of some four hundred 
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members at the home of President and Mrs. 
James c. Olson, who are well known as ardent 
friends of the Museum. On this same occasion 
the Museum received as a gift in memory of 
Bess Schooling, the wife of Chancellor Herbert 
Schooling, the very beautiful American land
scape painting "Spring Evening - Sunset" by 
Dwight Tryon (Fig. 2). Over one hundred con
tributors honored in this way one of the 
Museum's earliest and most steadfast support
ers, making possible this important addition to 
the collections. With an anonymous gift in 1977 
in memory of the late Dean Thomas A. Brady 
we purchased an extraordinarily interesting 
Roman silver mirror (Fig. 3). This was a most 
fitting tribute, for it was Dean Brady who, 
together with President Elmer Ellis, initiated the 
collections twenty years ago. 

Museum Associates now playa vital role in 
the Museum in many different ways: the mem
bers have assumed responsibility for the Gift 
Shop, another source of income; from its rolls 
come some thirty persons who have trained as 
guides and who, during the year, have shown 
the Museum's collections to numerous groups, 
ranging from pre-kindergarten children to 
senior citizens and coming from all parts of the 
state, though largely from Columbia and central 
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3 . Gilded silver mirror with relief showing Paris on Mount Ida . 
Early Roman period. Gift in memory of Dean Thomas A. Brady. 

Missouri. When one witnesses the enthusiasm 
of the school groups that visit the Museum, one 
must feel sad that economies in recent years 
have cut greatly into funds for hiring buses for 
such trips; there are thus not so many visits as in 
the past. The actual dollars involved are few, 
and we feel that this would be a most profitable 
area for the various service organizations in 
Columbia and the many towns of mid-Missouri 
to add to their activities. The Museum is primar
ily an educational institution, and it has the 
potential to add tremendously to the education 
of the children and youth in the area. In this 
connection, the Museum owes a great debt to 
the speakers' bureau of the Columbia Art 
League; its members lecture on the Museum 
and its collections to school groups, especially 
but not only in connection with visits . 

A most important activity of Museum As
sociates has been the trips to visit museums and 
special exhibitions; three such have taken place 

in 1977 - a charter flight to Chicago to see the 
Tutankhamen exhibition at the Field Museum, 
as well as bus trips to Kansas City for the 
"Sacred Circles" exhibit at the Nelson Gallery 
and to the St. Louis Museum for the "Turn-of
the-Century" exhibition. Informative lectures 
by members of the Museum staff or of the 
Department of Art History and Archaeology 
have preceded such trips. More are planned, 
and the Travel Committee of Museum As
sociates foresees trips abroad before very long. 
To keep in closer and more frequent touch with 
the Museum Associates, MUSEletter was con
ceived during 1977 and a number of issues have 
already been published. Through it members 
learn more quickly of Museum activities, of new 
acquisitions, of staff activities, of forthcoming 
exhibitions, including the " Exhibit of the 
Month," a new feature in 1977, of additions to 
the Gift Shop' s stock, etc. Of greatest impor
tance to all members of Museum Associates, 
present and future, is the fact that the organiza
tion has now become a tax-exempt, not-for
profit corporation; for this we are indebted to 
Mr. David L. Rawlings of Columbia. 

It is not at all surprising that gifts to the 
Museum, in cash and in kind, have reached 
new records in the past year; this was to be 
expected with the opening of the new, much 
larger galleries in Pickard Hall, and with it the 
enlarged role of the Museum for mid-Missouri . 
The Acquisitions of 1976 which appear in this 
issue only begin to reflect the new situation. The 
combination of gifts and purchases has resulted 
in a strengthening of almost every area of the 
collections , which now total over seven 
thousand objects. We must emphasize again 
that for certain large areas we have depended 
almost entirely on gifts - India and Southeast 
Asia, the Far East, Oceania, Africa, Precolumbian 
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Activities continued 

America; these are now all areas of strength, 
thanks to faithful donors . In other areas gifts 
have played an important part, in addition to 
purchases, often with donated funds. 

The new quarters have made possible a 
different approach to temporary exhibitions, 
which were formerly severely restricted . These 
have been concentrated in the Prints and Draw
ings Gallery and the Twentieth Century Gal
lery, but the new Exhibit of the Month has 
moved from gallery to gallery, with each new 
exhibit in the area in which it belongs. One 
exceptional exhibition was that for Roger Fritz's 
M .A. degree-since the new exhibitions had 
been designed by him, the Museum became one 
of his oeuvres and his committee met in the 
galleries. 

After ten years of distributing MUSE with
out charge, it was found necessary to announce 
in the last issue that starting with this number 
there would be a subscription fee of three dol
lars per year for those who are not members of 
Museum Associates or who do not send publi
cations in exchange. Our exchange list is large 
and world-wide, bringing many valuable publi
cations for the Museum library, which has be
come a much more important facility now that 
we are separated from the University Library. 
We repeat our appeal for books and periodicals 
suitable to a museum library - museum bulle
tins and catalogues, exhibition catalogues, 
monographs on artists or schools, histories of 
art, publications of archaeological sites or ar
tifacts, etc. We would appreciate having a list 
be~ore anything is sent in order to avoid dupli
cahon. 

With the activities of remodeling "Old 
Chern" and installing the new galleries ac
complished, it was possible this year for me to 
return to Jerusalem for the summer, after an 
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absence of three years . With the help of several 
members of the Tel Anafa staff, all the finds 
from the 1972 and 1973 seasons which had not 
yet been worked on were studied and sorted 
and large quantities of material of the Tel Anafa 
holdings were discarded and consolidated. This 
was made necessary by the prospect of resum
ing the excavations at Tel Anafa in the summer 
of 1978 under a University of Michigan
University of Missouri expedition, with Profes
sor Sharon Herbert as Field Director. At this 
writing prospects are good and we hope to be in 
the field again this coming summer. The publi
cation of the first five seasons of excavation at 
Tel Anafa progresses, with several sections 
nearing completion. It is hoped that many ques
tions which have arisen will find answers in the 
first season of renewed work and that the vol
ume on Hellenistic Tel Anafa will be sent to 
press shortly thereafter. Dr. Gladys D. Wein
berg's excavations of a Roman glass factory at 
Jalame, near Haifa, came closer to publication as 
a result of her seven weeks of work in Jerusalem 
in the fall. A considerable amount of material 
from that excavation has now been sent to the 
Museum as its share of the finds . 

On September 1 both the Director and 
Assistant Director retired from active duty. In 
fact, the new Director, Dr. Osmund Overby, 
assumed his duties when I left for Jerusalem at 
the end of May. The project conceived twenty 
years ago has grown wonderfully well - we 
leave a healthy offspring in most competent 
hands. Our own interest in it will not diminish; 
we hope to nurture its growth and health in 
every way possible and would urge others to do 
so as well. 

SAUL S . WEI N BERG 

Director Emeritus 



With the retirement of both Saul and Gladys 
Weinberg, several changes were made in the 
staff of the Museum. Ruth Witt, who has been 
on the staff since 1973 as Associate Curator and 
Registrar, is now the Assistant Director. Her 
position was filled by Harold B. Nelson, who 
came to us in September from the National 
Collection of Fine Arts, where he held a Smith
sonian Research Fellowship. Mr. Nelson, who is 
a specialist in modern and American art, adds 
important strengths to the wide-ranging abili
ties of our curatorial staff. My own appoint
ment, like that of Professor Weinberg, is divided 
equally between the Department an d the 
Museum, so that we can continue the smooth 
working relationship between the teaching pro
gram and the museum activities that we all feel 
is important. 

In honor of the Weinbergs, a traveling 
fellowship for graduate students in Classical 
Archaeology has been established. We hope to 
accumulate enough principal so that the fellow
ship can be awarded every year or two, and a 
first solicitation has brought a generous and 
encouraging response. Further contributions to 
the fund are warmly invited, and anyone who 
wishes may send a check to the Museum made 
payable to: Museum Associates - Weinberg Fund. 
Only a few thousand dollars more will enable 
us to grant the first award. 

Two other special funds of Museum As
sociates also welcome contributions. The Harold 
Riback Memorial Research Fund has been in
creased this year . This will provide seed money 
and revolving funds to support catalogues and 
special publications for the Museum, important 
activities for us to begin. We have also estab
lished a Cyprus Excavation Fund to receive 
contributions to support the new Missouri Uni
versity excavations that will begin there this 

year. Professor David Soren will be excavating a 
Classical site very near the area which was ex
plored under Professor Weinberg's direction in 
1955. From this one campaign came a splendid 
collection of Early Bronze Age pottery for the 
Museum. 

High on our list of priorities is the estab
lishment of a conservation program. We were 
fortunate in having Maura Cornman with us for 
a second summer in 1977, when she worked 
primarily on the textile collections. We have a 
good beginning toward the equipment of a 
conservation laboratory and its installation, but 
we now face the difficult problem of generating 
support for a conservator's position. 

The Department was host for the annual 
meeting of the Midwest Art History Society in 
the spring; this brought over one hundred art 
historians to Columbia. The meeting was held 
here in 1977 so that the members could visit the 
new Museum. On that occasion a special exhibi
tion of rare books was held in the University 
Library, prepared by Marcia Collins, Art Librar
ian, and Professor Norman Land of the De
partment. Copies of their handsome catalogue, 
Early Books on Art, are being distributed by the 
Museum at four dollars a copy. 

A very pleasant recognition came to the 
Museum during the summer, when the Colum
bia Art League presented us with their annual 
Beautification Award. The award itself, a bronze 
sculpture, Winged Form, by William Branscom, 
will be on exhibit in the Museum lounge until it 
is passed on to the next recipient in the summer. 

OSMUND OVERBY 

Director 
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ACQUISITIONS 1976 

OCEANIC ART 

Easter Island 
Wooden standing male figure with inlaid obsidian and bone 
eyes (27)", gift of Mr. and Mrs. Morton D. May in memory of 
Julius Carlebach. 

Marquesas Islands 
Wood: covered bowl with carved geometric patterns (28); 
carved bowl, painted with black and white design (29), both 
the gift of Mr. and Mrs. Morton D. May in memory of Julius 
Carlebach. 

New Guinea 
Wood: huge face carved on both sides of flat section of tree 
trunk, with varicolored pigments (321); drum made of 
hollowed log, with carved designs and handles in form of 
crocodile heads (322), both the gift of Mrs. Josefa Carlebach. 
Carved flat human figure, painted in orange and white (30), 
gift of Mr. and Mrs. Morton D. May in memory of Julius 
Carlebach. 

Ceramics: three storage vessels for sago, with faces 
modeled in relief (36, 37, 39), from the Sepik River region; 
deep, round food bowl with carved design and traces of 
pigment (38), from Maprik region. 

Bone dagger made of thigh of cassowary, with intricate 
carving (40), from Lower Sepik River. 

New Hebrides 
Fernwood grotesque male figure (277), gift of Mr. Allan 
Gerdau. 

AFRICAN ART 
All the objects from Africa and Madagascar were presented 
by Mrs. Barbara Stratton Bolling and Mrs. Deborah S. 
Booker in memory of Arthur Mills Stratton. 
Wood: standing figure of man wearing a bull's head (62); 
pair of standing female and male figures with pink-buff 
pigment (60, 61), from the Ivory Coast. 

"The numbers in parentheses are museum accession num
bers and normally are given in full, as 76.27. 
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Sculpture depicting a grotesque double face, with orange, black 
and cream pigments, latmul, New Guinea (321). H. 2.10 m. 



Madagascar 
Ceramics: terracotta guinea fowl, rubbed with graphite and 
accented with white spots (55); two vases with birds at
tached to the sides, decorated with graphite and white 
pigment (56, 57). 

Wood: figure of a man seated before rows of beans (58), 
Bara Tribe; figure of squatting youth wrapped in a spotted 
cloak (59), Bara Tribe. 

CENTRAL AND SOUTH AMERICAN ART 
Guatemala 
Stone figure of squatting chieftain with jaguar headdress 
(268), Late Classic Maya, 700-1000, gift of Mr. Bernard 
Sperling . 

Mexico 
The following ceramic objects were presented by Mr. and 
Mrs. Morton D. May in memory of Julius Carlebach: large 
globular bowl with painted geometric design, so-called 
"Ramos polychrome" (20) , from Casas Grandes, 1100-1300; 
mold-made rattle figurine representing a standing priest 
with tall headdress, robe and necklace (21), from Campeche, 
Late Classic Maya, 600-900; "laughing head" (22), Classic 
Remojadas from Vera Cruz, ca. 250-700; hand-made female 
figurine , polychrome painted (23) , from Tlatilco, 1400-1000 
B.C. ; female figurine with traces of color (24), from Morelos, 
Preclassic, 1400-1000 B.C.; vessel with spout and basket 
handle, animal face and paws in relief on body, white slip 
and traces of geometric design in black (25), Huastec, 
500-700; spouted globular vessel, burnished, in form of 
squatting monkey-like figure (26), Huastec, 500-750 . 

The following objects are the gift of Mr. and Mrs . Cedric 
Marks in memory of Julius Carlebach. Stucco: male head in 
high relief, probably from architecture, traces of red pigment 
(85), from Yucatan, Maya, 600-900; ceramics: two tripod 
plates, burnished, buff-orange with polychrome designs in 
the centers, one a winged bird-like figure (82), from Carn
peche, Maya period, 600-900, the other a seated figure with 
a bird's head (83), from Yucatan, 500-650; cylindrical vase 
with flat bottom in the shape of a foot, burnished and 
painted (84), from Puebla, Olmec, 1500-1000 B.C. 

Right: bowl with painted design in black and red (Ramos poly
chrome), from Casas Grandes, Chihuahua, Mexico, 1100-1300 
(20). H. 18.4 cm. 

Vase with detachable birds perched on its sides, 
decorated with graphi te and white pigment, 
Madagascar (56). H. 28.7 em. 
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ACQUISITIONS 1976 

Burnished clay tripod plate with polychrome decora
tiOIl, top al/d side views, from Campeche, Mexico, 
600-900 (82). Diam. 30.9 cm. 

8 

Basalt figure of squatting chieftain with jaguar 
headdress, frolll Guatemala, Late Classic Maya, 
700-1000 (268). H. 60.5 em. 



Stucco male head wearing headdress with incised 
detail. From Yucatan, Mexico, Maya, 600-900 (85). 
H. 28.6 em . 
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ACQUISITIONS 1976 

FAR EASTERN ART 

China 
All the following are the gift of Mrs. D. David McLorn: 
bronze vessel (ku) with stylized animal masks (88), Shang 
Dynasty, ca . 12th c. S.c. 

Terracotta: horse's h ead, painted red, with black and 
white details (90), Han Dynasty, 206 B.C. - A.D. 220; pair of 
standing male figures dressed as Turfan a ttendants, traces 

Clay figllrille of an attendant from the Turfan Oasis, China, early 
rang Dynasty, 618-906 (93) . H. 25.7 em. 
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of pigment (92, 93), early T'ang Dynasty, 7th or 8th c. 
Ceramics: four Buddhistic lion figurines with green, 

yellow and purple glaze (95-97), Ch' ing Dynasty (K'ang Hsi 
reign, 1662-1722); porcelain vase with underglaze red and 
blue floral decoration (89), Ch'ing Dynasty, 1644-1912; large 
porcelain vase with ox-blood glaze (100), Ch'ing Dynasty; 
twenty-three plates of various sizes, wi th polychrome 
enamel decoration (208-211), late 19th c. 

Textiles: six silk robes, all elaborately embroidered and 
silk-lined (178-181, 186, 191), Ch'ing Dynasty, late 19th c.; 
silk panels, most of them elaborately embroidered (172, 173, 
177, 187, 188, 190, 192) and a pair of woven tapestries (176), 
late 19th c.; shoe wi th embroidered details for a bound foot 
(184); pair of slippers wi th brocaded border (185), probably 
early 20th c. 

Three scroll paintings: landscape (196), kingfisher (197) 
and a sage seated on an elephant (198). 

