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ACTNITIES 

1978 was a year of new activities and 
expanded services to a wider audience, as we 
continued to take advantage of the possibilities 
opened to us by the larger museum quarters in 
Pickard Hall. For the first time, we were able to 
organize exhibitions with works brought in from 
outside. This began in March with a group of 
photographs, "Venice in Winter," by the Italian 
photographer, Geri della Rocca de Candal. In 
April we showed "Six from Minneapolis," paint
ings borrowed from the University of Minnesota 
Gallery, which included two works by Georgia 
Q'Keeffe that attracted many new visitors. 

"Daisy Cook Remembers" came to the 
Museum in September, circulated under the 
auspices of the Mid-America Arts Alliance, and 
with their support and that of the Missouri Arts 
Council. Daisy Cook, who died in 1977, was a 
marvelously expressive Missouri primitive 
whose works have only recently been discov
ered, and the exhibition brought many new 
visitors to the Museum. The docents, in addition 
to guiding tours in the Museum, went out to 
organizations in the area to lecture about the 
exhibition, and a number of special educational 
events in connection with the exhibition in
cluded a lecture by Daisy's husband, Warren 
Cook. The exhibition provided an occasion for us 
to feature our oWn painting by Daisy Cook, given 
to us in 1977 by Joseph Fischer, a generous friend 
of the Museum who organized the exhibition for 
the Mid-America Arts Alliance. It was a major 
exhibition in relation to our facilities, and the 
difficulties we faced in installing it made us 
realize how desirable it would be to have addi
tional gallery space. 

"Dean Corn well: Painter as Illustrator," 
which opened in November, was the first major 
loan exhibition organized by the Museum, with 

works from many parts of the country. It was the 
culmination of studies begun by graduate stu
dents in Art History in 1976 that were prompted 
by our own Cornwell painting. It was the first 
major exhibition of Cornwell's work since his 
death in 1960, and it coincided with the publica
tion of the first major book about him. Patricia 
Broder, author of that book, lectured at the 
opening, just one of a number of special activities 
in the educational and outreach programs done 
in connection with the exhibition, all of which 
was supported by a generous grant from the 
Missouri Committee for the Humanities, the 
state-based arm of the National Endowment for 
the Humanities. 

Two exhibitions were conceived and orga
nized in the spring by graduate students from 
the Department enrolled in a museum training 
course. "Tappers and Clappers and Drummers 
and Strummers" brought together musical in
struments and works with musical themes from 
our collections and those of the Museum of 
Anthropology, and it was scheduled to coincide 
with the meetings of the Midwest Chapter of the 
American Musicological Society. "Visions from 
the Prairies" allowed visitors to the Museum to 
see works from two private collections in Co
lumbia, early photographs of the West by 1. A. 
Huffman, lent by Mr. Edgar M. Crigler, and a 
group of Native American ceremonial objects 
and decorative and ornamental costume pieces, 
lent anonymously. 

Three exhibitions from our extensive hold
ings of Palestinian archaeological material were 
arranged to support a course on Biblical Archae
ology being offered in the Department. Six 
smaller special exhibitions were organized dur
ing the year in a continuing program to bring 
works out of storage since the gallery space is not 
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Abstract Variation No. 5, by Ernest Trava, American contemporary artist, as seen at the entrance to The Museum of Art and Archaeology. 

large enough to show everything we should at 
anyone time, and at the same time we continued 
the exhibits of the month, featuring special 
works, often new acquisitions. 

Gifts to the Museum, in cash and in kind, 
continue to set new records each year. This is 
dearly reflected in the Acquisitions for 1977 
which are reported in full in this issue, and it will 
also be apparent in the full report for 1978 which 
will be published in the next MUSE. Again, the 
combination of gifts and purchases has 
strengthened almost every area of the collec
tions. The collections do grow primarily through 
gifts. Some individual donors have been sup
porting the Museum for many years, and their 
gifts have had a profound impact upon the 
collections. They, too, have often introduced us 
to new donors, and some of the most important 
acquisitions for both 1977 and 1978 have corne in 
this way. 
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Photo courtesy Sally Stapleton , Columbia Missourian . 

With the new program of the Museum that 
is now possible in the enlarged quarters of 
Pickard Hall, we are beginning to receive new 
support from various agencies. The grants for 
special exhibitions have already been men
tioned . We also made successful application in 
1978 to the National Endowment for the Arts for 
two cataloguing projects . One is for a specialized 
catalogue of Ghandaran sculpture in our collec
tions, which should be published early in 1980, 
and the other is for a general handbook of the 
collections which will appear about a year later. 

With support of a grant from the unre
stricted Development Funds it was possible to 
begin the construction of a badly needed conser
vation laboratory in 1978, a major project of first 
priority since opening the new museum. The 
laboratory, which will specialize in the treatment 
of objects, paper and textiles, is of particular 
importance to our collections and is a type of 



conservation service not otherwise readily avail
able in this region. We were fortunate to be able 
to add Maura Cornman to the staff to establish 
the laboratory. She is a graduate of the conserva
tion program at the Winterthur Museum, and 
has had field experience as a conservator on 
excavations as well . 

A new three-year campaign of excavation at 
Tel Anafa began in 1978. This new campaign is a 
joint project between our Museum and the 
Kelsey Museum at the University of Michigan, 
with Sharon Herbert from Michigan joining 
Professor Weinberg in managing the excavation 
as field director. Her report appears in this issue. 
Maura Cornman and John Huffstot, both of our 
Museum, participated in the field work. The 
Museum has also begun in a small way to 
support the excavations of Professors David 
Soren and Albert Leonard, and anticipa tes doing 
that more fully in coming years. 

At the same time that the Museum con
tinues in its primary role as a support for 
teaching and research in Art History and Ar
chaeology, it has clearly become a major resource 
for a larger audience as well. Attendance reached 
a new record in 1978, and there were special 
group tours on an average of about one a day. 
The docents have taken on the full burden of 
guiding these tours, and are doing a superb job. 
The tours are always individually prepared ac
cording to the interests and ages of the groups, 
and the docents give extra attention to preparing 
themselves for the special exhibitions. As noted 
above, they have begun an outreach program in 
addition to the Museum tours, taking illustrated 
lectures about the Museum to groups and 
schools throughout mid-Missouri. The work of 
these volunteers is essential to the expanded 
services of the Museum. 

Another measure of the growing role of the 

Museum in the community is the steady increase 
in membership in Museum Associates, number
ing 738 at the close of 1978. With able leadership 
from their own ranks, they provide a variety of 
activities for the members and service to the 
Museum. In addition to shorter tours to special 
exhibitions in St. Louis and Kansas City and 
Chicago, the Associates sponsored a tour to 
Mexico in the summer with visits to museums 
and to historical and archaeological sites. 
Through the regular publication of MU5Eletter, 
members in mid-Missouri are kept informed of 
lectures and other special events in the Museum. 
In November, on the second anniversary of the 
opening of the new museum, Chancellor Barbara 
Uehling entertained the members at a reception 
in the Chancellor's house. The Associates gift for 
1978 to the Museum, Pieter Neeffs' Interior of a 
Church, was shown for the first time on that 
occasion in the Chancellor's house, together 
with a gift from the Arts and Science students, 
Lalanne's artist's proof fora Seville. It was also at 
that time that most Associates saw for the first 
time an important long-term loan from Mr. and 
Mrs. Adam Aronson, Abstract Variation No.5 by 
Ernest Trova, which was installed just a few days 
earlier on the lawn at the main entrance to the 
Museum. 