Two puppets with painted plaster heads and cloth 
robes (212); ivory tusk (section) with painted scenes (94). 

Japan 
Metalwork: gilded copper plaque with engraved figure of 
standing Bodhisattva (314), Tokugawa period, 17th c., gift of 
Mrs. Josefa Carlebach. Silver box containing personal seal 
(hanko) in leather pouch (518), 20th c. , gift of Mr. and Mrs. 
Irwin A . Vladimir. 

Stoneware vase with ash glaze (91), probably from 
Bi-zen, 18th c. , gift of Mrs. D. David McLorn . Two bead 
necklaces, one of glass and one of brass, bone and glass 
(315, 316), Ainu, gift of Mrs. Josefa Carlebach. 

All the following silk textiles of the late 19th c. are the 
gift of Mrs . D. David McLorn: priest's robe (kesa) and two 
stoles (ohi) composed of patches of brocaded cloth (189, 174, 
175); wide sash (obi) with brocaded chrysanthemum design 
(171); three black crepe kimonos (furisode) with resist-dye 
designs, man crests and embroidered details (182, 183, 193); 
wall or bed hanging of brocade with dragons over waves 
alternating with flowers (195). 

Two woodblock prints, early 19th c., one by Hiroshige, 
Sudden Shower at Ohashi, from One Hllndred Famolls Views of 
Edo, 1857 (200, 204), gift of Mrs. D. David McLorn . 

The following prints and paintings are the gift of Mrs. 
Doreen Canaday Spitzer in memory of Ward and Mariam 
Canaday: sev.en woodblock prints by Hiroshi Yoshida, 
1876-1950 (145-151); three woodblock prints by Kawase 
Hasui, 1883-1957 (157-159); six woodblock prints (144, 152-
156) and three paintings on silk (160-162), artist unknown, 
all of the 20th c. 



Lohan on a White Elephant, ink 
and colors on silk scroll, Chinese (198). 
H. 50.6 cm. 

Dark blue silk salin jacket, embroidered with 
flowers and butterflies in many colors, Chinese, 
probably late 19th c. (178). W. 1.70 m. 

Black silk crepe kimono lined in red silk, with resist-dye designs 
of Mall churiml cranes flying over marsh grasses, embroidered 
details , lapmlese (193). L. 1.70 m. 
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ACQUISITIONS 
1976 

SOUTH AND SOUTHEAST ASIAN ART 

India 
S tone: three gray schist panels carved in high relief, show
ing a yaksl1i on a loti form base and two hermits, one sitting 
in an arched niche be fore a fire (165); one panel with two 
rows of attendant figures (166), the third with two scenes 
from the life of Buddha (167), all Gandharan style, Kushan 
period, 1st-3rd c. , the gift of Dr. Samuel Eilenberg. 

Stucco: head of Buddha with hair arranged in scallops 
(168) and a head of Buddha with traces of ocher pigment 
(169), both Gandharan style, Kushan period, 1st-3rd c., the 
gift of Mr. Alan Wolfe. 

Metalwork: nineteen small figurines, plaques and other 
votive objects in copper, bronze and brass (101-103, 281-
296), 18th and 19th c. , all the gift of Mrs. Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton. Eight figurines, lamps and other votive 
objects in bronze, brass and copper (297-299, 301-304, 306), 
all of the 19th c., the gift of Miss Lillian Bischoff. 

Coin: silver ten-rupee coin of 1972, commemorating the 
25th anniversary of the independence of India (140), the 
gift of Mr. Amritlal D. Trivedi. 

Indonesia 
Metalwork: two bronze lamps with shallow bowls and 
figured center pedestals (317, 318), from Java , 10th-12th c., 
and a brass lamp in the form of the mythical bird Garuda 
(320), from Eas t Java, 18th c., all the gift of Mrs. Josefa 
Carlebach. 

Nepal 
Bronze figurine of Buddha seated in meditative position 
(300), 18th c., gift of Miss Lillian Bischoff. 
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Above, left: stucco head of Buddha with hair arrallged in scallops, 
Gandharan style, 1st-3 rd c. (168) . H. 19.6 em. . 
Above: gray schist relief carving with yakshi 011 the left and two 
hermits 017 the right, Gal7dharall style, 1st-3rd c. (165). H. 46cl1I. 

Tibet 
Metalwork: brass figurine of the goddess Tara seated on a 
lotus pedestal (305), 18th c., gift of Miss Lillian Bischoff. 
Bronze seated figurine of Buddha, traces of blue pigment on 
head (81), 18th c. , gift of Prof. and Mrs. William Biers. 

NEAR AND MIDDLE EASTERN ART 
Anatolia 
Marble flat figurine with triangular head and spade-shaped 
body (215) , Early Bronze II, 2700-2400 /2300 B.C. 

The following are the gift of Mrs . Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton: pressed leaf with calligraphic inscription in 
gold (54) , Turkish , 19th c. , and sixty polychrome articulated 
Karagiiz figures of translucent camel-skin, for the shadow 
theater (53.1-60), Turkish, 19th c. 



Brass lamp in the form of the mythical bird Garuda, for the 
wayang shadow theater, east Java , 18th c. (320) . H. 56 cm. 

Above, right: pressed leaf with calligraphic inscription--salutation 
to a spiritual leader frOIll Bokhara, probably Ottolllan , 19th c. 
(54). L. 22 CIII. 

Articulated, painted puppets of camel skin for the 
shadow theater, Turkish, 19th c. Dwarf with red 
coat and yellow slippers (53.47). H. 22.5 cm. Seytan 
with snake, painted yellow and red (53 .60) . H. 37 CIl1 . 
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Red-figure rhyton in fonn of hound's head, 
Tarentine, 350-300 B.C. (136). L. 18.7 cm. 

Egypt 
Copper: baboon crouching upon a stepped pedestal (311), 
ca. 700 B.C, and a mold for a plaque with sacred falcon and 
attributes (309), ca. 700 B.C, both the gift of Mrs. Josefa 
Carlebach. 

Textiles: twenty-nine fragments of linen and woolen 
tapestries with floral and figured motifs (524-552), Coptic 
period, 6th-14th c., all the gift of Mrs. Doreen Canaday 
Spitzer in memory of Ward and Manam Canaday. 

Iran 
Metalwork: hemispherical bronze bowl (1), Luristan, 8th or 
7th c. B.C, gift of Miss Margaret Wilber. Brass bowl with 
engraved inscriptions (307), 19th c., gift of Miss Lillian 
Bischoff. 

Paintings: three miniature paintings in ink, pale colors 
and gilt on paper, two in Isfahan style, 17th c. (205, 206), the 
third showing three seated figures beside a stream (207), 
probably 17th c., all the gift of Mrs. D. David McLorn. 

Ceramic baluster vase with underglaze blue foliate 
design (332), said to have been found in Persia, date 
uncertain. 

Two ivory discs with painted figures (275, 276), proba
bly Islamic, gift of Mrs. Barbara Stratton Bolling and Mrs. 
Deborah S. Booker in memory of Arthur Mills Stratton. 

Palestine 
Large ceramic two-handled jar with burnished red surface 
(334), Iron Age, 1000-900 B.C 

Bronze toggle pin with incised rings (325), Iron Age, 
1200-586 B.C 

GREEK, ETRUSCAN AND ROMAN ART 
Greek 
Stone: marble head from a figurine by the Goulandris 
Master, traces of red paint on forehead, nose, cheek and 
neck (214), Early Cydadic II, 2700-2400 /2300 B.C Marble 
figure of a girl wearing a chiton and holding a dove (163), 
Hellenistic, ca. 100 B.C, .gift of Mr. and Mrs. A. M. Adler. 

Bronze: two interlocking knobbed rings (312), probably 
from Thessaly, ca. 800 B.C, gift of Mrs. Josefa Carlebach. 
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Above: marble head from figurin e by the Goulandris MasteT, 
traces of red . Early Cycladic Il (214). H. 11.7 em. Below: gold 
stater of Philip II of Macedon, 359-336 B.C. (77) . Actual SIZe. 

Terracotta: patera handle in the form of a bearded nude 
male (170), South Italian, ca. 300 B.C 

Ceramics: black-glazed kylix with reserved bands at lip 
and handles (99), probably Rhodian, ca. 600 B.C; black
glazed oenochoe with red painted bands, white palmette on 
shoulder (98), from Corinth, second half 5th c. B.C; mold
made bowl with figured and foliate relief decoration encir
cling a comic mask in relief on the base (143), HellerushC, 
3rd-2nd c. B.C 

All the following ceramic vessels were given by Mrs. 
Doreen Canaday Spitzer in memory of Ward and Manam 
Canaday: stirrup vase, wide horizontal bands painted 
around the body (130), Mycenaean IIIc, ca. 1230-1100 s.c.; 
high-rimmed bowl with two handles and painted decoratiOn 
(126), Attic, probably Late Geometric lIa, 735-720 B.C.; 

black-figured cup with charioteer and four horses (127), 
Attic, 500-475 B.C; black-glazed kylix (128), Attic, 475-450 
B.C; two black-glazed skyphoi (129, 133), Attic, 460-425 B.C.; 

hydria with red-figured decoration of three women (134), 
Attic, late 5th-early 4th c. B.C; black-glazed oenochoe WIth 
trailing lilies painted in white and yellow (135), Gnathla 
ware, ca. 330 B.C; jug with painted bands on body and 
inside the rim (131), South Italian, 4th c. B.C; black-glazed 
skyphos (132), South Italian, 4th c. B.C; red-figured rhyton 



Above: two views of "mask cup" with painted 
birds and face in low relief, Etrusco-Corinthian , early 
6th c. B.C. (34). H. 9.4 cm. Right: terracotta 
statuette of a warrior in belted tunic, with traces of 
cream-colored slip, Gallo-Roman, 1st c. B.C. -A.D. 
(33). H. 27 cm. Left: limestone figure of a woman, 
probably North Syrian, Late Roman (164). H. 84.3 cm. 

in form of Laconian hound's head (136), Tarentine, 2nd 
half of 4th c. B.C. 

Gold coin of Philip II, 359-336 B.C. (77), from Macedonia, 
the gift of Dr. Anna M. McCann Taggart. 

Etruscan 
Ceramic: so-called " mask cup" with painted face modeled in 
relief (34), said to be from region of Vulci, Etrusco
Corinthian, early 6th c. B.C. 

Roman 
Stone: marble head of a child with hair in ringlets (2), ca. 
2nd c. Limestone figure of a standing woman, wearing 
draped chiton and himation, holding the himation away 
from her face (164), probably from North Syria, 4th or 5th c., 
gift of Mr. and Mrs. A. M. Adler. 

Bronze: statuette representing Attis Hilaris (32), proba
bly from Anatolia, 1st or 2nd c. (see pages 38-46). Jug 
with high-swung handle decorated at ends with ducks' 
heads, palmettes and an animal paw (137), late 1st or early 
2nd c., gift of Mrs. Doreen Canaday Spitzer in memory of 
Ward and Mariam Canaday. Fibula (326), netting needle 
(329), stylus (331) and hairpin (330), all from Palestine. 

Terracotta: statuette of a warrior in short tunic, holding 
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Bronze medal of Pope Martin V, 1417-1431, with portico of the 
earlier Vatican Basilica on the reverse (86). Diam. 4 cm. 

Flight into Egypt, by .unknown artist, South German School, 
ca. 1480 (31) . 1. 0 II/. x 78.5 cm. 
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shield (33), Gallo-Roman, 1st c. B.C. -A.D. Loomweight, trun
cated pyramid (138), 1st c., gift of Dr. David F. Grose. Lamp 
with eagle in relief on discus and two foot stamps on the 
base (139) , 2nd c. , gift of Dr. Frances Follin Jones. Two 
lamps, one with rooster in relief on the discus (269, 270), 2nd 
c. , gift of Mrs. Barbara Stratton Bolling and Mrs . DeborahS. 
Booker in memory of Arthur Mills Stratton. 

Ceramics: green lead-glazed trefoil oenochoe with bust 
of female in relief, flanked by oak leaves and acorns in relief 
around the body (35), from Italy, 1st c. B.C. - A. D. Piriform jug 
with twisted handle (271) and shallow bowl (272), both ca. 
1st c. B.C., gift of Mrs. Barbara Stratton Bolling and Mrs. 
Deborah S. Booker in memory of Arthur Mills Stratton. 

Glass: yellow beaker (141), from vicinity of Carthage, 
3rd c., gift of Prof. and Mrs. David Soren. Pale yellow
brown flask (142), 4th c. , gift of Mrs. June Morris Jahn. Pale 
yellow bottle (273), 1st or 2nd c. , gift of Mrs. Barbara 
Stratton Bolling and Mrs. Deborah S. Booker in memory of 
Arthur Mills Stratton. 

Coins: bronze dupondius of Commodus (7S) from Sil
Iyum, Pamphylia, with reverse of Men riding right, ca. A.D. 

185; bronze sestertius of Julia Damna (IS) from Antioch, 
Pisidia, with reverse of Men standing right, A.D. 196-211; 
bronze antoninianus of Salonina, wife of Gallienus (19), 
from Attuda, Caria, with reverse of Men and altar, A.D. 

253-268 . 

BYZANTINE ART 
Metalwork: silver stylus, inscribed on two sides in Greek: 
"Lord help thy servant Helen" (333), 6th or 7th c. , gift of 
Mr. Gawain McKinley. Bronze: bezel for finger ring with 
intaglio of three saints (324); amulet engraved with saint on 
horseback and inscription (323); buckle with hinged plate 
and incised lozenge patterns (328), all from Palestine, uncer
tain dates _ 

EUROPEAN AND AMERICAN ART 

Migration Period 
Bronze: fibula with spiral motif on head and arm (308), 
Merovingian, 6th or 7th c. , gift of Mrs_ Josefa Carlebach. 
Cast buckle with hinged plate and incised designs on plate 
and tongue (327), 7th or Sth c. 

Bone carved handle for a dagger, incised dotted circles 
(310), Frankish, 6th c., gift of Mrs . Josefa Carlebach. 



Left: The Splendors of the Tomb of the Old White King, by Leonhard Beck, German , co . 1480-1542 (64). 21 .9 x 19.5 em. 
Right: The Assumption of the Virgin, by Franqois Verdier, French , 1651-1730 (72). 23.9 x 19.5 cm. 

1400 to 1800 
Painting: Anonymous, South German School, Flight into 
Egypt, ca, 1480 (31), oil on panel (1.0 m . x 78.5 cm.). 
Drawings: Pieter Molyn, Dutch, 1595-1661, Travelers Cross-

ing the Dunes, ca . 1655 (71), black chalk and gray wash. 
Ercole Bazzicaluva, Italian, 1600-ca. 1638, A Horse Drinking 

(75), pen and brown ink; A Bull Drinking by a Footbridge 
(76), black chalk, pen and brown ink, both the gift of 
Spencer Drummond, Ltd. 

Francesco Furini, Italian, 1604-1646, Diana and Endymion (9) , 
pen, brown ink and gray-blue wash over black chalk. 

Giuseppe Diamantini, Italian, 1621-1705, Apollo and Daphne, 
1677 (10), pen and brown ink with wash over black chalk. 

Jean-Frans;ois Millet (called Francisque), Flemish, 1642-1679, 
Landscape with the Temple of Venus in Rome (15), pen and 
brown ink. 

Frans;ois Verdier, French, 1651-1730, The Assumption of the 
Virgin , ca . 1688 (72), red chalk. 

Antoine Coypel, French , 1661-1722, Mary Magdalene at the 
Foot of the Cross (73), red, black and white chalk. 

Antonio Galli Bibiena, Italian, 1700-1744, Corlile [ntorno (74), 
pen and brown ink and with blue and gray washes. 

Graphics: Leonhard Beck, German, ca. 1480-1542, The 
Splendors of the Tomb of the Old White King, ca . 1513-18 (64), 
woodcut (petermann 213v) from the picture chronicle 
Weisskonig, by Treitzsaurwein. 

Philip Galle, Dutch, 1537-1612, The Six Triumphs of Petrarch 
(65), six engravings after M. van Heemskerk. 