The Museum Shop is the principal fund
raising activity of Museum Associates. Imagina
tively run in spite of cramped quarters, and 
faithfully staffed by a large group of volunteers, 
it provides an important service for visitors to the 
Museum. Its profits significantly augment the 
income of the Associates from membership fees, 
and make possible such major acquisitions as the 
Neeffs painting. 

OSMUND OVERBY 
Director 
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ACQUISITIONS 1977 

AFRICAN ART 
Wood: marionette with carved Janus-type heads, decorated 
with cowrie shells, porcupine quills, leather and hand-forged 
metal chains (393)," Bambara tribe, West Sudan; ritual scoop 
(Po) with Janus-type heads (395), Dan tribe, Liberia; and 
helmet mask with human and bull features (394), Guro tribe, 
Ivory Coast, all the gift of Mr. Allan Gerdau. 

Beadwork waistband in geometric pattern of blue and 
white (278), from the Congo area, gift of Mrs. A. G . Hogan. 

Two views of a wooden ceremonial spoon, 
Dan tribe, Liberia. (395). H . 77.5 em. 

"The numbers in parentheses are museum accession num
bers and normally are given in full , as 77.393. 

CENTRAL AND SOUTH AMERICAN ART 

Mexico 
Basalt hacha in form of head with lolling tongue, traces of red 
paint (280), central Vera Cruz, 400-500, gift of Ms. Susan 
Long. 

Peru 
Textiles: all the following woven fragmen ts are probably from 
the Chancay culture, 1100-1350. Border with parallel "tab" 
design in red, yellow and tan (205); band with dark and light 
brown serrated zig-zag pattern (206); yellow gauze square 
with pink and purple border threads on two edges (207); 
reddish-brown band with natural accent threads (208) and a 
band with black, yellow and red diagonal bird and serpent 
pattern (209). 

NORTH AMERICAN ART 

Canada 
Steatite: carving of six seals playing on rocks (70); two birds 
and nest with four speckled eggs attached to a piece of bone 
(71); kneeling woman in traditional dress grasping an animal 
(72); hunter in traditional dress grasping an animal (73); all 
Eskimo, 20th c., the gift of Mr. Joseph O . Fischer in honor of 
Prof. Saul S. Weinberg. 

FAR EASTERN ART 
China 
Wooden screen in four sections with painted scenes of 
Buddhistic lions at play and cranes amid rocks and pine trees 
(218), K'ang Hsi, 1662-1722, gift of Mrs. D. David McLom. 

Textil~s: ~added silk robe with woven designs of flowers 
and phoeniX bird (11); elaborately embroidered silk satin robe 
with silk lining (10), both the gift of Mrs. Ralph Watkins. 

Japan 
Ceramic baluster vase with figured panels (195), Satsuma 
style, ca. 1900, gift of Mr. and Mrs. Judson Biehle in memory 
of Dean Martha Biehle. 

Korea 
Four-paneled hand-painted silk screen, each section a tab· 
leau from the life of an official (183), probably 19th c., gift of 
Mr. and Mrs . Robert Manhart. 



Above: schist relief carving showing the Great Departure of Prince 
Siddhartha Buddha. Kushan period, 2nd c., India (282). H. 72.5 
cm. 

Right: basalt stele with Vishnu and his consorts, PaIa period, 11th 
c., Bengal (292). H. 1.06 m. 

SOUTH AND SOUTHEAST ASIAN ART 

India 
Stone: fragment of schist frieze depicting "The Great Depar
ture" of Prince Siddhartha Buddha (282), Gandhara style, 
Kushan period, 2nd c. A.D., gift of Mr. Eric Nef!: Schist stele 
depicting Buddha presenting the serpent to Kasyapa (279), 
late 1st c. A.D.; stucco head of Bodhisattva wearing ropelike 
wrapped turban (4), 1st-3rd c., both Gandhara style, Kushan 
period, gift of Mr. Alan D. Wolfe. 

The following schist and steatite objects, all Gandhara 
style and Kushan period, are the gift of Dr. Samuel Eilenberg: 
a group of eleven carved reliquary caskets and lids, several in 
the shape of a miniature stupa (340, 345-354), probably from 
the Sirkap region, 1st or 2nd c.; circular lotus flower lid with 
winged spirit in relief at the center (339), ca. 2nd c.; two frieze 
fragments, each depicting a winged Atlas (334, 338), 1st or 
2nd c.; fragmentary relief panel depicting yakshi beside a 
column (337), volute bracket in form of winged Deva (336), 
1st half of 1st C. A.D.; relief of column with reclining bulls 
capital (333), Indo-Persepolitan, 2nd c.; fragment of frieze 
with three Amorini amid garland swags (343), 2nd c.; 
fragment of relief panel with head of young woman (344), 
2nd c.; fragment of seated Bodhisattva (335), ca. 2nd c.; two 
carved lamps, one heart-shaped (341), the other leaf-shaped 
(342), ca. 5th c. 

The following eight basalt stelae, all of the Pala and Sena 
periods, 10th-12th c., are the gift of an anonymous donor: 
seated Mahesvari with Nanoi beneath her feet, floral motifs 
and garland bearers in the background (289), from Bihar; 
standing Vishnu and his two consorts, Lakshrni and Saras
vati, garland bearers and Kirtimukha in background (287), 
from East Bengal; standing Vishnu with his two consorts, 
Vishnu's ten incarnations (avatars) in the background (285), 
from North Bengal; Surya standing on his chariot accom
panied by his three consorts and two attendants, eleven sets 
of Adityas in the background (288), from North Bengal; 
standing Vishnu with his two consorts and winged Garuda 
flanked by donors ' figures below the lotiform pedestal (290), 
from Bihar; standing Vishnu and his two consorts Lakshmi 
and Sarasvati, with background of scrollwork, bird and 
animal motifs (286), ,from Bihar; standing Kesava with 
Lakshmi and Sarasvati, donor figures below and relief 
background of scrollwork, bird and animal motifs (291), from 
North Bengal; s tanding Vishnu and his two consorts, back
ground of elaborately carved floral, animal and bird motifs 
(292), from Bengal. 

Wood: pair of carved door jamb brackets showing a 
horseman rearing above two other animals (1, 2), and a 
painted carved door jamb bracket depicting a rearing griffin 
with scroll-like foliage in its teeth (3), all 20th c., the gift of 
Miss Lillian Bischoff. 
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NEAR AND MIDDLE EASTERN ART 

Cyprus 
Stone: axe head (427), two microlithic blades (429, 431), 
microlithic burin (430) and arrowhead (428) , Upper 
Paleolithic to Neolithic, all from Khirokitia, gift of Prof. and 
Mrs. Saul S. Weinberg. 

Egypt 
Cast bronze statue tte of standing Osiris (184), 26th Dynasty, 
7th-6th c. B.C., gift of Prof. and Mrs. William Biers. 

Stone scarab with cartouche of Amenophis III (390), 
1417-1379 B.C.; faience necklace' (386), both the gift of Prof. 
and Mrs. Saul S. Weinberg . Fragment of faience ring (452); 
rim from glass core-formed cup (453) , 18th Dynasty, 1550-
1305 B.C. 

iran 
Ceramic drinking cup with black-painted decoration (297), 
Persian, Middle Bronze Age, ca . 2000-1600 B.C., gift of Prof. 
and Mrs. Saul S . Weinberg. 