Jan Sadeler, Flemish, 1550-1600, Virgill and Child Enthroned 
between the Two Saints John (68), engraving after J. von 
Achen. 

Schelte Adam Bolswert II, Flemish, 1581-1659, Jupiter as a 
Child, with Amalthea and a Satyr (69), engraving after Jacob 
Jordaens. 

Jean Ie Pautre, French, 1618-1682, Grotesques et Moresques a la 
Romaine (66), set of six etchings; Tabernacles d'Autels a 
l'ltalienne (67), set of six etchings. 

Cornelius de Visscher, Dutch, ca. 1619/29-1662, Landscape 
with an Angler (63), etching after Pieter Bruegel. Man with 
Rommel-pot (519), engraving after J. van de Velde II 
(1593-1641), gift of Mrs. Doreen Canaday Spitzer in mem
ory of Ward and Mariam Canaday. 

Girolamo Frezzi, Italian, 1659-1728, Judgment of Paris (8), 
engraving after Carlo Maratti. 

G. Duchange, French, 1662-1757, La Paix Confirmee dans Ie 
Ciel, dated 1709 (70) , engraving designed by J. M. Nattier 
after a painting by Peter Paul Rubens. 

1800 to the Present 
Paintings: Charles Demuth , American, 1883-1935, New 

England Landscape No . 8 (Mt. Monadnock), n .d. (3), oil 
on board (31 x 41 cm.). 
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Cortile In torno, by Antonio Galli Bibiena, Italian, 1700-1744 (74). 21 .6 x 24.6 cm. 

Travelers Crossing the Dunes, 
by Pieter Molyl/ , Dutch , 1595-1661 
(71) . 11.9 x 18.9 CII1. 
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Alexandre Jacovleff (attributed), Russian, 1887-1938, unti
tled (213) , tempera on paper (25.4 x 23 .6 cm.), gift of Mrs . 
D. David Mclorn. 

Stephen Sacklarian, Bulgarian, b. 1899, Reality of Unreality 
XXIV, 1976 (41) , acrylic on canvas (1.27 x 1.675 m.), gift of 
Dr. and Mrs . Arthur F. Furman. 

Douglas Reid Hansen, American, b. 1900, Coastal Scene, 1950 
(279) , oil on canvas (45.7 x 61.6 cm .); Boat Slip - Long 
Island, 1953 (278) , oil on canvas (56 x 71 cm.); Castle Gate, 
1955 (280), oil on canvas (72.8 x 59.3 cm.), all the gift of the 
artist. 

Fran,l:ois Arnal, French, b. 1924, Bombardment 132: La Chemise 
Mexicaine, 1971 (125) , oil with airgun and brush on canvas 
(1.0 m. x 81 .5 cm.), gift of Dr. Frank M. Berger. 

Frank Stack, American, b. 1937, Nude in the Woods, 1974 
(109), watercolor (29 .2 x 38.7 em.), gift of the artist . 

Jerry Berneche, American contemporary, Circular Drawing, 
1976 (489) , watercolor and ink on board (diam. 69.5 em.), 
gift of the artist. 

Sculpture: Edgar Britton, American, b . 1901, Dance of Salome 
- Environment No.3 (42), bronze (H . 59.5 cm.), gift of Mr. 
and Mrs. Morton D. May. 

Drawings: A. Jacovleff, two pen and ink studies: a group of 
Orientals in a ritual performance (202) and a battle scene 
with three actors in Chinese costume (203), gift of Mrs. D . 
David Mclorn. 

L. Pezzini, Italian (?) , portrait of an elderly Chinese man, 
signed and dated Dec. 1939 (201), red conte, gift of Mrs. 
D. David Mclorn. 

Graphics: Honore Daurnier, French, 1808-1879, sixty-one 
lithographs (43-52) published in the journal Charivari, 
1840-49, including prints from the following suites: Les 
Bohemiens de Paris, Histoire Ancienne, Voyage en Chine, Les 
Etrangers tl Paris, Paris I'Hiver, Les Amis, Professeurs et 
Moutards, Caricatures du Jour, Les Caroites and Actualites, all 
the gift of Mrs. Barbara Stratton Bolling and Mrs. Deborah 
S. Booker in memory of Arthur Mills Stratton. 

Fashion Plate, French, Costumes Parisiens, 1828 (522), hand
colored engraving, gift of Mrs. Roy W. Swindell. 

Thomas Vernon, English, 1825-1872, The Lady Constance 
(523), hand-colored engraving after a painting by Franz 
Winterhalter, 1806-1873, gift of Mrs. Roy W. Swindell. 

James Ensor, Belgian, 1860-1949, L'Archer Terrible, 1888 (6), 
etching. 

John Taylor Arms, American, 1887-1953, ten etchings and 
aquatints: Thirty Knots or Beiter, 1920 (119); The Bent 
Sapling, 1920 (121); The Full Moon, 1920 (122); Lily, 1920 
(123); Early Bird, 1920 (124); Our Studio Door, 1922 (120); Rio 
dei Santi Apostoli, 1930 (117); The Tower, Caorle, 1932 (115); 

Bombardment 132: La Chemise Mexicaine, by Fran~ois Arnal, 
French cOlltelllporanj (125). 1.0 m. x 81. 5 Clll . 

Santa Maria Major, Ronda, 1935 (118); Stokesay Castle, 1942 
(116), all the gift of Mrs . Doreen Canaday Spitzer in 
memory of Ward and Mariam Canaday. 

Rico lebrun , American, 1900-1964 and leonard Baskin, 
American, b . 1922, Las Encantadas, 1962, from the suite, 
Six Visions of Awesome Turtles, the prose by Herman 
Melville (7), woodcut, Atlas Folio. 

Lynn Chadwick, British, b. 1914, untitled, 1972 (4), litho
graph. 

Thomas Henry Kenny, American, b. 1918, untitled, 1973 
(16), lithograph, gift of Mr. Michael A. Kenny. 

Reika Iwami, Japanese, b. 1926/27, Small Water c., 1973 (11), 
colored woodcu t. 

Kunihiro Ameno, Japanese, b. 1929, Nostalgie 3 (12), colored 
woodcut. 

lawrence Rugolo, American, b. 1931, Waiting for Icarus, 1975 
(113), eleven-color serigraph, and Sunflower, 1971 (114), 
seven-color serigraph, both the gift of the artist. 

Lowell Nesbitt, American, b. 1933, Tiger Lily, 1973 (5), 
colored aquatint. 

Tanaka Ryohei, Japanese, b. 1933, Wall No . 2, 1973 (13), 
etching. 

Frank Stack, American, b . 1937, Five People on the Subway, 
1962-67 (105); Neighborhood, 1966 (106); Girl with a Cat, 
1973 (104); Woods, 1975 (108); Staircase, 1975 (107), all 
etchings, gift of the artist. 
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L' Archer Terrible, by James Ensor, 
Belgian, 1860-1949 (6).17.7 x 23.7 cm. 

Stephen J. Weitz, American, b. 1953, Position I, 1976 (110), 
mezzotint; Study for Position II, 1976 (111), lithograph; 
Rose, 1976 (112), colored intaglio. 

Betty Dyson, Krishna and Radha (199), etching, gift of Mrs. D . 
David McLorn. 

Helen Gerardia, American contemporary, Another Planet, 
1964 (79), two-color lithograph and Eclipse (80), three
color lithograph, both the gift of Mr. Samuel S . Goldberg. 

Lisa A. Kenny, American contemporary, Geo. I, 1973 (17), 
lithograph, gift of Mr . Michael A. Kenny. 

Frankie Morris, American contemporary, Justice (14), etch
ing, gift of the artist. 

All the following prints, the gift of Dr. and Mrs . Christopher 
A. Graf, are works of American contemporary artists 
produced in 1975 and 1976 and published at the Lakeside 
Studio, Michigan: Harold Boyd, untitled (216-221), six 
lithographs. 

Robert Cale, Sunflower (222), etching. 
Warrington Colescott, suite entitled History of Printmaking: 

Hayter Discovers Viscosity (223) , lithograph; Lasansky 
Reaches Iowa City (224), lithograph; Senefelder Receives the 
Secret of Lithography (225), colored etching; Ben Franklin at 
Versailles (226), colored etching. 

Bob Evans, untitled (227), etching. 
Richard Florsheim, Rain (228); Moored Boats (229); Off Shore 

Rig (230); Last Light (231); all colored lithographs . 
William Haendel, Rose (232) and Zig (233), colored litho

graphs. 
Dewitt Hardy, untitled (234); Couple on Bed (235); Self 

Portrait with Models (236); Head of a Young Woman (237), 
lithographs. 
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The Bent Sapling, by John Taylor Arms, American, 1887-1953 
(121) 12.5 x 9 em. 



Head of a Young Woman, by Dewitt Hardy, American 
contemporary (237). 31 x 25 em. 

Jim McCormick, Comstock No.1: Disaster (238); Comstock No. 
2: Miners (239); Comstock No.3: Waiting (240); Comstock No . 
4: Over-Under (241); Comstock No.5: Silence (242), all 
lithographs printed in brown. 

Will Peterson, Scent of the Centaur (243), lithograph. 

All the following prints, the gift of Dr. and Mrs. Frederick P . 
Nause, are works of American contemporary artists, pro
duced in 1975 and 1976 and published at the Lakeside 
Studio, Michigan. 

Will Peterson, They Watch, Wait (244), lithograph. 
Frank Stack, Coffee Drinker (245), colored etching; Sue (246) 

and Bedroom (247), lithographs. 
Jiirgen Strunck, CL I (248), colored lithograph printed with 

relief zinc dot plate. 
John Talleur, Autumn (249), colored lithograph; A.B. T. (250); 

Ann (251); Baby (252); h-Ahn-ya (253); Bea (254); Ann Beatrix 
(255), colored etchings. 

Doug Warner, suite of six lithographs entitled Pyramid, I-VI 
(256-261), numbers I, IV, V, VI printed with color blend. 

William Weege, Yes! Virginia There Really Was A Turkey (262); 
Venus Arrives in The U.S.A. in 1977 (263); Whose Gold 
Standard (264); Big Stick (265); All American (266); Don' t 
"Miss America" in 77 (267), all serigraphs. 

Staircase, by Frank Stack, American contemporary (107). 
27.9 x 19.7 cm. 

Minor Arts 
Two bronze papal medals, one of Martin V (86), 1417-1431; 
the other of Alexander VII (87) , 1655-1667. 

Pair of shoes with hinged metal and leather soles and 
heels, uppers of embroidered velvet (313), from England, ca. 
1580, and a large mold-blown glass plate, pale yellow, (319), 
Venetian, ca. 1600, both the gift of Mrs. Josefa Carlebach. 

"Mourning" cup and saucer (520), ca . 1830, and minia
ture portrait of a lady by W. H. (521), painting on ivory, 
German (?), early 19th c. ; both the gift of Mrs. Roy W. 
Swindell. 

Sacerdotal brocade cope with gold and silver floral and 
foliate design (194), from Russia, gift of Mrs. D. David 
McLorn. 

A collection of 183 coins, all of the 19th and 20th 
centuries, of gold, silver and other metals, including. proof 
sets and commemoratives from thirty countries, one silver 
Chinese coin in a silver dish (516) and one silver German 
coin of 1903 in a silver dish (517), all the gift of Mr. and Mrs. 
Irwin A. Vladimir. 
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Silver cup of the Hellenistic period, shown as a special exhibit 
in December 1977. 

EXHIBIT OF THE MONTH 

In February 1977 a series entitled Exhibit of the Month was 
inaugurated. These were: circle of Pieter Bruegel the Elder, 
Towers alld Gate of a Moated Town, ink drawing, ca . 1565; 
Frans:ois Arnal, Bombardment 132: La Ch emise Mexicaine, 
painting, 1971; a bronze shield blazon in the form of a 
triskeles, from East Greece, ca. 6th c. S.c.; a silk furisode 
kimono with a resist-dye pattern of flying cranes, Japanese, 
late 19th c.; a pair of intricately carved wooden brackets from 
India, 19th C.; Simon Dinnerstein, The Sink, painting, 1974; a 
gi lded silver mirror wi th pictorial relief, early Roman period; 
Yaacov Agam, Agamograph, ca. 1971; three Coptic textiles 
from Egypt, 9th-11th c.; s tucco head of the Buddha, north
ern Pakistan, Gandhara period; silver drinking cup from 
Greece of the 3rd or 2nd c. S.c. 
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EXHIBITIONS 
Several special exhibits were displayed in the Gallery of 
Prints and Drawings . 

Picasso - Carmen, a selection of portraits engraved by 
Pablo Picasso for a special limited edition of the novella by 
Prosper Merimee, on loan from Mrs . Mil ton Gross. February 
IS-March 31, 1977. 

Graduate Show of Roger Fritz, the designer of galleries 
and exhibits for the Museum's installation . Exhibition of 
jewelry, two- and three-dimensional designs and photo
graphs, as the fulfillment of requirements for the degree of 
Master of Arts at the University of Missouri . May, 1977. 

Baroque Prints and Drawings from Northern Europe, chosen 
from the Museum's permanent collection. Summer, 1977. 

Transformations: Graphic Arts of the Sixties and Seventies. 
September 5-November 13,1977. 

Lines and Images: Early European Prints, with woodcuts 
and engravings from the Museum and four incunabula from 
the Rare Books Collection of Ellis Library, Uruverslty of 
Missouri-Columbia. November 14-December 31, 1977. 

LOANS 
The Museum provided the following loans during 1977: 
sixty-eight ancient artifacts from Palestine to the Hillel 
Foundation, Columbia, Missouri , for a festival exhibition In 

April 1977; eighty-one ancient Palestinian objects to Temple 
Beth El, Overland Park, Kansas, for a Jewish festi val at 
Crown Center, Kansas City, Missouri, July 15-17, 1977; forty 
lithographs by Honore Daumier from seven series pub
lished in Charivari, 1840-1849, to Missouri Arts Council for a 
traveling exhibit throughout the state of Missouri. 



A Terracotta Votive Shield: 
Style and Iconography 

Traits of Greek Archaic art constantly reappear 
in works of the late fifth century and the fourth 
century B.C. , in the Hellenistic Age and in the 
Roman period. The terms "archaistic" and "ar
chaizing" are understood to include a wide 
range of works which incorporate features in
spired by the Archaic or intended to suggest it. 
Scholarly literature has been devoted over
whelmingly to the elegant poses and stylized 
drapery of the Neo-Attic reliefs; however, late 
Hellenistic archaizing art combines Neo-Attic 
motifs and a more general group of works 
which reflect Archaic elements, these often ec
lectically combined with fifth-century B.C. and 
early Hellenistic types.! The Museum of Art 
and Archaeology at the University of Mis
souri-Columbia possesses a unique example of 
late Hellenistic archaizing - a terracotta shield 
with figures in relief (Cover and Figs. 1-3).2 

The form of the shield (Fig. 3) follows a long 
tradition of votive shields in metal, stone and 
terracotta from the early seventh century B.C. 
into the Roman period. Agnes Stillwell, in dis
cussing the terra cotta shields found in the Pot
ters' Quarter at Corinth, compiled a list of Greek 
votive shields, most of them found in shrines. 3 

Votive shields were offered for a variety of 
reasons: in gratitude for victories, as prizes in 

games and contests, or as dedications to various 
gods. 4 Other votive shields found in connec
tion with tombs have been interpreted as indica
tions either of a cult of the dead or of a hero 
cult.5 The purpose of the Missouri shield, how
ever, is uncertain. 

When the shield was purchased, it was so 
covered with dirt and with wax used to fill 
damaged spots that it was not possible to de
termine its true state. Only after cleaning were 
the uniformity of the clay and the added blue 
and red colors (described below) revealed. A 
thermoluminescence test on the clay confirms 
the object's antiquity. 6 

The shield was made by pressing manually 
into a mold, as is shown by the innumerable 
fingerprints on the roughly finished reverse 
(Fig. 4). There are no apparent devices for 
attachment of the shield to a background. 