Metalwork: forty ancient bronze objects and one iron 
object from Western Iran (Luristan and Amlash), dating from 
the 12th to 7th c. B.C. , as follows : " master of animals" finial 
(32); finial with two rampant ibexes (31); janiform female 
figurine (33); iron dagger with janiform-headed pommel (35); 
two cudgels (37, 38), axe head (36) and sword with crescent
shaped pommel (34); mirror (40), deep bowl (15), bowl with 
traces of gilt and incised multi-petaled rosette in center (57); 
ten pins, some with animal heads (48-56, 62); torque (17), and 
two bracelets (58, 59), girdle clasp (39) and buckle with 
co uchant animal (46); slender handle terminating in a 
clenched fist (16); s ix pendants (47, 63-67); horse bit (18), four 
harness bells (41-44), harness ring with mouflon head (60), 
double ring harness fitting with boar perched on the join (45), 
cheek piece in form of six-spoked wheel with two animal 
heads on the rim (61), and double frog ornament (69). 

The following bronze objects, also from Luristan, 12th-
7th c. B.C., were given by Mr. Donald Wilber: seal stamp with 
two bird's heads (68); socle with pierced flange (26); two 
arrow heads (21, 22); five pins (20, 25, 28-30); spherical jingle 
with janiform head (27); ridged pendant terminating in a disk 
(19) and two objects of undetermined use (23, 24). 

Bronze bracelet, also from Western Iran (396), the gift of 
Prof. and Mrs. Sa ul S . Weinberg . 
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Three bronze objects from th e Luristan culture o! 
w estern Iran: double frog ornamen t (69) . L. 6.9 
cm. ; " Master o! Animals" finial (32) . H . 22 .1 cm .; 
pin w ith animal head (62) . L. 8.4 em . 

Palestine 
All the following Palestinian objects are the gift of Prof. and 
Mrs . Saul S. Weinberg: Acheulian hand-axe (402), and a 
group of twelve other stone tools (407-417, 426); one obsidian 
arrowhead (418) , Lower Paleolithic, Neolithic and Chal
colithic periods; amethyst bead (385), fragmentary glass 
scepter (451), Late Bronze Age (?) . 

Metalwork: bronze spearhead (400), bronze arrowhead 
(399), both Middle Bronze Age, and an iron arrowhead (398). 

Terracotta: three lamps, one with female head in relief on 
handle (252) , Nabatean, 1stc. B.C.-A. D.; one Herodian (251), 37 
B.c. -35 A.D.; one fragment from base (253) , 2nd-3rd c. A.D. 

Jewelry: gold swivel ring with amethyst scarab (383), 
gold " crescent moon" pendant (382) and five gold " leech
shaped" earrings (384, a-e), all of the Hellenistic period. 



GREEK, ETRUSCAN AND ROMAN ART 

Greek 
Metalwork: bronze shield blazon in form of three running 
legs (triskeles ), with repousse horse's head in center (7), East 
Greek, 6th c. B.C. , partly funded by the Student Fee Capital 
Improvements Committee. Silver drinking cup with 
stemmed foot and horizontal handles rising above rim (182), 
Hellenistic, 3rd or 2nd c. B.C. 

Glass : group of thirteen blue glass beads (200) , 
Mycenaean period, 13th c. B.C. , gift of Mr. Gawain McKinley 
in honor of Prof. and Mrs . Saul S. Weinberg . Bowl of 
sandwich gold glass, partly restored, with foliate and 
geometric designs in gold leaf between two colorless glass 
layers (198), Hellenistic, 3rd or 2nd c. B.C. 

Group of nineteen blue and four yellow faience beads of 
varying size and shape (199), Mycenaean period, 13th c. B.C., 
gift of Mr. Gawain McKinley in honor of Prof. and Mrs. Saul 
S. Weinberg. 

All the following are the gift of Prof. and Mrs. Saul S. 
Weinberg, the Early Corinthian alabastron (293) being given 
in memory of Stella Brien Surre. Two stone axe-heads (406, 
425) and one celt (424), Neolithic; small marble head (267) . SIX 

Bronze shield blazon with repousse horse's head in the center, East 
Greek, 6th c. B.C. (7) . H. 65 cm. 

Silver stemmed drinking cup with high han
dles, Hellenistic082}. Rim diam. 12.2 em . 

obsidian blade cores and blades (403, 404, 420·23), Neolithic, 
6th or 5th millennium B.C. 

Metalwork: bronze oinochoe handle with relief head 
(397), 5th c. B.C. Lead: two loomweights , one conical (442), 4th 
c. B.C., one pyramidal with late Panathenaic amphora in relief 
on base (233), Hellenistic; twenty inscribed sling bullets 
(310-329), three not inscribed (330-332); clamp (449); 
double-headed axe-head (448); astragalos (446); fishing 
weight (447); three weights (443-445), Hellenistic, ca. 323-146 
B. C. 

Ceramics: squat alabastron with painted wave pattern 
around base (295), Mycenaean, ca . 1450-1425 BC.; jug with 
painted stripes around neck and body (296), Mycenaean, ca. 
1375-1300 B.C.; high-rimmed bowl with painted decoration 
(392), Attic, Late Geometric IIa, 735-720 B. C.; lakaina with 
decoration of painted lines (298), Laconian, ca. 700-625 B.C.; 

alabastron by the "Red Dot Painter," with figure of winged 
siren (293), Early Corinthian, ca. 625-600 B.C.; alabastron 
painted with swan and cock (294), Early Corinthian; kylix 
fragment with black-painted decoration of Bellerophon, 
Pegasos and Chimaera (301), early to mid 5th c. B.C.; 
black-figured lekythos decorated with palmettes and guil
loche (303) , Attic, ca. 470-450 B.C.; black-glazed stemless cup 
(302), Attic, 5th c. B. C. ; red-figured skyphos with female head 
on each side flanked by plant motifs (391), South Italian, 4th 
c. B.C. ; two echinus bowls (300, 304), probably from Olynthus, 
ca. first half 4th c. B.C.; shallow bowl (299), Rhodian, 3rd c. 
B.C.; echinus bowl (305), Hellenistic, ca. 323-146 B.C. 

Terracotta: nine lamps: two Cretan (249, 250), ca. 1700-
1600 B.C.; two miniature Corinthian (261, 262), 6th and 5th c. 
B.C.; five Attic (255,257-260), ranging from the 6th-2nd c. B.C. 

Two female protomes (264, 265), 5th c. B.C.; eight loom
weights, of which three have gem stamps (226-232, 234), 
5th-3rd c. B.C. ; rattle with traces of color (266), 5th or4th c. B.C.; 
two female heads, one wearing ivy wreath (268, 269), late 
4th-mid 3rd c. B.C.; architectural fragment with human head 
in relief (263), 3rd or 2nd c. B.C.; four stamped amphora 
handles (272-275), Rhodian, ca . 240-180 B.C. 

Coins: silver drachm (133), Alexander I (Bala), 152-144 
B.C. , gift of Mrs. Arthur Robins in honor of Prof. and Mrs. 
Saul S. Weinberg. Sixteen silver and twelve bronze fractions 
(135-146, 148-158, 160-164), 5th-1st c. B.C. , gift of Dr. Marie 
Farnsworth. 

7 



ACQUISITIONS 1977 

Roman 
Silver mirror with gilded bronze relief of Paris on Mt. Ida 
(124), probably 2nd c. A.D., anonymous gift in memory of 
D9nTho~sA.Brn~. . . 