The focal point of the relief decoration is the 
gorgoneion in the middle of the shield, placed 
slightly off-center to the left. The face is round 
and the forehead is bordered by corkscrew curls 
painted red and surmounted by a row of 
bluish-black dots . The ears protrude and are 
flattened against the background; the eyebrows 

1. Above: the Missouri shield before restoration. 
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VIII VII 

tV 

III 

XVIII XIX 
XX 

2. The sh ield in its present condition. The figures are numbered to facilitate discussion of the various groups. 
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3. Profile of the shield, shown half 
actual size. Drawing by Dona 
Barton. 

4. Reverse of the Missouri shield, 
showing maker's fingerprin ts. 

are sharp and angular, joined in a continuous 
curve with the long nose, ending in flaring 
nostrils . The upper eyelids are also sharp and 
extend beyond the outer edges of the large 
round eyeballs. The low, protruding cheeks 
emphasize the grinning mouth. The thin lips 
disclose ten upper teeth and only four lower, 
the rest being covered by the tongue. On each 
side of the mouth project two long fangs, one 
curving outward from the top, the other inward 
from the bottom. The long, broad tongue ex
tends over the entire chin. 

Twenty figures placed around the edge of 
the shield and often overlapping are all appar
ently nude male warriors in various attitudes of 
battle. Sixteen of the figures (I-III, V-VIII, X-XI, 
XIII-XVIII and XX) wear dark blue helmets with 
red plumes, most identified as probably Corin
thian, e.g., XVIII, some possibly Thracian, with 
the cheek-pieces detached, e .g., XV. The hel
mets of figures IV, IX, XII and XIX are without 
plumes, probably owing to the positions of the 
heads. Eleven figures carry circular, conv~x 
shields bordered by wide rims, often showing 

hand grips and double arm bands. Most of the 
figures are pictured in the so-called Archaic 
composite pose - head in profile, frontal torso 
and legs in profile. The head is often fully 
articulated, with frontal eye (eyebrow and 
eyelid indicated), long pointed nose, lips (some
times upturned as if smiling), and generally a 
long, pointed beard. The pectoral muscles may 
be delineated, and the navel, genitals and pelvic 
area are often shown. The leg muscles are 
sometimes indicated, and the legs, feet, arms 
and hands are often elongated. Some of the 
figures are posed partly in the more advanced 
three-quarter view, e .g. , II, VII and XVIII. 

Figure I kneels on his right leg; both hands 
are clenched as if grasping a bow and bowstring 
(not visible, perhaps added in paint) . Figure IT 
crouches on his right leg, carrying a shield on 
his left arm and perhaps holding a spear in his 
lowered right fis t. Figure III strides to the right, 
confronting V above the fallen body of N; his 
right arm, bent upward, perhaps held a spear, 
and on his left arm is a shield . The frontal figure 
IV rests on his right arm; the shield on his left 
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arm is partially hidden by the body. His lo~er 
right leg is bent under at the knee; the left lies 
outstretched. Figure V strides to the left, con
fronting III. His right hand, possibly holding a 
spear, extends above the shield which, as in XX, 
covers his left arm and chest. Figure VI kneels 
on his left leg. His raised right hand possibly 
clenched a sP.ear. The shield covering his torso 
is tilted to reveal the body underneath. Figure 
VII crouches on his left leg; again both hands are 
clenched as if holding a bow and bowstring. 
Figure VIII, with torso hidden by his shield, 
bends to the left, carrying IX on his back. The 
body of IX, shown completely in profile, flows 
along the curved body of VIII in a gentle arc 
from the head along the side of the torso and 
right leg to the downward pointing foot. These 
two figures are poorly preserved and discol
ored. Figure X reaches down to pull on the arms 
of the fallen figure XII. Figure XI strides to the 
right to confront XIII with his right fist raised 
(perhaps holding a spear) and a shield on his 
left arm. This figure is placed behind X and XII 
and is overlapped by XIII. Figure XII, his body 
frontally outstretched, his arms extended above 
his head, is pulled in opposite directions by X 
and XIV. Figure XIII strides to the left, confront
ing XI and perhaps holding a spear in his raised 
right fist. His torso and left arm are hidden 
beneath the shield. Figure XIV bends to the left 
to grasp the feet of XII. Figure XV bends to the 
right as if giving aid to XVI, a fallen warrior who 
is supporting his weight on his shield. Figure 
XVII strides to the right, confronting XX, his 
right arm raised, hand clenched in a fist to hold 
a spear (no longer visible). On his left arm is a 
shield. Between XVII and XX, XVIII bends for
ward to support the collapsing body of XIX 
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upon his left knee. Figure XX strides to the left, 
confronting XVII, his torso and left arm covered 
by a shield, his right arm raised as if he were 
holding a spear. 

Few published votive shields are compara
ble to this one in form and composition. The 
wide, flat rims on most shields are noticeably 
different from the narrow rim surrounding the 
convex center of the Missouri shield. The ab
sence of any attachment device or an interior 
handle also differentiates it. The composition of 
the decorative elements - painted or in relief
on the majority of shields is most often one 
central device on the boss, for example, a gor
goneion, a wreath or some other simple design, 
or a tightly composed group of two figures, for 
example, the fighting warriors found at 
Corinth. 7 Although there are few comparable 
examples, the Missouri relief is not unique in its 
multi-figured composition . Copies of the 
Athena Parthenos shield not only reproduce 
interwoven groups of figures but also have 
narrow rims such as that on our shield (Fig. 5).8 

THE TWENTY FIGURES are interrelated in varying 
degrees of compositional unity. There is a dis
tinct unevenness in the layout. Figures VIII-IX, 
X-XIV and XVII-XX are tightly interwoven in 
overlapping or interrelated groups. Figures 
I-VII are symmetrically united over the fallen 
body of IV, yet are generously spaced as indi
vidual, separate forms. The spacing between 
the figures varies from well integrated group
ings to figures which overlap or even fuse for no 
apparent reason except lack of space, for exam
ple, figures XIV-XV and XVI-XVII. Although 
most of the figures do fall into logical, planned 
compositions (such as I-VII and X-XIV), other 



5. Th e Strangford Shield of Athena 
Parthenos. Photo cou rtesy of the Trustees 
of th e British Mu seum, London. 

figures or groups seem detached, almost iso
lated, such as VIII-IX and XVIII-XIX. The 
craftsman obviously displayed an interest in 
details both in the gorgoneion and in the figures 
(treatment of facial features, especially the eye 
area, delineation of muscles and hands, etc.), 
but he distorted the compositional unity by an 
irregular and at times seemingly illogical place
ment of figures . One might reasonably 
hypothesize that the artist began his composi
tion spacing the figures widely but, as the area 
decreased, was forced to squeeze and make 
them overlap. 

A repetition of poses is also evident within 
the composition. Figures X and XIV bend for
ward over the body of XII in a pose which 
resembles that of XV. Figures III, XI and XVII 
stride forward in combat attitude to the right; 
figures V, XIII and XX stride to the left. Figures I 
and VII represent kneeling archers, again sym-

metrically opposed over the body of a fallen 
warrior, figure IV. These various poses are 
basically familiar Archaic attitudes. The frontal 
eye, profile head, frontal chest and hips blend
ing into profile legs and feet compose the stan
dard Archaic formula found on reliefs and in 
vase decoration. K. Friis Johansen, in his work 
concerning the Iliad in early Greek art, analyzes 
the Archaic "conventional formulae" which 
represented various incidents from the Trojan 
War. These types, employed to depict certain 
frequently recurring situations, such as combat 
over the body of a fallen warrior, were com
monly combined, regardless of the unity of time 
and space, to form one composition. 9 

The repetition of poses within the Missouri 
shield relief and the variations on a common 
theme, such as figures IV and XVI (a fallen 
warrior) and figures II and VI (a crouching or 
kneeling spear-bearer), point to the firmly estab-
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6. Battle of Gods and Giants, detail from north 
fri/!Ze of the Siphn ian Treasun;. Archaeologzcal 
Mu seum, Delphi. 

lished types of the Archaic period, as does the 
union of related yet separate combat scenes 
within the whole composition. Yet, despite a 
seemingly uniform Archaic appearance, strong 
stylistic discrepancies are obvious. As men
tioned, several figures are not depicted in the 
composite Archaic pose but are shown either 
partly in three-quarter view, completely in pro
file, or even totally frontal. The arms, legs and 
feet of several figures (such as XIV) have been 
unnaturally elongated, contradicting the short, 
stocky proportions found in Archaic works such 
as the frieze of the Siphnian Treasury at Del
phi. 10 Perhaps even more important, not all 
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7. Detail of a krater by Exekias, depicting the 
battle over the body of Patroc/us. Archaeological 
Museum , Volo, Greece. 

the groups recall Archaic types, but often types 
of the late fifth century and the third centUf,Y 
B.C. (such as figures X-XIV and XVIII-XIX). T~ls 
combination of late stylistic characteristics with 
early ones, and Archaic poses with Classical an.d 
Hellenistic types, must point to the eclectic 
period of late Hellenistic archaizing. A discus
sion of the figural parallels and prototypes of 
the relief will demonstrate this. 

OUR GORGONEION is difficult to categorize stylis
tically. The nose, mouth, tongue and teeth are 
exaggerated, yet the usual almost animalistic 
distortion and stylization are absent. The Ar-
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chaic spiral curls frame a face too pleasant to 
inspire fear. It seems as if the attempt to create 
an Archaic apotropaic type had become con
fused with the benevolent gorgoneia of the late 
Classical and Hellenistic periods. ll Although 
the gorgoneion does not resemble exactly any 
one regional type, the broad, round face and 
large, protruding tongue resemble certain Ital
ian examples. These western types contain only 
some similar elements, such as the facial shape 
or rounded eyes. 12 No published example of
fers an exact parallel. It is of interest, however, 
to note that the western types are often slightly 
archaistic and at least in that sense related to our 
gorgoneion. 

Examples of the striding warrior (figures III, 
V, XI, XIII, XVII and XX) abound in Archaic art. 
The battle of gods and giants on the north frieze 
of the Siphnian Treasury at Delphi (Fig. 6) 
shows striding warriors in the Archaic profile
frontal composite pose commonly found in 
two-dimensional representations such as vase 
paintings and low reliefs.13 Examples of strid
ing warriors or groups of warriors in combat 
scenes are not only similarly composed in the 
standard Archaic stance (rushing forward with 
raised spear) but also are similar physically. The 
figures tend to be stout and of heavy propor
tions, an element observed most often in two
dimensional representations, although found in 
some free-standing kouroi and pedimental 
statuary as well. Post-Archaic examples of strid
ing warriors also exist, drawing upon the early 
formulae, but they are often slimmer and more 
naturalistic. Arretine reliefs also display warrior 
figures with more slender proportions. 14 

The archer or kneeling spear-bearer (figures 
I, II, VI and VII) occurs in Archaic representa-

tions either singly or in combat. Examples of 
both are found on gems and black-figured and 
red-figured pottery. 15 More important, how
ever, is the use of the archer and crouching 
spear-thrower together, to fill the sloping cor
ners of pediments, such as on the Temple of 
Aphaia at Aegina. It is from these diagonal 
compositions that the relief draws these four 
figures, as will be shown. 

A more complex variant of the Archaic 
combat formula is the battle over the body of a 
fallen warrior, fought by two warriors or by 
several, often with the addition of two opposing 
warriors pulling on the fallen body. The contest
ing figures are represented in the standard 
striding pose, with bending figures (shown in 
composite view) reaching for the fallen body. 
Most often the latter is in profile with the back 
leg bent. The shield relief contains several sec
tions of this scene: figures III-V, XV-XVI and, 
most complete and complex, X-XIV. Many 
examples of this scene exist in Archaic art, 
especially in vase painting. 16 Two almost iden
tical calyx kraters by Exekias depict three sets of 
warriors battling over the naked, outstretched 
body of Patroclus, who is represented in the 
common Archaic manner with the right knee 
raised (Fig. 7).17 An Attic amphora in Leipzig, 
closely related to the Tyrrhenian group and 
dated to shortly before the middle of the sixth 
century B.C., shows two warriors pulling the 
fallen body so fiercely that it is raised off the 
ground. IS 

The evidence for conventional formulae in 
Archaic art extends even further. In some cases 
(figures I-VII, XV-XVII and XX) there are paral
lels with statues on the pediments of the Aegina 
temple (Fig. 8, a-c).19 This is not surprising, for 
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8. Pedimelltal scu lptu res from th e Temple of Aphaia at Aegina. Above: striding wa rrior from th e east pedi
ment. Opposite page, above: fal/en warrior and archer from th e west pediment; below: fallen warrior 
from the east pediment. Photos courtesy of Staatliche Antikensammlungen und Glyptoth ek, Munich. 
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9. Above: combat over a fallen warrior, from west frieze of the 
Temple of Athena Nike. Acropolis Museum, Athens. 

10. Left: Ajax carrying the body of Achilles, from the Franfois 
Vase. Museo Archeologico, Florence. 

11. Opposite page, above: warrior carrying a dead comrade, 
detail of frieze of the Temple of Apollo at Bassae. Photo 
courtesy of the Trustees of the British Museum, London. 
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the various poses on the Aegina pediments are 
typical of the Archaic period. Figures I-VII, 
moreover, compose a triangular group so close 
in style and posture to the heavily proportioned 
Aegina statues that it can be identified as a copy 
of the pedimental statuary. 

The eclectic character of the shield relief is 
revealed through comparisons with works of 
later periods. Figures X-XIV are struggling over 
the body of a fallen warrior, a type of Archaic 
combat scene. As mentioned, both bending 
figures X and XIV are not shown in the Archaic 
composite pose, but in a somewhat distorted 
three-quarter view, a later element. Also the 
fallen warrior, XII, is depicted frontally, rather 
than in the typical Archaic profile pose . The 
frieze of the Temple of Athena Nike, dated to 
ca . 425 B.C., depicts this scene in a freer, more 
naturalistic composition (Fig. 9).20 Although 
the six figures (rather than four) are interwoven 
in a more complex and animated group, a 
similarity exists. 

The Archaic representation of a warrior 
carrying a wounded or dead comrade, typified 
by the depiction of Ajax carrying the body of 
Achilles as shown on the "Frans:ois Vase" by 
Kleitias and Ergotimos (Fig. 10),21 is not found 
on the shield relief. Rather, figures VIII and IX 
show the warrior carrying the lifeless body 
completely on his back, and the most convinc
ing comparison is found on the frieze of the 
Temple of Apollo at Bassae (Fig. 11).22 

The scene depicting a warrior bending for
ward to support a collapsing comrade occurs in 

12. Left: Menelaus and Patroc/us, group as reconstructed by 
Schweitzer. Antikenmllseum, Leipzig. 
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Classical and post-Classical art in divers con
texts including wounded amazons and drunken 
bacchantes. For example, a segment of the Bas
sae frieze shows an amazon grasping her falling 
companion under her arms in an effort to raise 
her from the ground, but not resting the back
ward bending body against a leg, as in figures 
XVIII and XIX.23 This group does resemble 
closely the Hellenistic group of Menelaus and 
Patroclus, reconstructed by Schweitzer and 
dated to the third quarter of the third century 
B.C. (Fig. 12) . 24 The lifeless body of Patroclus 
rests against Menelaus' left thigh and the right 
arm against his left shoulder, as on the shield. 
On the relief the warrior bends forward but 
does not look back, as does the figure of 
Menelaus. The twisted pose of the dead body, 
shown in three-quarter view, is definitely Hel
lenistic. 25 

One more comparison is a Boeotian 
" Homeric" relief bowl dated by Hausmann 
to 150 B.C. (Fig. 13) .26 This Hellenistic work 
contains three comba t scenes from the Little 
Iliad, by Lesches of Mytilene, describing the 
battle over the corpse of Achilles: a combat over 
the fallen warrior, a simple duel, and the third 
scene with Ajax supporting the falling body in a 
pose directly reminiscent of the Menelaus and 
Patroclus group discussed above .27 Each of 
these three scenes is found on the shield: figures 
XVIII and XIX - the falling warrior, XVII and 
XX, etc. - the duel, and III, IV and V - combat 
over a fallen warrior. The figures on the 
Homeric bowl are clothed and, in some in
stances, in slightly different poses, but the over
all similarity is remarkable. 

An analysis of the iconography of the battle 
scenes on the shield relief would seem to place it 
logically within the large group of works relat-
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ing to the Trojan War. The majority of stylistic 
comparisons, such as the various combat scenes 
on black-figured pottery, the Aegina pedi
ments, the Ajax-Achilles group and the 
Menelaus-Patroclus group, relate to the Trojan 
War, yet they are not limited to the Homeric 
formula. The epic cycle continues beyond the 
Iliad in other works such as the Aethiopis, the 
Little Iliad and the Iliupersis, which relate the 
legends concerning Penthesilea, Memnon, the 
death of Achilles, the suicide of Telamonian 
Ajax, and the fall of Troy. Nevertheless, the 
Hellenistic world displayed considerable en
thusiasm for Homer, reflected, for example, in 
the "Homeric" relief bowls .28 This interest ex
tended into the Roman period and was reflected 
in an appreciation of existing works and new 
compositions . 29 

The Trojan War pervades the iconography 
of Greek art. The scenes became so stan
dardized that one cannot accurately identify 
specific incidents in the cycle if the artist did not 
add explanatory inscriptions. The stock types 
shown on the shield relief may be interpreted as 
any conflict within the war. Even groups such 
as figures VIII and IX or XVIII and XIX cannot be 
identified as Menelaus and Patroclus or Ajax 



13 . Left: Homeric relief bowl froll1 An thedon, with 
three combat scenes . Antiquarium, Berlin . 
Drawing from Robert , Winckelmannsfeste 50 
(1890) 30. 

and Achilles, for the Iliad alone contains numer
ous battle scenes fought over fallen comrades 
who are eventually carried off the battlefield. 30 

The scenes on the shield must be viewed sim
ply as reflecting the epic tradition. 

The gorgoneion is an apotropaic device 
typical on shields. It is found upon the shield of 
Agamemnon mentioned in the Iliad and is rep
resented on many later votive shields and in 
vase painting. 31 

The combination of eclecticism and ar
chaism displayed in the composition of the 
shield relief is indicative of the Hellenistic style, 
but it also raises questions concerning the famil
iarity of the ancient artist with types and indi
vidual compositions from diverse periods. The 
concept of copybooks or books of cartoons in 
the ancient world has attracted many scholars. 
Both Becatti and Havelock distinguish between 
pattern books and pointing machines, the for
mer aiding in the crystallization of the profile 
type so prevalent in Neo-Attic archaistic re
liefs.32 Bianchi-Bandinelli theorizes that com
positional and iconographical schemes were 
widespread in the Graeco-Roman world and 
that from the mid-second century B.C. artists 
had access to cartoons of the great master-

pieces. 33 There is no direct evidence of the 
existence of copybooks containing schematic 
drawings of the major monuments, books 
whose contents Hellenistic and Roman artisans 
freely adapted . Nevertheless, such books or 
scrolls may reasonably be hypothesized. Roman 
Imperial gems reflect strong borrowing from 
earlier, Greek compositions for, as Richter 
points out, the same composition recurs not 
only in the work of several engravers but also in 
other media . Arretine and other ceramic and 
metallic relief wares also draw upon figures 
recalling Greek works of the Classical and 
Hellenistic periods. 34 Through some means, 
whether copybooks or sketchbooks, the artist 
who created the Missouri shield relief appears 
to have been aware not merely of different 
styles, but also of individual works. It seems 
reasonable to assume that if copybooks did exist 
in Hellenistic artistic circles, the artist adapted to 
his composition standard types and specific 
monuments within the existing repertory. 

THE MIssouRI TERRACOTTA relief shield is an 
excellent example of Hellenistic archaizing art. 
The combination of Archaic conventional poses 
and scenes from major monuments of Classical 
and Hellenistic art reflects the eclectic, dis
jointed style of archaistic works . Considering 
the volume of archaistic works in the late Hel
lenistic period and the stylistic evidence 
analyzed above, a late second-century B.C. date 
seems reasonable. The shield is a unique piece 
in the large group of archaistic works reflecting 
the eclectic adaptation and copying of the late 
Hellenistic period. 

LINDA M. EMANUEL 
Abilene, Kansas 
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Trojan War, later placed in the Gallery of Philip in Rome; 
Vitruvius (On Architecture 7. 5. 2) suggests the battles at 
Troy as subjects for fresco paintings. The Tabula llinCll , 
Graeco-Roman reliefs dating from the first century B.C. to 
the Antonine period, containing bands of figures illustrat
ing the Greek text, are discussed by Anna Sadurska, Les 
Tnbles llinques (Warsaw 1964). 

30 Battles over the body of a fallen warrior in the Iliad : 4. 
470-472, over Elephenor; 13. 496 ff., over Alcathous; 16. 
532 ff. , over Sarpedon; 16. 755 ff., over Cebriones; and 17. 
1 ff. , over Patroclus. 

31 Thalia P. Howe, "The Origin and Function of the 
Gorgon-Head," A.J.A. 58 (1954) 212 f.; Homer, Iliad II. 
36, describes the gorgoneion with Terror and Rout as its 
companion pieces on the aegis of Athena and the one on 
the shield of Agamemnon; Caroli ne A. Hutton, "Votive 
Reliefs in the Akropolis Museum," I.H.S. 17 (1897) 315 f., 
fig. 7, discusses an Archaic gorgoneion on a votive shield; 
A. Furtwaengler, Friedrich Hauser and Karl Reichhold, 
Griechische Vasenmalerei, Auszvaill hervorragender Vasenbi/
der (Munich 1932) Vol. 3, 228, fig. 110, shows a shield of 
Achilles not like Homer's description in /Iiad 18, 468 ff. 

32 Havelock, op. cit., 48 f. ; Giovanni Becatti, "Lo Stile 
Arcaistico," La Critica d'Arte 6 (1941) 47 f. See also F. 
Hauser, Die neu-attischen Reliefs (Stuttgart 1889). 

33 Ranuccio Bianchi-Bandinelli, Hellenistic-Byzantine Minia
tures of the Iliad (J/ias Ambrosinna) (Olten 1955) 18. 

34 Kurt Weitzmann, Ancient Book l/lumination (Cambridge 
1959) 3; Gisela M . A. Richter, "The Subjects on Roman 
Engraved Gems, their Derivation, Style and Meaning," 
Revue archeologique (1968) 279-286; George H. Chase, 
MlIseulII of Fine Arts, Boston. Cntaloglle of Arretine Pottery 
(Boston 1916) 24 f. 
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A Statuette of Attis and his Cult 

1 

The Greco-Roman divinity Attis is closely as
sociated with the mother-goddess Cybele. His 
origins seem to lie in Anatolia, specifically at the 
city of Pessinus, in territory originally Phrygian, 
later overrun by the Gauls in the third century 
B,C. and renamed Galatia . In this location a 
temple of Cybele, as she is generally known, or 
Agdistis, to use her specific local appellation, is 
known to have existed in Hellenistic and Roman 
imperial times. 1 Here also most of the myths 
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concerning Attis are said to have taken place,2 
These myths exist in a bewildering variety 

of versions which see him sometimes as the son 
but more often as the lover of the great mother,3 
In the usual version of the story, Attis forsakes 
his divine lover and seeks marriage with a 
mortal princess. Agdistis, in revenge, causes 
Attis to go mad and roam the mountains in 
ecstasy. Eventually he throws himself dow,n 
under a pine tree and castrates himself,4 This 



Bronze statuette of the god Allis in the Museum of Art and 
Archaeology, University of Missouri-Columbia . 
1. Front view. 
2. Three-quarter view. 
3. Back view. 

crude story is elaborated in various artistic or 
moralizing versions by such major literary fig
ures as CatullusS and Ovid. 6 

Turning from myth to the actual cult, we 
find that the myth serves an aetiological func
tion-it purports to explain the reasons which 
lay behind cult practices . During the Hellenistic 
period, the cult of Cybele and Attis spread from 
its homeland throughout the Mediterranean 
world. Probably the greatest boost to its prestige 
came with its official introduction to Rome in 
the year 204 B.C., at the behest of the Sibylline 
books, which were consulted as to what actions 
were necessary for the Romans to win the 
Second Punic War.7 Although in the ancient 
accounts it is the introduction of the great 
mother which is emphasized, there can be little 
doubt that Attis accompanied her, as the cults 
were already inextricably connected. 8 

Initially, the Romans attempted to make the 
new cult acceptable to their rather strict and 
prudish religious conceptions by instituting the 
Megalesian Games in Cybele's honor.9 These 
were a regular state festival, occurring every 
April, similar to those which the Romans held in 
honor of more traditional divinities, with 
dramatic performances and other shows, car
ried out under the supervision of the Republi
can magistrates. The games took their name 
from the Meter Megale, the Greek name of the 
goddess. In spite of these efforts, however, the 
basic ecstatic nature of the cult, which made the 
Roman authorities uncomfortable, kept coming 
to the fore . It is known to have involved the 
self-castration of the priests (called Galli) in 
emulation of Attis, and noisy processions in 
which the image of the goddess was carried 
through the streets. Lucretius gives a descrip
tion of such an event, with its accompaniment 

39 



of drums, cymbals, horns and flutes. 10 
Finally, in the reign of the emperor 

Claudius (A.D. 41-54) it would appear that the 
full festival of Cybele and Attis, in a more 
abandoned form than had previously been 
permitted, was officially sanctioned at Rome, 
and it is this festival which, as we shall see, lies 
behind the iconography of most of the existing 
works of art. 11 Two varieties, which particularly 
interest us here, will be described, the so-called 
Attis Tristis and the Attis Hilaris . It is possible to 
reconstruct from various Roman documents, 
particularly the calendar of Philocalus (A .D. 
354)12 a fairly accurate sequence of the events of 
the annual Attis festival, which took place late 
in March. But it is significant that the Roman 
cult, as we can reconstruct it, involves more 
than the self-emasculation of AttiS.13 Although 
chronological certainty is impossible (the cult 
seems to have changed over the years, and 
some authorities see its full-fledged form emerg
ing only in the reign of Antoninus Pius (A.D. 
138-161), the cult apparently came to involve 
Attis' actual dea th from the self-inflicted 
wound, and his subsequent resurrection. 14 Of 
particular importance to our purpose is the day, 
March 25, called Hilaria in the Calendar of 
Philocalus, on which Attis' return to life was 
commemorated, apparently with wild dances 
and other celebrations .15 Against this back
ground, then, we can assess a bronze statuette 
recently acquired by the Museum of Art and 
Archaeology of the University of Missouri
Columbia. 16 

THE STATUETIE SHOWS ATTIS standing on a rock 
(Figs. 1-3).17 He is presented as a pudgy young 
boy, his face and body immaturely fat. He wears 
a one-piece garment consisting of a long-
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sleeved tunic and trousers of the type known as 
anaxyrides . The tunic seems to be slit from the 
bottom of the chest to the crotch, allowing it to 
billow out on both sides, exposing the belly and 
the genitals.18 The anaxyrides are tight-fitting, 
fastened by six buttons on each leg (assuming a 
button at the bottom of each shin), and allow 
the skin to show between the buttons. The 
shoes are ankle-high boots, with a roll of mate
rial around the top, and may be intended to be 
understood as of one piece with the rest of the 
costume . Finally, Attis wears a Phrygian cap or 
tiara (a common symbol for any mythological 
being thought to be from the Orient) from 
which locks of hair protrude on the front and 
sides, following the edge of the cap. 

This type of costume securely identifies the 
figure as Attis because of the inscription on an 
altar commemorating a taurobolium. This bears 
a relief of Cybele and Attis, both specifically 
named, dedicated by L. Cornelius Orfitus on 
February 25, A.D. 295 (Fig. 4) .19 (A taurobolium 
was a form of sacrifice carried out by wealthy 
devotees of Cybele, in which the worshiper 
stood in a pit and let the blood of the victim run 
down over him.) The relief shows Cybele being 
drawn in a chariot by two lions and holding a 
large tympanum. Facing her, Attis leans crosS
legged against a pine tree, holding a smaller 
tympanum, with his shepherd's crook beside 
him. This position, with legs crossed and gener
ally also with a downcast expression, is known 
in modern literature as the Attis Tristis position, 
as opposed to the Attis Hilaris of the feast-day 
Hilaria (although there is no day Tristia in 
Philocalus' calendar). It thus would be as
sociated with an earlier stage both in the myth 
and in the celebration of Attis. Although Attis 
on the taurobolic altar is shown as older than 



our figure, and the ill-fated love of Cybele and 
Attis, rather than his resurrection, is repre
sented, the exact similarity of the costume to 
that of our figure (the only exception being that 
the genitals are not shown) serves as a definite 
iconographical identification of our figure and 
those similarly dressed. This type of costume is 
known to have existed before the destruction of 
Herculaneum in A . D. 79, as shown by an Attis 
from that site, again the Tristis type, used as a 
door-knocker . 20 His dress differs from tha t of 
ours only in that the tunic leaves the chest 
exposed as well, and is held by a clasp at the 
base of the neck. As the altar just discussed 
shows, the type continued in use at least as late 
as A.D. 295. It would thus be unsafe to assign the 
piece a date except within the broad limits given 
by these termini, plus a few years probably on 
either side. 

Turning from the clothing to the stance of 
our Attis, we see that he has the right foot 

4. Marble altar with relief of Cybele 
and Allis. Photo call rtesy of the 
GemlUll Archaeological fn stitute, 
Rome. 

squarely on the ground, whereas the left leg is 
drawn back and the foot touches the ground 
only with its toes, as if Attis were performing a 
dance step. This fact, together with Attis' youth
ful appearance, places our figurine among those 
generally called Attis Hilaris, associated with 
the Hilaria , the last day of the Attis festival. 21 

The basic idea behind the iconography is 
further emphasized by the deliberate showing 
of the hair (in some versions of the myth Agdis
tis is said to have allowed the dead Attis' hair to 
continue growing)22 and the exposure of the 
genitals as a sign of Attis regenerate and ready 
to start on another annual cycle. It must be 
admitted, however, that neither of these traits is 
associated exclusively with the Hilaris type. 

In many of the so-called Attis Hilaris 
statuettes the divinity is shown dancing in a 
more abandoned fashion, but three in particular 
show great similarity to the stance of our fig
ure. 23 One, said to be from Asia Minor, is now 
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5. Marble figure of Attis from Fiallello Sabino. Photo courtesy 
of tile German A rchaeological Institute, Rome. 

in the Louvre, another from South Italy is now 
in the British Museum,24 and the third was 
found near the mouth of the Seine in France.25 

Also quite like ours are a statuette now in 
Kassel,26 which, however, shows Attis stand
ing still, and one found in the Mosel at Trier,27 
which has the feet in a similar stance but the 
right arm stretched upward, away from the head. 