Ceramics: mold-made askos with green glazed interior, 
yellow, red, green and manganese glazed ex terior o~er 
bound vine motif in relief (201), 1st d. A.D. The following 
objects are the gift of Prof. and Mrs. Saul S. Weinberg: glazed 
bowl fragment (306), glazed plate fragme~t (3~7)., 1st c. 
B.C. -A.D.; two terra sigi llata plates, each with Inscnphon and 
maker's stamp, one in form of foot (309, 308), 1st c. A.D.; 

fragmentofa mortarium rim wi th maker's sta mp (271), 3rd or 
4th c. A.D. 

Coins: One bronze coin (167) of Antoninus Pius, 145-161 
A.D.; six Greek Imperial bronze coins (147, 159, 165, 166, 168, 
169), dating from 1st-4th c., gift of Dr. Marie Farnsworth. 

Silver denarius of Antoninus Pius (134), 145-161 A.D. 

Bronze coin of Sidon (223), 80-87 A.D. and bronze coin of 
Num rian (224), 254-284 A.D.; two bronze coins of CaracaJla, 
211-217 A.D., one from Eriza with reverse of Men riding (172)", 
the other from Colbasa with reverse of Men s tanding with 
scepter and pine cone (173); bronze coin from Bageis, Lydia, 
before 68 A.D., obverse with bust of Men, reverse standing 
humped bull (276); bronze coin of Commodus, 172-176 A.D. 

from juliopolis, Bithynia, reverse with bust of Men (277). 
All the following coins are the gift of Mr. Robert J. 

Minium: six bronze folies, two (127, 130) of Constantine I, 
307-337 A.D., two (126, 128) of Constans, 337-341 A.D., one 
(131) of Constantius II, 337-361 A.D., one (129) of Theodosius 
I, 379-395 A.D. 

BYZANTINE ART 
Metalwork: gold ring, sca lloped shank with inscription 
AEL . EUDOCIA . AUG, niello cross on bezel (239), 5th c.; 
metal bracelet with eigh t medallions engraved with scenes 
from the life of Christ (246), early 7th c.; silvered bronze 
plaque from belt o r necklace with bust of St. George in relief 
on obverse, inscription on reverse (240), 5th or 6th c. 

Blue glass bracelet (202), anonymous gift. The following 
are the gift of Prof. and Mrs. Saul S. Weinberg: two cast 
bronze belt buckl plates, one with floral motifs (389), 5th or 
6th c., the other with engraved Madonna and Child (388), 
12th c.; lead seal with monogram (450), ca. 8th c.; ceramic 
glazed plate fragment with rabbit in incised ware (270), ca. 
1150-1200; two terracotta lamps, one of North African type 

(256), 6th c.; one with palm branch decoration (254), 6th or 7th 
c.; fragments of three plaster mirrors , one with some glass 
intact (379-381), late Roman, 4th or 5th c. 

Coins: bronze follis of Theodosius II (125), 425-450 A. D. 

and a twelve-nummi of Maurice Tiberius (132), 582-602 A.D., 

both the gift of Mr. Robert J. Minium. Bronze coin of 
Cons tans II (225), 641-668 A.D. Silver coin from Serbia (170), 
13th or 14th c., silver coin, probably Frankish (171), 13th or 
14th c ., both the gift of Dr. Marie Farnsworth. 

EUROPEAN AND AMERICAN ART 

Prehis toric 
The following lithics are the gift of Prof. and Mrs. Saul S. 
Weinberg: nine Upper Paleolithic tools from Les Eyzies, 
France, including one awl (432), two scrapers (433,440), five 
blades (434-438), and one retouched flake (439); hand axe 
(405), from Canterbury, England, probably Acheulean, lower 
Paleolithic; blade with retouch (419), from Salisbury, Eng
land, Neolithic, 4th millennium B.C. 

Migration Period 
Metalwork: bronze hoard of jewelry, comprising two spiral 
arm bands, two twisted neck-rings, two incised neck-rings, 
one neck-ring with half-band and pendant chains and one 
neck-ring with incised decoration and trapezoidal-shaped 
pendants (248.1-8), Baltic, 10th or 11th c., the annual gift of 
Museum Associates. Iron ring with bezel in form of human 
head (245), Gothic period (?). Cast belt buckle, the plate inlaid 
with glass (387) , Visigothic, ca. 484-620, gift of Prof. and Mrs. 
Saul S. Weinberg. 

1400 to 1800 
Sculpture: Anonymous, German, St. Ambrose of Milan (?), 

mid-18th c. (454), carved wood, polychrome and gilt 
reliquary (H. 94 cm.), containing wax Agnus Dei, dated 
1725, gift of Mr. George A. Schriever. 

Drawings: Giovanni Andrea Carlone, called II Genovese, 
Italian, ca. 1584-1630, The Adoration of the Shepherds (210) , 
pen and brown ink with wash over pencil on backed paper; 
inscribed in later hand on verso: Andrea Carloni. 

Circle of Pieter Bruegel the Elder, Flemish, 1528/30-1569, 
Towers and Gate of n Monted Town (5), pen and bistre ink, 
funded by Student Fee Capital Improvements Committee. 



The Adoration of the Shepherds, by Giovanni Andrea Carlolle, Italiall , ca. 1584-1630 (210). 42.9 em. x 34 .5 em. 
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Above: Towers and Gate of a Moated Town, Circle of Pieter Bruegel The Elder, Flemish, 1528130-1569 (5). 13.2 em. x 20.2 em. 

Below: Soldier Holding a Long Stick, by Salvator Rosa, Italian, 1615-1673 (178). 14 em. x 9.3 em. 

Graphics: Albrecht Durer, German, 1471-1528, The Trium
phal Arch of Maximilian , fragment, 1559 (181), 3rd edition" 
woodcut. 

Augustin Hirschvogel, German, 1503-1553, Baptism of Christ, 
ca. 1547 (174), etching. 

Lambert Hopfer, German, active first half of 16th c., three 
ornamental panels (179), etching. 

Anonymous, Venetian, 15th c., four pages from the book 
Hypnerotomaehia Poliphili, 1499, 2nd Italian edition printed 
by Paulus Manutius, 1545 (111), woodcuts, gift of Mr. 
Joseph O. Fischer in honor of Prof. Saul S. Weinberg. 

Georg Pencz, German, ca. 1500-1550, Tarquin and Lucretia 
(175), engraving. 

Franz Srun, German, active 1559-1596, Two Couples Dancing 
(177), engraving. 

Jacques Callot, French, 1592-1635, The Marriage at Cana, ca. 
1619 (211) and Ch rist in th e HOllse of th e Pharisee, ca. 1619 
(212), etchings, gift of Prof. and Mrs. Saul S. Weinberg 
in memory of Bernard Weinberg. 

G . B. Castiglione, Italian, 1616-1670, Self-Portrait (180), etch
ing. 

Salvator Rosa, Italian, 1615-1673, Soldier Holding a Long Stick 
(178), etching. 
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Above: Self-Portrait, by G. B, Castiglione, Italian, 1616-1670 
(180).19,4 em. x 14.4 cm. 

Left: The Triumphal Arch of Maximilian, by Albrecht Durer, 
German, 1471-1528 (181). 44 em, x 19 em. 

All the following woodcuts were given by Mr. Joseph O. 
Fischer in honor of Prof. Saul S. Weinberg: Wohlgemut 
workshop, seven illustrations for Hartmann Schedel's 
Liber chronicarum (Nurnberg Chronicle), 1493 (81-87). 

Anonymous, illustrations Ixvi and lxxi for Sebastian Brandt's 
Narrenschiff (Ship of Fools) , Basle, 1494 (79, 80). 