Our Attis statuette has two attributes which 
place it well out of the ordinary. The first is the 
elongated cornucopia which he grasps with his 
left hand. It extends over his left shoulder and is 
braced over his head by the thumb of the 
upraised right hand, but actually the rim of the 
cornucopia is also connected with the top of 
Attis' cap. At the top of the cornucopia there 
appear a cluster of grapes, a loaf of bread 
(against which the remaining four fingers of the 
right hand are braced), a pine cone, leaves 
which may be intended as laurel, and objects 
perhaps apples and grain. The laurel leaves, if 
the identification is correct, are a rather common 
symbol of victory, in this case perhaps Attis' 
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victory over death. We have already mentioned 
Attis' connection with pine trees, but the pine 
cone serves as a symbol of various other 
"Anatolian" divinities such as Men and 



Sabazius,28 and is in general viewed as a sym
bol of immortality.29 The bread, which shows 
incised lines, would seem an obvious attribute 
for a divinity of crops and vegetation, but is 
unique among cornucopias carried by Attis, as 
far as we have been able to determine. 3o 

There are other examples of Attis carrying a 
cornucopia, as well as ones which may origi
nally have held cornucopias which are now 
missing .3! One bronze, discovered in the 
Thames in 1837, now apparently lost, held a 
bunch of grapes in the right hand as well as a 
cornucopia in the other. 32 A poorly preserved 
marble statuette from Fianello Sabino in Italy has 
grapes, apples and a pine cone coming out of a 
cornucopia held in the same way as that of the 
Missouri Attis (Fig. 5).33 A season sarcophagus 
in the Palazzo Mattei in Rome, which portrays 
Attis as Winter (remarkably enough, not an 
Attis Tristis), has him holding a cornucopia with 
grapes and acanthus leaves. 34 

The second unusual feature of the Missouri 
Attis is the presence of wings. This would 
seemingly indicate a syncretism with Eros or 
Cupid, who is also usually pudgy, although 
Eros has no monopoly on wings in ancient 
iconography. The Fianello Sabino Attis, men
tioned above, was also originally winged and 
must have resembled our Attis quite strongly, in 
spite of the difference in material. 3S 

Other winged Attises include Hellenistic 
terracotta figurines from Myrina. They are 
shown dancing, but their clothing is quite dif
ferent from that of ours. Wings are either pres
ent or to be attached in holes in the shoul
ders.36 In the Roman period winged Attises are 
rare. Apart from the Fianello Sabino figure, 
there are two other winged, dancing Attises, 
both in bronze, one from Banasa in North 

Africa,37 the other said to be from Egypt, now 
in the Louvre. 38 In both cases, however, the 
style of execution is entirely different, being 
more abstract and less naturalistic, and the 
clothing consists of a long tunic closed in front 
without anaxyrides. 39 Closer comparison is 
possible with a winged but sad Attis, in open 
tunic with anaxyrides not so tight-fitting and 
closed without buttons, standing against a col
umn, which was an architectural member of a 
temple excavated in Cyzicus in 1917.40 Finally, 
the only similar Attis (apart from the Fianello 
Sabino figurine, which also has a cornucopia) 
which combines naturalistically rendered wings 

6. Detail showing the wing of the Attis figurine in Missouri. 
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and the dress consisting of open tunic and tight 
anaxyrides is that on the season sarcophagus in 
Dumbarton Oaks, dated A.D. 280-320. 41 

The wings are semi-deployed and bent at 
the carpal joint in such a manner as to display 
the feathers on the underside to full view (Fig. 
6) . They extend backward vertically, and each 
tilts slightly outward. The shape of the wings 
conforms to those found among birds of prey, in 
this case possibly those of the owl. The backs of 
the wings are not sculptured, but are smooth 
and unmarked. The feathers on the underside, 
on the other hand, are drawn naturalistically by 
careful incision, thus showing the quills and 
barbs on each feather. The greater and lesser 
coverts are sculptured in their respective rows, 
with the primary or flight feathers extending 
farther outward, giving the wing tips a rounded 
edge. The secondary feathers, although shorter 
than the primaries, are also shown natu
ralistically. A similar artistic rendering of wings 
can be found on the Eros Enagonios from the 
Mahdia shipwreck (ca . 100 B.C.), which has 
naturalistic feathers like the Missouri Attis, but 
whose wing tips come to points rather than to 
rounded ends. 42 Perhaps the closest parallel to 
the wing of the Missouri Attis is located in the 
Musee des Beaux Arts de Lyon (Fig. 7).43 This 
particular wing had an unmarked backside as 
well, and is remarkably similar not only in its 
naturalistic feathers but also in their arrange
ment and in the shape of the wing. In both cases 
a double row of greater covert feathers appears, 
covering approximately half the wing. 

Last but not least, it should be mentioned 
that our Attis also preserves the original silver
ing of the eyes, something which it shares with 
only one other preserved statuette that we 
know of. 44 
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7. Ancient bronze Willg from unknown figu reo Photo courtesy of 
the Musee des Beaux Arts, Lyon, France. 

THERE CAN BE LITTLE DOUBT that here we have an 
outstanding piece of its kind . It is far and away 
the better preserved of the two known figures 
which combine the billowing tunic and 
anaxyrides, the Attis Hilaris position, the cor
nucopia and the wings. It is thus remarkably 
informative for the historian of religion. 

Regrettably, less can be said about its date 
and place of origin. As we have already seen, 
only a general date in the Roman imperial 
period can be put forward, the type of dress 
being attested at least from A.D. 79 to 295. 
Although the closest iconographical parallel is 
from Italy, sufficiently close parallels also exist 
from Asia Minor and from northern Europe, so 
that an Italian origin can only be suggested, the 
others by no means ruled out. Nonetheless, the 
excellent state of preservation and the richness 
and unusual combination of the iconography 
render the Missouri statuette a valuable addi
tion to the corpus of ancient illustrations of a 
divinity whose myth and cult represent an im
portant phenomenon of the Roman imperial 
religion. 

EUGENE N. LANE 

WILLIAM H. BARNES 
University of Missouri-Colu mbia 



1 Hugo Hepding, Allis, seine My then li nd sein Kuit , Reli
gionsgeschichtliche Versuche und Vorarbeiten , I (Gies
sen 1903) 125-127. Excava tions currently being ca rried on 
at the site are published annually in Tllrk Arkeoloji Dergisi. 

2 There is, however, anoth er tradition, not connected with 
Pessinus, which has Attis ki lled in a boar-hunt and places 
the myth in Lydia . See H epding, op . ci t. , 100-102. 

3 The best reconstruction of the Pessinuntine my th from 
versions in Pausa nias (2nd c. A.D.) and Arnobius (4th c. 
A.D.) is to be fo und in Hepding, op. ci t., 103-111. They 
os tensibly go back to one Timotheus, an author o f the 
time of Ptolemy I, w ho also had connections wi th Eleusis 
and wi th the cult of Sarapis . 

4 Hepding, op. cit. , 110. For the role of the pin e tree in 
actual Attis-cult, see Hepding, op. cit. , 149-155. 

5 Poem 63. 
6 Fasti , 4. 221 ff. All the li te rary references are con veniently 

ga thered by Hepd ing, op. cit ., 5-97. 
7 Livy, 29. 10. 4 ff .; 29. 14. 5 ff. gives the bes t ancient 

account. See also Hepdi ng, op. ci t., 141. 
8 See note 3 above. Timo theus wou ld have been active 

about a centu ry before the introduction of the grea t 
mother into Rome. For a contrary view, however , see G. 
Showerman, American PhiloLogical Association, Tra nsactions 
31 (1900) 46-59. 

9 Livy, 29, 14, 13; Hepdi ng, op. cit. , 141. 
10 De Rerum Natura, 2. 598 ff. 
II The da ting of th e offi cial acceptance of the cult to the 

reign of Cla udius admittedly relies only on a p assage of 
John Lydus (6th c. A.D.), De Mensibus, 4. 59, and has been 
disputed by some, but is defended by Hepding, op . ci t. , 
145-146. In reaching hjs concl usions Hepding did not 
consider the non-literary evidence, bu t the fact tha t the 
earliest datable a rti s tic monument of the series w hich 
seems to be connected wi th the fes ti val can be assig ned to 
A.D. 79 or somewha t ea rlier , only twenty- five years a t the 
mos t after the end of Claudius' reign, lends support to his 
arg ument. 

12 Hepding, op. cit. , 5l. 
13 See Hepding, op . ci t. , 149-176. The author is p erhaps a 

little too certain of his imagina ti ve conclusions, but as 
w ith the dating to th e r eign of Claudius, his conclusions 
are essentially borne out by the artisti c monume nts 
(although they were not consulted), w hich prov ide inde
pendent support. 

14 See however, M.P . Nilsson, Geschichte der griechischen 
Religion, IF (Munich 1961) 649-650, wh o doubts the be lief 

in a resurrectio n and points out that the only ancient 
author who spe cifica lly refers to such a belief is Firmicus 
Maternus (4th c. A.D.) . P. Lambrechts , in Bulletin de 
l'lnstitut Historique Beige de Rome 27 (1952) 141-170, takes a 
middle positio n, ma intaining that the emphasis on Attis 
and his resurrec tio n ca me into the cult only with the reign 
of Antoninus Pius, a t the sa me time as the taurobolium 
and the non-castra ted official priest, the Archigallus. 
Previously, according to this view, the emphasis had 
been on Cybele a nd her mourning for Attis. We are 
willing to ad m it that Attis' resurrection is absent from the 
pre-imperial cult, but Lambrechts' a rgument for such a 
speci fi c la te date for its introduction seem s ra ther subjec
tive and depe ndent on the evidence o f silence. It also 
ignores the seri es of monuments which seem to be 
connected wi th the fes tiva l, and we kn ow tha t at least 
one Attis Tris ti s can be securely dated as ea rly as A.D. 79 
(see note 11 above). If correct, though, it would place the 
terminlls post quem fo r our figurine considerably later. 
Lambrechts' a rticle is va luable for summa rizing bibliog
raphy between the a ppearance of Hepding's book and its 
own ti me. For further bibliography on this general mat
ter, see Nilsson, op . cit. , 644, note 1. 

15 Hepding, o p . cit., 165-172. Although w e are better in
fo rmed abo ut the cult in Rome than about that in the 
provinces, it seems reasonable to assume that the latter 
followed much the sa me pattern. He pding, op . cit. , 
116-117, cites a ncient sources which speak of Attis per
fo rmances, complete with castra tions, in amphitheaters 
th roughout the empire, but as these writers are Chris tian, 
their evide nce is sus pect. 

16 Accession no. 76 .32. Height 18.1 cm. 
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tion, a nd as its surface does not show th e same patina as 
the figure, it probably did not originally belong to it but 
was added in fa irly recent times. If the rock is subtracted, 
the total height becomes 15. 2 cm. The s ta tuette is con
nected to the rock by origi nal dowels. 

18 In some parallels the tunic is not continuous across the 
ches t but is held by a brooch, e.g., M.J. Vermaseren, The 
Legend of A ttis in Greek and Roman Art, Etudes pre
liminaires a ux religions orientales dans l'empire romain 
(hereafter EPRO) 9 (Lei den 1966) pI. 24, the Season 
Sarcophagus from Dumbarton Oaks. 

19 Corpus Inscriptionull1 Latinarull1, 6,305. See also Vermase
ren, op . cit. , 27 and pI. 16. The dimensions of the relief 
field are 62 cm . x 38 cm. 

45 



The inscription reads: 
M(atri) D(eum) M(agnae) I(daeae) et Attinis 
L. Cornelius Scipio Oreitus [error for OrfitusJ 
V(ir) C(larissimus) Augur Taurobolium 
Sive Criobolium Fecit 
Die Illl Kal. Ma rt. 
Tusco et Anullino Coss. 
Roughly translated, this means: "To the Great Idaean 
Mother of the Gods and to Attis L. Cornelius Scipio 
Orfitus, a most noble man and augur, made a sacrifice of 
a bull and a ram, on the fourth day before the Kalends of 
March in the consulship of Tuscus and Anullinus." 

Vermaseren, op. cit., 27 and note 3, is somewhat 
unclear as to whether the piece is still preserved, or how 
recently it may have been lost. In the text he states that it 
is known only from drawings, but in an addition to the 
note he thanks the German Archaeological Institute in 
Rome for the photo which he publishes. For the devel
opment of the taurobolium from its first phases to the 
ceremony described in the text of the article, see R. 
Duthoy, The Taurobalium, its Evolution and Terminology, 
EPRO 10 (Leiden 1969). 

20 Charles Waldstein and Leonard Shoobridge, Herculaneum 
(London 1908) pI. 43. 

21 Vermaseren, op. cit., 41-44, 47-54, and pis. 26-36. 
22 Hepding, op. cit., 110. 
23 Vermaseren, op. cit., pI. 32, nos. 2 and 3, pI. 33, no. 3. 

The statuette illus trated by Vermaseren, pI. 32, no 2 is not 
the same as A . de Ridder, Les Bronzes antiques du Louvre 
(Paris 1913) 66, no. 434 and pI. 35, in spite of the 
impression created p. 51, note 3. Consequently the whole 
attribution is open to question. 

24 H. B. Walters, Catalogue of Bronzes in the British Museum 
(London 1899) 184, no. 1020. This Attis, however, unlike 
ours, apparently did not hold a cornucopia, as his hands 
grasp his clothing. 

2S Vermaseren, op. cit., 52. 
26 Vermaseren, op. cit., pI. 33, no. 1. 
27 Vermaseren, op. cit., pI. 34; H. Menzel, Die roemischen 

Bronzel! ailS Deutschland, 2, Trier (Mainz 1966) pI. 99. 
28 For Men, see E. N. Lane, Corpus Monumentorum Religionis 

Dei Menis 3, EPRO 19 (Leiden 1976) 104-105. For Sabazius 
see Lane, Muse 4 (1970) 46 and 8 (1974) illustration on 35. 

29 See the chapter, "La Lune sejour des morts," in F. 
Cumont, Recherches sur Ie symbo/isme funeraire des Romains 
(Paris 1942). Pine cones also regularly occur on the ends 
of Dionysiac thyrsi. 
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30 For bread or cake in a cornucopia, although in no way 
related to Attis cult, see M. Fuzes, "Fruchtdarstellungen 
des Fuellhorndeckels von Savaria," Acta Antiqua 16 (1968) 
355-381. 

31 Vermaseren, op. cit., pI. 32, no. 2, perhaps also pI. 30, 
no. 3, both mentioned above as similar to ours in stance. 

32 Archaeologia 27 (1840) 46 and pI. 8. 
33 Vermaseren, op. cit., 33, no . 2; Rome, National Museum, 

no. 125836. The height is 84 cm. Unlike our figure, the 
Fianello Sabino Attis has both sides of the chest exposed, 
separated by a kind of bib, and a definitely hermaphrodi
tic appearance. 

34 G.M.A. Hanfmann, The Season Sarcophagus in DUlllbarton 
Oaks (Caml?ridge, Mass. 1951) pI. 31. 

35 Prof. Vermaseren informs us by letter that he has recently 
reviewed all the preserved Attis material for his forthcom
ing Corpus Cultus Cybe/es Attidisque, and that only our 
figurine and the one from Fianello Sabino have both the 
cornucopia and the wings. 

36 Vermaseren, op. cit. 47-48 and pI. 36, nos.!, 2,3; also pI. 
27, no. 1. Vermaseren's figures are misplaced on pI. 26, 
the bottom figures belonging at the top and vice versa. 
Vermaseren, op. cit., 49, also mentions but does not 
illustrate some winged, dancing Attis earring pendants 
from Delos. 

37 Vermaseren, op. cit., 49-50 and pI. 31, no. 1. 
38 Vermaseren, op. cit., pI. 31, no . 2. 

39 A so-called Attis-Eros from Verona: Lanfranco Franconi, 
Bronzetti Romani del Museo Archeologico di Verona (Venice 
1973) pI. 94, which portrays a winged figure with a 
Phrygian cap, but oth~rwise totally nude in front except 
for a belt diagonally across the chest, is too far removed 
from our figurine to provide a valid comparison. 

40 Vermaseren, op. cit. , 46 and pI. 25, no. 2. The figure is 
one of three standing and ostensibly hermaphroditic 
Attises which presumably come from the same architec
tural complex but have become separated. See G. Men
del, Bulletin de correspondance hellenique 33 (1909) 259, no. 
8, and C. Picard and Macridy Bey, BCH 45 (1921) 461, fig. 
11. They are all presumably of Hadrianic date. 

41 Hanfmann, op. cit., pis. 2, 7; Vermaseren, op. cit., pI. 24. 
42 Werner Fuchs, Der Schiffsfund von Mahdia (Tuebingen 

1963) pI. 6. 
43 Stephanie Boucher, Bronzes romains figures du Musee des 

Beaux Arts de Lyon (Lyon 1973) 177. The dimensions are 
9.8 cm. x 7.5 em. 

44 Vermaseren, op. cit., pI. 25, nos. 2, 3 and pI. 53. 



Two Parisian Gold Snuffboxes 

The aristocratic mania for ever more exquisite, 

artful and elegant snuffboxes reached its daz

zling zenith in the eighteenth century. Contriv

ing to satisfy this excessive if cultured appetite by 

the production of an extraordinarily large 

number of boxes of beauty and high quality, the 

goldsmiths of Paris early established their city as 

the unrivaled international center of snuffbox 

manufacture. Fashioned from wonderfully rich 

materials - gold, silver, ivory, hardstones, lac

quer, tortoise-shell, porcelain, mother-of-pearl, 

horn, diamond and other precious stones among 

them - and displaying their makers' ingenuity 

and consummate craftsmanship, the rare Pari

sian boxes, more highly prized than any others, 

were avidly sought after and collected. The 

Museum of Art and Archaeology has in its 

holdings, as a part of the Sarah Catherine 

France Collection, two gold snuffboxes repre

sentative of Parisian orfevrerie, or precious 

metalware. 1 Solid gold, of simple shapes sim

ply decorated, these boxes bear witness to the 
careful and loving attention lavished by Parisian 

orfevres on even their most modest creations. 

In France it was the goldsmiths' guilds that 

jealously watched over the quality of workman

ship of and purity of materials used by their 

members; and the guilds, in turn, were regu

lated by the State. Only master-craftsmen were 

admitted to the guilds, and only guild members 

were licensed by the State to manufacture and 

sell orfevrerie. Thanks to this careful control 

quality was maintained. But just as important 

for us, these rigorous standards make possible 

the attribution of individual pieces of goldwork 

to the orfevre who produced them, for the State 

required that each article produced by a 

goldsmith bear a series of marks showing that 

he had adhered to the specified system of pro

duction. Throughout the eighteenth century, 
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until 1791, each gold box made in Paris was to 
bear four poinr;ons, or impressed marks:2 

1) the maker's mark, which consisted of a 
crowned fleur-de-lis designating the city of 
Paris, the initials of the goldsmith with a per
sonal device, and one small dot on either side of 
the fleur-de-lis;3 

2) the charge mark, a preliminary tax mark 
put on each section of the box before final 
assembly; 

3) the hall or warden's mark, the mark of 
the guild in the form of a crowned letter of the 
alphabet, which attested to the purity of the 
alloy; and 

4) the dicharge mark, which was impressed 
after completion of the box to show that taxes 
had been paid on the work and that it might 
lawfully be sold. 

The maker's mark, designed and registered 
when the goldsmith was admitted to the guild, 
remained constant for his work. The other 
marks, however, changed at more or less regu-
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1. Gold snuffbox by Louis-Claude Porcher, top and 
side viws. 

lar intervals: the warden's mark, for example, 
was changed every year at mid-July, while both 
the charge and the decharge marks were changed, 
on the average, every seven years. 

Markings on the Missouri boxes, remarka
bly complete, make possible an identification of 
the orfevres who produced them, and a dating. 
Moreover, since one of these boxes was made in 
the first years of the nineteenth century, its 
poinr;ons serve to illustrate the changes in the 
practice of marking goldwork that came with 
the Revolution. 

2. Opposite page: hallmarks on the Porcher box, greatlyen
larged: 1) poin<;on of Louis-Claude Porcher, registered 26 
July 1762; 2) charge mark of ]. B. Fouache, used 1 October 
1774-77; 3) warden's mark for Paris , 1774-75; 4) decharge 
mark of]. B. Fouache, used 1 October 1774-77. 



THE SMALLER MISSOURI BOX (Fig. 1)4 bears on its 
floor the mark of the Parisian goldsmith Louis
Claude Porcher (1737-active 1791), who was 
received into the guild as a master on 21 July, 
1762: his personal poin~on was registered on 26 
July of that year. 5 As prescribed by regulation, 
Porcher's mark takes the form of a crowned 
fleur-de-lis with the grains de remede dots on 
either side, below which are placed the initials 
LP. As his device Porcher chose a heart. The 
charge mark appears on this box on the under
side of the lid only but is, even there, largely 
obliterated (not unexpectedly, since it would 
have been stamped before completion of the 

tt\1 
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box) . Because of the warden's and the decharge 
marks, however, it can be identified as that of 
the fermier Jean-Baptiste Fouache, who served 
as "tax-farmer" from 1 October 1774 to 1777.6 A 
clear impression of Fouache's charge mark 
would show a design of entwining ribands 
centering on a capital letter A. 7 The warden's 
mark consists of a crowned letter L, the letter 
used for the year from mid-July 1774 to mid-July 
1775.8 Guaranteeing the alloy to be at least 
twenty-cara t gold, this mark, impressed like the 
charge mark before completion of the box, is 
seen clearly on the floor, and low on the inside 
front near the left corner, as well as on the 
underside of the lid. The tiny decharge mark is 
one used by Fouache for small pieces of orfev
rerie and appears on the outside right flange . As 
do most other decharge marks, that of Fouache 
takes the form of a bird's or animal's head: 
Fouache's mark is a monkey's head (Fig. 2) .9 

Like all else in the fashionable world, the 
style and decoration of snuffboxes changed con
tinually in order to reflect the latest vogue. 
Porcher's box is no anomaly, its decorative 
elements wholly in keeping with the period of 
its manufacture, which, through the evidence of 
its marks, can be assigned to the months be
tween 1 October 1774 and mid-July 1775. Ex
tremely modest, this box supports engine
turned (guilloche)1° panels on sides, top and 
bottom, with both the top and bottom panels 
bounded by an acanthus leaf motif. The latter 
motif appears along the bottom of the box, with 
the lid's sides displaying garland swags set on a 
sable or ("granulated" matt) ground. Small pil
lars are placed at each of the rounded corners of 
the side walls of the box. Small enough to be 
portable, this snuffbox is an excellent example 
of the craftsmanship found in Paris before the 
Revolution. 
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3. Gold snuffbox by Gabriel-Raoul Morel, top and side views. 
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4, Hallmarks on the Morel box, greatly enlarged: 1) poinfon 
of Gabriel-Raoul Morel; 2) standard mark for the third gold 
standard (75011000 = 18 carats), used in Paris 1794-1819; 
3) stalldard mark for the third gold standard, for Paris 
1809-19; 4) excise mark, for Paris 1809-19, 

THE LARGER MISSOURI BOX (Fig. 3)11 gives an 
important glimpse of post-revolutionary Pari
sian goldwork poin{:ons. The goldsmiths' guild 
survived the Revolution - the only guild to do 
so - but the State assumed the responsibilities 
of both the fermiers and the guild's wardens. 
Gone, of course, was the fleur-de-lis of the 
maker's mark, replaced now by the initials of 
the orfevre and a device of his choosing placed in 
a diamond shape, the poin{:on losangique. The 
warden's and the charge marks were replaced by 
marks guaranteeing the standard of the gold 
alloy used. 12 The decharge mark gave place at 
this time to an excise mark that also assumed its 
function. Initiated in 1791, these State marks 
were changed in 1798, 1809, 1819 and 1838.13 

An examination of the maker's mark of the 
large Missouri box reveals that it comes from the 
workshop of Gabriel-Raoul Morel (active 1798-
ca. 1827), an orfevre known for his use of costly 
materials in the creation of elaborate boxes. 14 

His mark,15 consisting of his initials, GRM, 

placed with his device (an ear) in a poin{on 
losangique, appears clearly on the floor of the 
box, and is found, too, on the underside of the 
lid and on the inside right flange, though par
tially obliterated in the latter two locations. 
Beside his mark on the floor of the box is a 
preliminary standard mark for the third gold 
standard (750/1000=18 carats), a mark in use 
from 1794 until 1819, consisting of a dog's head 
and the numeral 3 placed in a circle. 16 Another 
standard mark, a more important and a more 
common one, appears on the left outside flange, 
being a cartouche in which a cock and the 
numeral 3 are seen.17 An excise mark, located 
on the right outer flange, represents a roaring 
lion (Fig. 4).18 These la s t two marks-the 
standard mark with the cock, and the roaring
lion excise mark-were in use from 1809 to 
1819,19 the decade to which, therefore, this box 
may be assigned . 

The Morel box, like the smaller one, has a 
rather unassuming, even conventional decora
tion, recalling the quiet elegance of similar 
eighteenth-century designs. The top, bottom 
and side panels have another engine-turned 
pattern, bordered by chased scroll-work on sable 
or grounds. Again the corners are rounded, 
with stylized leaves in the place of the smaller 
box's pillars . A raised band of chased diamonds 
and tiny squares runs round the bottom edge of 
the box. 

Unlike the small Porcher box, however, this 
snuffbox was probably not carried but was in
tended to be placed upon a table. There it would 
have been ready at all times to yield to the 
thumb and forefinger that delicious pinch of 
glorious snuff. 

DAVID MARCH 
Greentop, Missouri 
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1 See notes 4 and 11 below. 
2 Marc Rosenberg, Der Goidscllllliede Markzeichen, 3rd ed., 4 

vols. (Frankfurt-am-Main and Berlin 1922-1928) IV, 246 
ff. Note that these remarks apply to Pari s; other French 
cities had the same basic regulations but the forms of 
their marks are often diffe~ent from those of Paris. 

3 These two d o ts are the grains de remede, which symbolize 
the tolerance in the standard of silver, these maker's 
marks being used on small pieces of silver as well as 
goldwork. 

4 Mu seum of Art and Archaeology, University of 
Missouri-Columbia. Ace. No. 69.1031. L. 5.4 cm., W. 4.1 
em., H. 1.8 cm. Gift of Miss Sarah Catherine France. 

5 Henri Nocq, Le poinj:on de Paris: repertoire des ma7tres
orfi!vres de la jurisdiction de Paris depuis Ie moyen-age jusqu'iI 
la fill du XVllfC siecle, 5 vols . (Paris 1968) III, 352. The 
following information is given: Porcher (Louis-Claude). 
Fils d' Alexis Porcher.! 23 Decembre 1737. Baptise.! 21 
Juillet 1762. Demeurant a Paris , pont No tre -Dame, 
paroisse de la Madeleine en la Cite, res;u maitre en cette 
ville, cautio nne par son pere meme pont.! 26 Juillet 1762. 
Fait insculpter Ie poins:on :1 Fleur de Iys couronnee, deux 
graills, LP, un coeu r.1 La li ste de 1765 Ie d onne rue St. 
Louis; celie d e 1768, pont Notre-Dame.! L'almanach d ' in
dication nomme Porcher Ie jeune, pont Notre-Dame, au 
Vase d'or, connu pour tout ce qui concerne Ie bijou de 
fantaisie et a secret.! 10 Decembre 1781 (Liste) . Pont 
Notre-Dame .! 9 Juillet 1784. Le Journal d e Paris annonce 
Ie deces de Louis-Alexis, fil s mineur d e Louis-Claude 
Porcher'! Les tableaux I'indiquent: pont au Change de 
1783 a 1786 et rue de la Sonnerie de 1787 a 1791. 

6 Rosenberg, op. cit., IV, 259. Fenlliers purchased their 
positions from the State for large sums and in so doing 
obtained the right to collect taxes on me talwork, a portion 
of which, of course, they kept. Parisian " tax-farmers" 
were required to cause both the charge and decharge marks 
to be impressed on orfi?vrerie. They held their pos ts for an 
average of seven years. I give here the date of Fouache's 
assumption of the duties of fermier as shown by Rosen
berg. However, Claude Fregnac et. a I. , Les Grands Or
fams de Louis XII iI Charles X (Paris 1965), assign to him 
the dates of September 1775-April 1781. That his charge 
and decharge marks are those on the box cannot be 
doubted. If the Fregnac listing is correc t, it may be that 
the warden's mark was being used beyond its expi ration 
date in mid-July 1775. 

7 Ibid ., no. 6529. 
8 Ibid ., 253, no. 6431. Crowned letters of the alphabet, 
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excepting J, U and W, were used as warden's marks in 
Paris and were changed each year at mid-July. U was 
used in 1783-84, and from 1784-89 the mark consisted of a 
crowned letter P, for Paris, with the last two digits of the 
year. 

9 Ibid ., 259, no. 6530. A. Kenneth Snowman, Eighteenth
Century Gold Boxes of Europe (Boston 1966) 87, identifies 
Fouache's decharge mark as a monkey's head. A very clear 
impression of a ram's head appears on the left outside 
flange of the Porcher box. It is unlike any other marks 
used in Paris which I have seen illustrated, and its 
presence here is anomalous. Rosenberg, op. cit., IV, 264, 
no. 6591, shows a ram's head used as a standard mark for 
the third gold standard, in use in Paris 1819-38. These 
marks are dissimilar in design, however. Also appearing 
on the outside of this box's flange is the engraved 
number 260. Similarly, the Morel box (see below) has the 
number 404 on the outside of its lower flange. I have 
not discovered to what these numbers refer . 

10 Engine-turning is the term for a mechanical process of 
engraving regular linear patterns on metal surfaces, a 
process most often used to produce undulating lines 
simulating moire. It had the effect of standardizing deco
ration after its perfection about 1768. "Engine-turning" is 
the English equivalent for the French term, guillocllli. Cf. 
Clare Le Corbeiller, European and American Snuff Boxes 
1730-1830 (London 1966) 29. 

11 Museum of Art and Archaeology, University of 
Missouri-Columbia. Ace. No. 69.1046. L. 8.5 em. , W. 5.8 
em., H. 1.8 cm. Gift of Miss Sarah Catherine France. 

12 Three s tandards were now allowed: 22 carats (92011000), 
20 carats (840/1000) and 18 carats (750/1000). 

13 Rosenberg, op. cit., IV, 261 H. 
14 Le Corbeiller, op. cit., 86; Snowman, op. cit., 60, 135. 
15 Le Corbeiller, op. cit., App. V, h; Snowman, op. cit., 89. 
16 Rosenberg, op. cit., IV, 262, no. 6564. 
17 Ibid., 263, no . 6572. 
18 Ibid., 264, no. 6584. 
19 Ibid., 263 f. 

Two articles concerning other objects in the France Collection 
have appeared in Muse No.8 (1974): " David Le Marchand's 
Madonna and Child," by Robert L. Foah (pp. 38-43) and 
"A Signed Portrait Miniature," by Beverly Zis la Welber 
(pp . 44-48). 



An American View of the Church of the Holy Sepulchre 

The art of illustration in America deserves more 
appreciation than it has received in the past 
thirty or forty years. Critical opinion has given it 
~uch a low place among the visual arts that one 
l~ not prepared for the artistic quality of a work 
like the oil painting of the Church of the Holy 
Sepulchre by Dean Cornwell, in the Museum of 
Art and Archaeology. The picture, shown above, 
was painted to illustrate first a magazine article 
and then a book. 1 

Illustration has a distinguished tradition in 
American art. Harper's Weekly, for which a group 
of noted artists worked, including Winslow 
Homer, stands at the beginning of that tradition 
in the mid-nineteenth century. Gradually, 
around 1900, the new techniques of photoen
graving replaced the earlier woodcuts, ushering 
in a golden age of illustration. Though that age 
ended with the common use of the camera in 
recent decades, the tradition survives. Critical 
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opinion is beginning to change, but as recently 
as 1966, when a major survey of the subject 
appeared,2 the opening chapter was entitled, 
"ls Illustration Art?". 

Our low opinion of illustration is due to the 
deadly ser~ousness with which we have taken 
abstract art - so pure and profound - in the 
twentieth century. "Mere illustration" is con
cerned with storytelling and must have recog
nizable subject matter. It is "literary," according 
to modern criticism. Even worse, it is almost 
always done under commission, and is there
fore commercial and impure. Perhaps by now 
we have enough perspective on the abstract 
movement to join that small group - mostly 
illustrators themselves - who understood all 
along that illustration could be taken seriously 
as an art form. Recent years have seen a grow
ing number of studies of American illustrators. 
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Photograph of the Church of the Holy Sepulchre, taken 
during th e 1920s. Courtesy of th e Israel Museum , 
Jeru salem. 