Anonymous, three pages for Jacobus de Voragine's Leben der 
Heiligen, Numberg, 1488 (93-95). 

Anonymous, five hand-colored illustrations for Ludolphus 
'de Saxonia's Leven ons Heeren , Antwerp, 1487 (88-92). 

Anonymous, thirteen illustrations for Virgil's Aeneid, Stras
bourg, 1502 (98-110). 

Hans Baldung Grien, German, ca , 1476-1545, Madonna and 
Child with Four Angels (77), from the Hortulus Animae, 
Strasbourg, 1511, and Crucified Christ with Mary and St. John 
(78), from Speculum passion is domini nostri Jhesu Christi, 
Niimberg, 1507. 
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North Italian Landscape, by Albert Bierstadt, American, 1830-1902 (203). 30.3 an. x 45.8 em. (ll/us. in color on cover) 

1800 to the Present 

Paintings: Albert Bierstadt, American, 1830-1902, North 
Italinll Lal1dscape (203), oil on canvas (30 .3 cm. x 45.8 cm.), 
illustrated on the cover. 

Elihu Vedder, American, 1836-1923, Egyptian Scene, ca. 1894 
(236), oil on mahogany panel (16.9 cm . x 28.6 cm.), given in 
memory of Mr. and Mrs. William Randolph Benson by 
their sons and daughters . 

Dwight Tryon, American, 1849-1925, Spring Evening-Sunset, 
1910 (237), oil on mahogany panel (40.8 cm. x 60.5 cm.), 
given in memory of Mrs. Bess Schooling. 

F. Winold Reiss, German-American, 1886-1953, Portrait of a 
Rumal1ial1 Woman, ca. 1930-40 (9), charcoal, pastel, water
color and tempera on illustration board (80.3 cm. x 54.5 
cm.), gift of Mr. W . Tjark Reiss. 

Daisy Cook, American, 1902-1977, Meeting ALI Day and Dinner 
on fh e Ground, 1968 (118), oil on canvas (36 ern . x 66 cm.), 
gift of Mr. Joseph O . Fischer in honor of Prof. Saul S. 
Weinberg. 
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Meeting All Day and Dinner on 
the Ground, by Daisy Cook, Ameri
ca l1 , 1902-1977 (118). 36 cm. x 66 
cm. 



ACQUISITIONS 1977 

Carl Holty, American, 1900-1973, Clybourn, 1966 (283), oil on 
canvas (1.67 m. x 1.32 m.) , gift of Dr. and Mrs. Gwilym 
Lodwick; Untitled (Purple, Blue, Green, White), 1970 (284), oil 
on canvas (1.67 m . x 1.39 m.), gift of an anonymous 
benefactor. 

Frederick E. Shane, American, b. 1906, Driftwood (14), casein 
on illustration board (54.5 cm. x 42 cm.), gift of Prof. Frank 
H. Stack. 

Sayed Haider Raza, Indian, b. 1922, Oasis, 1963 (281), oil on 
canvas (60 cm. x 60 cm.), gift of Ms. Naomi Ritter . 

David Plank, American, b. 1934, Red-winged Blackbirds, 1972 
(96), watercolor (56 cm. x 43 cm.) and Eastern Bluebir:ds, 1974 
(97), watercolor (57.2 cm. x 37.8 cm.), gift of Mr . Joseph O. 
Fischer in honor of Prof. Saul S. Weinberg. 

Simon Dinnerstein, American, b . 1943, The Sink, 1974 (6), oil 
on board (2.43 m. x 1.22 m.), gift of the American Academy 
and Institute of Arts and Letters through the Childe 
Hassam Fund. 

Simon Avissar, Israeli, b. 1938, Two Angels, 1970 (241), oil on 
canvas (65.6 em. x 54 cm.), by exchange. 

The Sink, by Simon Dinnerstein , American, b. 1943(6) 2.44 m. x 
1.22111. 
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Four Drawings selected from a sketch book of Reginald Marsh , American, 1898-1954 (238) 
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Sculpture: Larry A. Kantner, American, b. 1938, Dedicated to 
Participants in the Boston Tea Party, 1976 (222.1-6), six plaster 
masks with acrylic, gift of the artist . 

Drawings: Arthur B. Davies, American, 1862-1928, sketch
book (204.1-.36), pe ncil and charcoal studies on French 
paper, ca. 1880, inscribed A. B. Davies . Chicago. 

Reginald Marsh, American, 1898-1954, sketchbook (238.1-
.89), ink and charcoal studies, gift of Dr. Joseph Milgram in 
memory of Prof. William T. Stewart. 

Frederick E. Shane, Portrait of a Man , 1927 (12), charcoal, and 
Kansas City Studio, 1930 (13), pencil, both the gift of Prof. 
Frank H. Stack. 
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Graphics: Benjamin West, American, 1738-1820, The Angel of 
the Resurrection, 1801 (8), lithograph. 

James Ensor, Belgian, 1860-1949, Christ Blessing the Children 
(196), from the suite Scenes de fa vie de Christ, 1931, 
three-color lithograph . 

Alphonse Maria Mucha, Czechoslovakian, 1860-1939, Paint
ing (401), from the Four Arts, 1895, multi-colored lithograph 
on silk, given in memory of L. and G. E. B. 

Joan Miro, Spanish, b. 1893, Hommage, 1976 (242, 243), 1/50 
and 20/50, lithograph , etching, mezzotint, gift of an 
anonymou b nefactor. 

Charles Bragg, American, 20th c., Procession (220), artist's 
proof, etching, gift of Mr. George S. Schriever. 

F. Ritter, German, 20th c., Sommerlied (197), etching. 
Yaacov Agam, Israeli , b . 1928, #123 (123), "agamograph," 

gift of Mr. and Mrs. George Jaffin. 
J6rg Schmeisser, German, b. 1942, Radiertechniken , Mappe mit 

nell/1 Beispielen, 1976 (244.1-10), etchings, gift of the artist. 
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Left: Painting, from th e Four Arts, by Alphonse Maria Mucha, 
Czechoslovakian , 1860-1939 (401). 59.8 em. x 38.5 cm. 

Below: Mezzotint und Strichatzung, from Radiertechniken, 
by Jorg Sehmeisser, German eontemporanJ (244.3). 12.2 0/1. 

x 8 em. 



Right: English Poet, by Harvey 
Breverman, American contempo
rary (360).55.9 cm. x 76.2 Cnt. 

Left: Hommage, by Joan Mira , Spanish contemporary (242).85 
Cn1. x 57.5 cm . 

All the following prints are the gift of Mr. Joseph O. Fischerin 
honor of Prof. Saul S. Weinberg: Max Beckmann, German, 
1884-1950, Christ before Pilate, 1946 (74), from Day and Dream 
series, #XV of XV, lithograph. 

Lovis Corinth, German, 1858-1925, Self-Portrait, 1918 (75), 
lithograph . 

Walter Pach, American, 1883-1958, City-Scape, 1927 (76), 
etching. 

Antonio Frasconi, Uruguayan, b. 1919, Self-Pm·trait, 1966 
(120) , The Hawks, VI, 1966 (121) and Self-Portrait, 1975 (122), 
all woodcuts. 

All the following prints, the gift of Dr. and Mrs. Christopher 
A. Gra£, are works of American contemporary artists from 
the 1977 Lakeside Studio Editio~s, Lakeside, Michigan . 

Sigmund Abeles, Self-Portrait (355), Sculptress (356), The 
Traveler Retums (357) and Asleep in Italy (358) , all litho
graphs. 