The most lavish is a volume on Norman 
Rockwell, but there are also important studies 
and exhibition catalogues of such key figures as 
Howard Pyle, Edwin Austin Abbey and N. C. 
Wyeth. Perhaps a taste for "camp" has contrib
uted to our changed evaluation of illustration; 
more probably a new respect for realism in 
current American painting has affected it; and 
certainly the works of the illustrators merit re
discovery by virtue of their artistic quality. 

Many of the illustrators were also muralists, 
and the two traditions parallel each other closely 
in this country. The mural tradition began with 
the project to decorate the interior of the United 
States Capitol in the 1850s. That first commis
sion went to an Italian artist, Constantino 
Brumidi, but in the 1870s William Morris Hunt 
and John LaFarge, American artists, were com
missioned to do murals in public buildings. 



They, together with Abbey, stand at the begin
ning of the mural tradition, which at first dealt 
mainly with allegorical subjects painted in a 
baroque style. It was the new classical architec
ture of the Beaux-Arts system that called for 
these mural programs as well as for extensive 
amounts of sculpture, and the Columbian Expo
sition in Chicago in 1894 provided a strong 
stimulus for all these arts . 

Dean Cornwell was among the best of the 
illustrators and muralists working in the twen
tieth century. In the 1920s and '30s he was a 
celebrity, known to the general public as well as 
to the artistic community. The main tradition in 
illustration was that established by Howard 
Pyle, and Cornwell was the leading exponent of 
the Pyle tradition for four decades. Yet, since his 
death in 1960, he has been all but forgotten and 
there has been only passing reference to him in 
any publication. The time has come to redis
cover him.3 

CORNWELL WAS BORN in 1892 in Louisville, 
~here he grew up and received his first training 
In art. In 1911, as a young artist, he moved to 
Chicago. He worked for commercial art studios 
and as an illustrator with the Chicago Tribune, 
an.d studied briefly at the Chicago Art Institute. 
WIth a major commission from The Red Book 
Magazine he moved to New York in 1915, and 

upon arriving, he enrolled at the Art Students 
League. That summer he studied with Harvey 
Dunn and Charles Chapman in the special 
course they taught in Leonia, New Jersey. This 
c.ourse was important for the history of illustra
tIon. Though he traveled considerably, New 
York remained Cornwell's home for the rest of 
his life. 

Right from the beginning Cornwell was 
busy and successful, receiving prizes and popu
lar recognition for his illustrations. His career 
was greatly advanced when he won the compe
tition for the principal murals in the Los Angeles 
Public Library in 1927. These murals were de
veloped in London, in the studio of the great 
English muralist Frank Brangwyn. The Los 
Angeles project, which brought Cornwell a 
great deal of notice, both good and bad, was 
completed in 1932. 

The 1930s, '40s and '50s continued to bring 
Cornwell commissions, awards, prizes and ex
hibitions. He regularly did illustrations for 
stories in The Red Book Magazine, The Saturday 
Evening Post, Hearst's International, Cosmopolitan, 
Good Housekeeping , The American Magazine and 
other magazines, as well as a large number of 
books, most for Cosmopolitan Book Corpora
tion. Perhaps his best known. book is a deluxe 
edition of The Robe, commissioned by RKO 
Pictures. Toward the end of his career his inter
est lay mainly in mural work, and he received 
commissions in cities all across this country and 
in Europe. 

Cornwell fell heir to the Pyle tradition 
through his studies with Harvey Dunn, who 
had been one of Pyle's students at Chadds Ford, 
Pennsylvania. Cornwell himself said tha t 
through Dunn he "became a grand pupil" of 
Pyle. The tradition established by Pyle and 
Abbey was influenced primarily by the Pre-
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Raphaelite movement. It was necessarily based 
on realism, with a high value placed on authen
ticity of detail and setting, and on appropriate
ness of characterization. The requirements for 
accuracy of the illustrated newspapers of the 
nineteenth century also provided a model for 
the simple realism and factual reportage of the 
illustrators . The realism of the Pyle tradition 
also reflects the coloristic, compositional and 
decorative influences of late nineteenth-century 
painting, particularly Impressionism, Post
Impressionism and the Art Nouveau, but with
out abandoning the emphasis on authenticity. 
Cornwell's s tay in Frank Brangwyn's studio 
while working on the Los Angeles murals left its 
mark on his mural style, in the use of flatter 
forms and a shallower pictorial space, in a 
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mosaic surface, in a changed palette, and for a 
time in the use of heavy outlining. Toward the 
end of his career Cornwell's style became 
crisper, with sharp edges, and a more photo
graphic realism. 

Cornwell stressed the importance of re
search for the illustrator. 4 He always went to 
the site of the story, he said, and "1 take along a 
camera, sketch book, and water colors. I may 
merely tint my pencil notes after I return to the 
hotel or camp. But I like to use color right away 
so I don't forget things." Authenticity came 
with attention to the characteristic detail, and 
the illustrator needed a vast knowledge of such 
detail based on research and close observation 
during extensive travel. Cornwell even kept in 
his studio a large collection of pots and pans, 

Cornwell sketching outside the 
walls of Jerusalem, from an article 
written by him in Design for 
January 1950. 
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Illllstration fo r a stan) in Good Housekeepingfor August 1921, typical of Cornwell 's magazine work. 

costumes and nicknacks from all over the world 
which made their way into his paintings. He 
acknowledged that the National Geographic was 
an "artist's Bible." For the illustration to be 
convincing it had to follow logically from the 
plot of the story as well, Cornwell emphasized, 
or the illustrator could easily ruin the carefully 
~ontrived atmosphere the author had painstak
Ingly created. 

Cornwell, like other illustrators, assumed 
that the artist would have complete technical 
c?ntrol over all aspects of artistic production -
figure drawing, composition, perspective, color, 
and all his materials. He lashed out at abstract 
art and .at Picasso in particular, for producing a 
generatIon of artists who had not mastered the 
basics of technique. Color was important to 
Cornwell even when his work was to be repro-

duced in black and white, which was usually 
the case in his early years, and he worked in full 
oil color. The illustrators argued that their art 
was more difficult than easel painting, and not 
simply because of the technical problems that 
had to be considered when the painting was to 
be transferred to the printed page. They argued 
that illustration required a more developed 
imagination since the "illustrator paints what no 
one has seen and makes it appear that he is an 
actual observer. "5 

NORMAN ROCKWELL acknowledged that 
Cornwell was lithe leading exponent of the Pyle 
school. "6 He went on to say, " ... probably the 
best pictures he ever made were done for Good 
Housekeeping, a series on the Life of Christ and of 
the Holy Land made after a painting and sketch-
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ing trip to the Middle East." The trip was made 
in 1925, and it was for the second series that 
Cornwell painted the picture now in Missouri. 
The series appeared under the title "The City of 
the Great King and other places in the Holy 
Land," and was published in color in Good 
Housekeeping in several issues during 1926. In 
the same year the articles were published sepa
rately as a book with the same title by Cos
mopolitan Book Corporation. 

Normally an illustrator was given a story 
from which he worked. In this case, however, 
the pictures came first and the text was written 
to go with them. For this series the distin
guished professor of English literature at Yale, 

58 

Cornwell in his studio, from all article 
by him in Design for January 1950. 

William Lyon Phelps, provided romantic and 
inspirational histories and descriptions of the 
sites that Cornwell painted. The Missouri pic
ture, The Church of the Holy Sepulchre, is the last 
in the series. It is signed with the artist's initials 
and dated "26." The painting has a rich surface 
as well as a colorful one. The paint is applied 
thickly over a foundation of areas of local color. 
Figures are rendered in broad, impressionistic 
strokes with little attention to fine detail. The 
picture, which was exhibited at the Royal 
Academy in London, is a good example of 
Cornwell's best period . 

Phelps tells us that this painting shows the 
view from Cornwell's rooms in Jerusalem. We 



Two panels from the historical arId al
legorical murals for the Los Angeles City 
Public Libran;: left, "Earth, Digging 
for Gold"; above, "Air, ProductivihI" 
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see the south front of the church, with its 
double, arched entrances, strongly framed in 
our painting by the surrounding buildings, 
looking much the same today as it did in 1926, 
as indeed it did in the twelfth century, when 
this part of the original Early Christian building 
took on its present form. Since the 1930s the 
carved Romanesque lintels over the two doors 
which appear both in the painting and the 
photograph have been on display in the Rocke
feller Museum in Jerusalem, where they were 
moved to preserve them from weathering. 7 

Only under extreme lighting conditions would 
the church appear so vibrantly red as it does in 
the strong morning light in the painting. The 
procession and groups of figures, even the 
gambling priests, conform to what Cornwell 
saw, according to Phelps, and are historically 
appropriate as well, he argued. In Phelps's 
words, "No one can gaze on this picture with
out having his thoughts turn back to that spring 
morning twenty centuries ago, when the sol
diers, and the priests, and the weeping women, 
and the curious mob followed the Divine Suf
ferer from the city walls to the tiny mound of 
Calvary./I 

The popular literary magazines have disap
peared, replaced presumably by television. It 
seems unlikely that one would find at Yale 
today a professor of English literature with the 
simple heart of William Lyon Phelps. Condi
tions are no longer right for a Dean Cornwell to 
do so grand a mise en scene as The Church of the 
Holy Sepulchre. Today, his theatrical art at its 
best belongs more narrowly to the theater again, 
on film and video tape. 
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OSMUND OVERBY 
University of Missouri-Columbia 

1 Acc. No. 75.197.86.5 cm. x 1.225 m . Gift of Mr. and Mrs. 
George Schriever, who had acquired it from the artist's 
widow, Mildred Kirkham Cornwell . This article is based 
on studies of Cornwell done in 1976 and 1977 under the 
author's direction by graduate students in the Depart
ment of Art History and Archaeology: Lora Holtz, Keith 
W . Klein, Betty C. Pate and Phyllis Strawn. 

2 Walt Reed, ed., The Illustrator in America, 1900-19605 
(New York 1966). 

3 A major book on Cornwell will appear in the fall of 1978, 
Dean Cornwell, Dean of ll/ustrators, by Patricia Janis Broder. 
Mrs. Broder has kindly sent us a copy of her manuscript 
which has been of great help in preparing this article. The 
Museum of Art and Archaeology is preparing a Cornwell 
exhibition to mark the publication of Mrs . Broder's book. 
During his lifetime Cornwell's work was regularly dis
cussed in the art magazines, but since his death there has 
been little more than occasional passing reference to him 
in any publication. Mrs. Broder's book will provide the 
first review of Cornwell's career, a chronology of his life, 
a list of works and bibliography. 

4 Dean Cornwell, "Book Illustration," Design 51 (January 
1950) 16-17. Cornwell published a second article, "The 
Art of Mural Painting," Design 51 (February 1950) 8-9, 22. 
Mrs. Broder has collected a number of unpublished 
works by Cornwell which amplify his ideas about art as 
expressed in these two articles . 

5 " Cornwell Lectures," Art Digest 15 (March 15, 1941) 15. 
6 Norman Rockwell, "The Decade: 1920-1930," in Walt 

Reed, ed ., The Illustrator in America, 1900-19605 (New 
York 1966) 77. 

7 The most recent article on these lintels, with citations to 
the earlier literature, is L. Y. Rahmani , " The Eastern 
Lintel of the Holy Sepulchre, " Israel Exploration Joumal26 
(1976) 120-129. 
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Nagar, Sarla D. and Umakant P. Shah, Jainism Qnd Jaina 

Bronzes 7:39-48 
A New Homeric Illustration by Gloria S. Merker 1:11-18 
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II by Richard G. Baumann 10:37-47 
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A Pilgrimage to Indian Museums by Sarla D. Nagar 6:28-39 
Populonia 5:20-22 
Portrait of a Lady by Melissa Williams 6:41-45 
A Portrait of the Empress Crispina by David Soren 9:21-24 (see 
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Rattray, Evelyn and Clara Millon, An Extraordinary 
TeotihuaCtin Mural 6:46-48 

Relief Amphoras of Archaic Crete by Nancy Reed Eals 5:26-34 
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Christian: Christ: Crucifixion 8:43; Entry into Jerusalem 
2:25-32; Flight into Egypt 1:9-32; Madonna and Child 
8:38-43; Saints: St. Francis 1:19-32 

Greek: Athena on mirror handle 9:30; Cybele 3:35-41; Eros 
on lamp 5:12; Sacred Tree Cult 5:26-34 

Hindu: Bhairana 6:35; Chaitanya 9:42-48; Hayagriva 3:43-
48; Ishana 6:33; Krishna 9:42-48; Lakshmi 6:36; painted 
scroll 9:42-48; pilgrimage 6:28-39; Rama 6:33; Vir
abhadra 4:25-32; Vishnu 3:43-48 
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Revere, Paul II (si lversmith) 10:37-47 
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3:42-48 
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Rock Crystal Vessels in Antiquity by Andrew Oliver, Jr. 7:29-35 
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Roman emperors: Crispina 9:21-24; Gallienus, Trebonianus 

Gallus, Valerian, Volusian 2:21-24 
Roman period: game counters 9:13-20; marble urn 7:21-28; 

medallion 2:21-24; vase 4:39-42 
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Rowland, Robert J. , Jr., Claudius Septimus, Praeclarus Dis

cabalas 7:21-28 
Rowlett, Elsebet and Ralph Rowlett, Champagne and the 

Ardennes During the Bronze and Iron Ages 5:23-25 
Rowlett, Ralph and Elsebet Rowlett, Champagne and the 

Ardennes During the Bronze and Iron Ages 5:23-25 
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Shah, Umakant P. and Sarla D. Nagar, Jainism and Jaina 
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Some Italian Drawings for Known Works by Stephen E. Ostrow 

1:19-32 
Soren, David, A Portrait of the Empress Crispina 9:21-24 
Spain: glass 7:36-38 
Sphinxes: see Animals 
Stucco: see Excavations at Tel Anafa 3:23, 6:10 
Survey of the Etruscan Port at Populonia by Anna Marguerite 

McCann 5:20-22 
A Syncretistic Statuette by Eugene N. Lane 8:34-37 

Tel Anafa: excavations 3:16-23, 4:15-24, 5:8-16, 6:8-18, 8:14-
28 

Tel Anafa on A Problem-Oriented Excavation by Sau l S. Wein-
berg 3:16-23 

Tel Anafa: the Second Season by Saul S. Weinberg 4:15-24 
Tel Anafa: the Third Season by Saul S. Weinberg 5:8-16 
Tel Anafa-1972: The Fourth Season by Saul S. Weinberg 6:8-18 
Teotihuacan, Mexico: see Central America 
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Two Votive Hands in Missouri by Eugene N . Lane 4:43-48 

Underwater archaeology: see Populonia 

van Huysum, Jan (artist) 4:33-38 
Vanni, Francesco (artist) 1:19-32 
Vases: see Pottery 
Veneziano, Agostino (artist) 5:43-48 
Venus: see Ivories 
Vessels: bronze: see Tel Anafa 3:22, 4:23, 5:14; Indian 6:31; 
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Vishnu: see Religions, Hindu 
Volusian: see Roman emperors 

Weapons: see Excavations in France, Israel; on vases 3:25 
Weights, lead: see Tel Anafa 3:21-22 
Weinberg, Saul S .: see Activities 
Weinberg, Saul S. , Etruscan Bone Mirror Handles 9:25-33 
Weinberg, Saul S., Excavations at Tel Anafa, 1973 8:14-28 
Weinberg, Saul S. , Tel Anafa -A Problem-Oriented Excavation 

3:16-23 
Weinberg, Saul S., Tel Anafa: The Second Season 4:15-24 
Weinberg, Saul S ., Tel Anafa: The Third Season 5:8-16 
Weinberg, Saul S ., Tel Anafa -1972: The Fourth Season 6:8-18 
Welber, Beverly Zisla, A Signed Portrait Miniature 8:44-48 
Williams, Melissa, Portrait of a Lady 6:40-45 
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