Richard Black, Totem Tablet: Centennial (359), colored etching. 
Harvey Breverman, English Poet (360), Literary Critic (361) and 

Th e Inventor (362), all colored lithographs. 
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Above: They Talk of Sand, of Gray, by Will Petersen, American 
contemporary (373), 39.4 em. x 58 .4 cm. 

Pat Hardy, Bench with Cacti (363), etching. 
Sheigla Hartman, Noname (364), engraving. 
Bruce Horn, Apotheosis of the Great Peanut Society (365), 

etching. 
Herb Jackson, Pod I Closed (366) and Pod II Waiting (367), 

colored lithographs. 

All the following prints, the gift of Dr. and Mrs. Frederick P. 
Nause, are works of American contemporary artists from 
the 1977 Lakeside Studio Editions, Lakeside, Michigan. 

Herb Jackson, Pod III Open (368), colored lithograph. 
G . Ray Kerciu, Diptych ... On the Way to Lakeside (369a, b), 

lithographs on collaged paper. 
Stanley Lea, Earth Radiating into Infinity (370), colored collo-

graph. 
Robert Malone, It Began in Michigan (37.1), lithograph. 
Jim McCormick, Recollections (372), colored lithograph. 
Will Petersen, They Talk of Sand, of Gray (373) and In the Woods, 

a Glow (374), colored lithographs. 
Ron Ruble, Portrait of "M" (375), colored etching. 
David Shapiro, Lakeside Mountain Suite: Near Albuquerque (1), 

Sprillgreen (2) and Towards Evening (3) (376.1-.3), colored 
lithographs. 

Robert Weaver, No . 12 (377) and B. N. 6477 (378), colored 
lithographs . 
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Above: Raymonds, by Michael Eastman, American contemporary 
(116),22.6 cm. x 33.1 em. 

Left: Christ Before Pilate, from Day and Dream series, by Max 
Beckmann, German, 1884-1950 (74). 40 em. x 30 em. 

Photographs: Michael Eastman, American, b. 1947, Succu
lent, 1975 (112), Nudes , 1976 (113), #5 Nude, 1976 (114), #17 
Nude, n.d. (115), Raymonds, 1976 (116) and Gregor, n .d . 
(117), gift of Mr. Joseph O. Fischer in honor of Prof. Saul S. 
Weinberg. 

Jim Sovanski, American, b. 1952, The Museum, 1976 (221), 
color photograph. 

Minor Arts 
Oval portrait miniature of Pauline Borghese, nee Bonaparte, 
1780-1825, signed J. R., tempera on ivory (219), French (7), 
19th c., gift of Prof. and Mrs . Saul S. Weinberg in memory of 
Bernard Weinberg. 

Covered, single-drawer hassock with ball feet (235), 
Regency style, possibly British, ca. 1840; upholstered sofa 
with serpentine carved wooden back-rail (441), American, 
mid-19th c.; natural linen textile printed in blue with pastoral 
scenes and" Agreable Le<;on" (455), possibly French, 19th c. , 
all the gift of Mrs. Roy W. Swindell. 

A pair of Steuben crystal mold-made leaping gazelles 
(213), American, 20th c., gift of Mrs . D. David McLorn . 

Two metal ashtrays, one with inset Peruvian coin (214, 
215) , late 19th c.; two cigarette boxes, one silver with abstract 
zoomorphic motifs (216), the other wood and silver with 
floral motifs (217) early 20th c., and a group of ten gold coins, 
dating from the 18th, 19th and 20th centuries, from Chile 
(194), Cuba (186), Iran (188-190), Saudi Arabia (192), Switzer
land (185, 187), Tunisia (193) and Turkey (191), all the gift of 
Mr. and Mrs. Irwin A. Vladimir. 
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EXHIBIT OF THE MONTH 
The exhibits of the month for the year 1978 were as follows: 
Albert Bierstadt, North Italian Landscape, painting, ca . 1856; a 
padded and quilted silk robe with woven floral and bird 
patterns, Chinese, early 20th c. ; a basalt stele of Vishnu with 
Lakshmi and Sarasvati, from India, Sena period, late 11th c. ; 
Carl Holty, Clybourn , painting, 1966; three African carvings: a 
marionette from the Bambara tribe, a helmet mask from the 
Guro tribe and a Po spoon from the Dan tribe; a terracotta 
head of a girl from South Italy, 5th c. B .. ; a schist relief 
depicting Th e Great Departure from the City, a Buddhist scene, 
Gandharan s tyle, 2nd c. ; a tree fern teme carving from the 
New Hebrides Is lands; Daisy Cook, Meeting All Day and 
Dinner 011 the Ground, painting, 1968; Alfred T. Bricher, Rocks 
at Cohasset, painting, ca . 1868; Peeter Neeffs the Elder, Interior 
ofa Gothic Church, pa inting, ca . 1620, annual gift of Museum 
Associates; Maxime La lanne, A Seville, etching, 1866, gift of 
the Arts and Science Student Government; Giovanni Andrea 
Carlone, Adoration of the Shepherds, ink drawing, 17th c. 

EXHIBITIONS 
Among the special exhibitions in the Museum during 1978 
were the following: 

Snowflakes and Cherry Blossoms, selections of Japanese 
decorative arts from the Museum's permanent collection, 
including woodblock prints, lacquer work, textiles and sten
cils for fabrics, January 20-March 4, 1978, Prints and Draw
ings Gallery. 

Iron Age Palestin e, artifacts from the Museum's Pales
tinian materia l of the period 1200-586 B.C., including a rare 
shrine with its votive objects, February-July, 1978, Ancient 
Gallery. 

. Ancestors and Offspring, Ceremonial Art and Everyday 
Objects, a new ins tallation from the African collections, 
beginning February, 1978, Carlebach Gallery. 

. Ve"ice ill Winter, thirty-six prints by the contemporary 
Milanese photograph er, Geri Della Rocca de Candal , March 
5-April 9, 1978, Prints and Drawings Gallery. 

Tappers and Clappers and Drummers and Strummers: A 
Musical Overview, a n exhibition of musical instruments and 
~l so of in truments d epicted in works of art, prepared and 
Ins tall ed by tudent in Art History and Archaeology 470, 
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Museum Training, April 10-30, 1978, Prints and Drawings 
Gallery. 

Six from Minneapolis, six paintings by three early 20th 
century American artists: Georgia O'Keeffe, Marsden 
Hartley and Alfred Maurer, on loan from the University 
Museum, University of Minnesota, April IS-June 18, 1978, 
Modern Gallery. 

Visions from the Prairies, Native American ceremonial 
objects and photographs of the 19th century American West 
by L. A. Huffman, on loan from private collections, prepared 
by students in Art History and Archaeology 470, May l-july 
2, 1978, Prints and Drawings Gallery. 

Roman Art, gems, intaglios and other jewelry of the 
Roman period, May, 1978, Ancient Gallery. 

Non-Alphabetic Writing, cuneiform and hieroglyphic writ
ing of Mesopotamia and Egypt beginning in the 3rd millen
nium B.C., June, 1978, Ancient Gallery. 

Daisy Cook Remembers, forty paintings by the regional 
artist, Daisy Cook, September la-October 4, 1978, a Mid
America Arts Alliance loan exhibition, partly funded by a 
gran t from the Missouri Arts Council, Modern a nd Prints and 
Drawings Galleries . 

Old Master Drawings from the Permanent Collection, Octo
ber 3-31, 1978, Prints and Drawings Gallery. 

Palestine-Middle Brollze Age, artifacts from the period 
2200-1550 B.C. , October 17-November 13, 1978, and 
Palestine-Late Bronze Age, from the period 1550-1200 B.C, 

beginning November 13, 1978, Ancient Gallery. 
Dean Cornwell: Painter as Illustrator, thirty-four paintings 

of the well-known American illustrator of the 1920s t040s, on 
loan from individuals and institutions all over the United 
States, partly funded by a grant from the Missouri Committee 
for the Humanities, November 5, 1978-January 5, 1979, 
Modern and Prints and Drawings Galleries. 

LOANS 
The Museum sent twenty-two ancient objects to the Sanford 
Museum and Planetarium, Cherokee, Iowa, for an exhibition 
of Roman Imperial objects, September-December, 1978. 

A special exhibit for display in the elementary schools 
was prepared, entitled Australia's Aborigines: Hunting Tools . 

On November 1, 1978 the Museum received on long term 
loan from Mr. and Mrs. Adam Aronson, the cor-ten steel 
outdoor sculpture by Ernest Trova, entitled Abstract Variation 
#5, 1977. 



New Campaign at Tel Anafa 1978 

The mound in Upper GaWee, now known as Tel 
Anafa-the Mound of the Heron-was an an
cient settlement of some importance on the trade 
route between Tyre and Damascus. Its ancient 
name has not yet been ascertained. Here excava
tions were carried on by the University of Mis
souri's Museum of Art and Archaeology from 
1968-73. The results were extremely fruitful. 1 

Now, after a five-year break for study and 
publication a new series of excavations is 
planned, jointly sponsored by the Museum of 
Art and Archaeology of the University of Mis
souri and the Kelsey Museum of Archaeology of 
the University of Michigan. 2 

The first series of excavations provided evi
dence for occupation of the site from the Middle 
Bronze Age to the Late Hellenistic period. Most 
impressive were the remains of a surprisingly 
wealthy Hellenistic settlement which flourished 
from ca. 150-80 B.C. The material remains of the 
Hellenistic age testify to the wealth of the in
habitants at that time; luxury products abound
quantities of molded glass, fine red-glazed table 
wares, and many wine jars imported from the 
Greek islands. The elaborate painted and gilded 
stucco which decorated the larger buildings on 
the site also provides evidence for the wealth in 
the region at that time. Clearly, the Hellenistic 
inhabitants profited greatly from their location 
near the trade route to Tyre, which was one of 
the major outlets to the west of the immensely 
profitable trans-desert route. 
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By 1973, although less than five per cent of 
the surface of the tel had been opened, two major 
Hellenistic architectural complexes had been 
partially revealed: a large building in the east 
central sector (5 on plan) which stood at least two 
stories high, and whose walls of basalt boulders 
and limestone ashlar blocks were decorated with Plan of th e mound showing excavations through th e 1978 season. 
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1. Right: fragment of sgraffito bowl, shown 1/4 
actual size; below: brown-glazed casserole, 
shown 1/2 actual size. 

gilded, polychrome stucco; and another building 
in the northeast (2 on plan) with a porticoed 
courtyard. At that time the coins and stamped 
amphora handles associated with these build
ings suggested that the central building should 
be dated to ca . 150-95 B.C. and the northeast 
building to a slightly later phase, 95-80 B.C. The 
northeast complex, however, was difficult to 
date with certainty because it was near the 
surface . The only significant evidence was a 
small amount of Early Roman pottery and 
lamps. A question to be answered in the new 
excavations is whether we are dealing here 
with a final Hellenistic building phase con
taminated by sporadic Roman remains or the 
remains of more extensive Roman building. 
Another problem is the extent and function of 
the central building (5) . Its southeast corner had 
already been exposed, as well as more than 20 
meters of its south wall, indicating an unusually 
large structure, but its full extent had not been 
ascertained, nor its relationship with the north
east complex. Suggestions for the function of this 
important building were varied and further ex
cavation was needed. Finally, we wanted to 
explore further the Early Hellenistic levels, 
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which had just begun to appear in the previous 
excavations . These may provide information 
concerning the original Greek foundation . 

With these problems in mind, the 1978 
excavations were concentrated in three main 
areas (Plan) : the north-central area (4 on the 
plan); the northeast area (2); and the northwest 
area (3). In addition, a trench was opened to 
expose the continuation of the line of the north 
enclosure wall of the tel (1). Trenches 5 and 6 
were not excavated in '78. In these areas four 
major building phases were revealed: I, Early 
Hellenistic-3rd-2nd centuries B.C.; II, Late 
Hellenistic-150-80 B.C.; III, Early Roman-late 
1st century B.c.-1st century A.D.; IV, Arab-9th-
12th century. 

In the north-central area (4) three new 
squares were opened and substantial remains of 
three of the four phases were uncovered. From 
Phase IV, four walls of a room 4.2 x 5 m. square 
were found just below the surface. No floors 
were preserved, but the discovery of a complete 
brown-glazed casserole (Crusader period) be
tween the walls and an early sgrafitto ware bowl 
(Fig. 1) may date the structure (probably 9th-
10th c.). 



Immediately below the founding level of the 
Arab structure were a street and part of an Early 
Roman building (Fig. 2). The street is paved with 
re-used ashlar limestone blocks, many placed 
with their roughly chiseled surfaces uppermost, 
and rough basalt stones. On one of the blocks a 
mason's mark survives. Built up against the 
street and parallel to it is a north-south wall, 
which forms the western side of a room measur
ing 5.B meters north-south; the eastern limit of 
the room has not yet been uncovered. No floors 
associated with this building have been pre
served but when the walls were removed, frag
mentary household wares and lamps of the 1st 
century A.D. appeared, as well as a coin of Herod 
Philip with a countermark of the 19th year of his 
reign, A.D. 16. 

The western wall of this Roman building 
follows roughly the line of a Hellenistic wall 
below it, and is constructed largely of stones 
taken from this earlier wall (Fig. 3). The latter 
proved to be the western wall of the central 
building. Itis well built of ashlar limestone blocks 
~nd basalt boulders. A particularly well cut set of 
limestone headers and stretchers flanks a wide 
doorway (Fig. 4). The recovery of four Doric 
half-column capitals and half-column shafts 
(Fig. 5) in the area around the doorway leads us 
to restore an entrance with distyle porches inside 
and outside. A newly uncovered stylobate par
rall~l to and east of the wall, with settings for two 
Donc columns, provides the first evidence for a 
peristyle court within the central building. 

FROM TIlE MATERIAL uncovered thus far the cen
tral building can be shown to have gone through 
at least three phases between 150 and 80 B.C.: 
Phase lIa, the earliest as yet uncovered; Phase 
lIb, a period of architectural elaboration in which 
the porticoed doorway and Doric colonnade 

2. View of north-central area with Roman road and Hellenistic 
doorway . 

were constructed; Phase IIc, the final period, in 
which the architectural elements of lIb were 
re-used in a rather haphazard manner. In this 
phase the doorway and colonnade were both 
blocked. The datable materialfrom Phases IIa, b, 
and c is all Hellenistic or earlier, covering the 
general range of Hellenistic red-glazed wares, 
wheel-ridged cooking wares, molded lamps and 
glass vessels such as were found elsewhere in the 
Hellenistic levels . With the discovery of its west
ern wall, the east-west extent of the building can 
be set at 24 meters. Excavations in the northeast 
area (4) have shown that the north-south extent 
of the building should be estimated at 22-24 
meters. The building, then, is a roughly square 
structure of 24 by 22-24 meters with an interior 
colonnade. It can be compared most closely with 
the more elaborate Hellenistic houses of the 
wealthy elsewhere in the Greek world and finds 
its closest parallel in dimensions with the House 
of the Comedians on Delos. 3 
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Th e north-central area. 3. Above: view from east of the Roman wall overlying Hellenistic doorjamb. 4. Below: Hellenistic doorway from east, 
Roman cOllstruction removed. 
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5. Above: Doric half column capital and shaft. 

6. Above, right: Rhodian stamped amphora handles, shown 
abou t 1/2 size. 

7. Right: Early Bronze Age storage jar, shown 1110 actual size. 

One new trench (1) was opened following 
the line of the Hellenistic enclosure wall on the 
estimated intersecting line of the Roman street in 
the north-central area. A section of the east-west 
enclosure wall was discovered in this trench. The 
wall is about one meter wide, constructed of two 
rows of basalt boulders which are preserved to 
three courses. A military trench dug in 1956 has 
disturbed the area south of the enclosure wall, 
but at the north there is no evidence of post
Hellenistic occupation or disturbance. The most 
remarkable feature in the trench was a dump of 
Hellenistic pottery immediately below top soil 
north of the enclosure wall. In an area less than 
~. S meters square over 100 kilograms of Hellenis
tic pottery were recovered, nearly half of which 

was Greek amphora fabric, mostly Rhodian, 
including seven stamped amphora handles (Fig. 
6) dating from 150-80 B.C.; a coin of Antiochus VII 
(137-129 B.C.) also helped date the deposit. The 
dump contained a large number of animal bones, 
most of them from pigs and cattle, with smaller 
amounts of goat, deer and horse as well as one 
large cat. Immediately below the pottery dump 
there appeared a large amount of Iron and 
Bronze Age material, and a pure Early Bronze 
Age stratum was quickly reached. A large EB II 
storage jar was found discarded at this level (Fig. 
7) . It had been badly damaged in firing and was 
apparently discarded unused. This misfired jar 
provides our first evidence for settled EB occupa
tion on the si te. 
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8. Above: View of northeast complex from the southwest. 

9. Left: Molded lamp, shown 1/2 size; table amphora and casserole, 
both shown 1/4 size. 

10. Below: Bronze spur, shown actual size. 



11. Loomweigh ts, shown with five cen timeter scale. 

In the northeast area (2) one new trench was 
opened to investigate the southern extent of the 
northeast porticoed building, in the hope of 
clarifying the relationship between the northeast 
complex and the central stuccoed building. In 
addition, work was resumed within the court
yard of the northeast building to explore its 
earlier phases. Excavations in the upper levels 
revealed two southern walls of the complex (Fig. 
8), and the construction fills south of these 
produced the most abundant evidence yet found 
to date Early Roman building activity at Tel 
Anafa. These fills contained many fragments of 
Early Roman lamps and cooking wares (Fig. 9); in 
addition, a rare bronze spur (Fig. 10) was found 
in these levels. No uncontaminated, stratified 
materials of Phase II (150-80 B. c.) were uncovered 
in this area. As the evidence now stands, it seems 
that the western section of this complex, which 
includes a porticoed courtyard with stuccoed 
walls, was an Early Roman construction added 
on to the west wall of a Hellenistic building that 
extends to the east. The latter was not explored in 
1978, but excavation within the courtyard re
vealed that the court itself went through four 
rapid remodelings during the 1st century A .D. 
The latest datable material within the courtyard 
and in the construction fills to the south belongs 
to the first half of the 1st century A.D. Hellenistic 

material appears in quantity only in the interior 
rooms east of the court. 

Immediately below the earliest floor of the 
courtyard an east-west wall, made of boulders, 
of the first Hellenistic phase appeared (pre-ISO 
B.C.) This wall divided two rooms of a house. The 
south room is a kitchen courtyard with remains 
of three ovens and a shallow clay basin. In the 
corner of the north room a set of fifteen pyrami
dalloomweights was found in a heap (Fig. 11). 
The material immediately over and under the 
floors of this house was Early Hellenistic, with
out red-glazed wares, molded lamps or glass . 
The latest datable object which can be associated 
with this building is a coin of Alexander the 
Great. South of the courtyard, a large proportion 
of Iron and Middle Bronze Age material along 
with smaller amounts of Persian, Late Bronze 
and Early Bronze Age pottery has been identified 
in the Phase I fills, and attests to the occupation 
of Tel Anafa in all these periods, but no architec
ture assignable to any of these periods was 
found. A large boulder wall banked with mud 
brick on either side is beginning to appear at the 
lowest level reached (see Fig. 8). No date closer 
than "pre-Hellenistic" can be assigned with 
certainty to the wall, but a fragmentary early 
Persian jug found at the same level to the north 
might point to a Persian date. 
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12. Two Early Hellenistic unguen
taria, shown 1/2 actual size. 

BEFORE THE 1978 DISCOVERIES in the northeast 
area the best remains of the first Hellenistic 
phase had been uncovered in the northwest 
sector of the tel (3, squares 1.2, 1.3, 1.4), where 
two boulder walls of this pre-ISO B. C. phase had 
been exposed. Closer dating of these early Hel
lenistic levels at Tel Anafa could increase signifi
cantly our understanding of the history of this 
region. It was, then, with the intention of inves
tigating more fully and possibly dating more 
closely these already identified Phase I structures 
in the northwest area that excavations were 
resumed in square 1.3 in the 1978 season. 

At the beginning of the 1978 season one 
previously excavated north-south wall was visi
ble in square 1.3. This wall, which had only one 
course, was removed and a series of pits and 
dumped fills were revealed below and around it. 
Another boulder wall was uncovered in these 
fills just 0.80 meters east of the first wall and 
parallel to it. This too was removed. The two 
walls do not seem to belong to any connected 
structure, and may be terrace walls . The pits and 
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13. Bronze fibula and toggle pin, 
shown 1/2 actual size. 

fills below and surrounding them are full of 
mixed debris-bones, ash, broken pottery, and a 
number of bronze and iron artifacts. The datable 
material from these strata is overwhelmingly 
pre-Hellenistic, a mixture of fragmentary and 
badly worn Persian, Iron and Bronze Age pot
tery . A small percentage of ceramic material, 
however, datable to the fourth and third cen
turies B.C. at the earliest, is found throughout 
these levels. We are most probably dealing in this 
area with an Early Hellenistic building program 
in which the builders cut through earlier habita
tion levels and then spread the disturbed earlier 
material over the area to raise the level. As 
mentioned above, the nature of the early walls 
here is consistent with such a terracing opera
tion. 

Although the northwest area proved to be 
somewhat disappointing architecturally, the 
mixed debris of the pits and fills contained some 
of the best preserved and most interesting ob
jects of the season. They range from complete 
Early Hellenistic unguentaria (Fig. 12) to a Mid-
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14. Late Bronze Age figurine of Hathor, drawing by John Huffstot. 

die Bronze Age toggle pin, an unusual bronze 
fibula with a chain (Fig. 13), and a female figurine 
of Late Bronze Age date which has the large 
bovine ears usually associated with the Egyptian 
goddess Hathor (Fig. 14). 

The Missouri/Michigan excavations at Tel 
Anafa in 1978, in addition to producing the range 
of Hellenistic luxury products which we have 
come to expect from this unusually wealthy site, 
prove Tel Anafa to have been inhabited for a 
much longer time than was hitherto thought. 
The unexpected exten t of the Early Roman build
ing activity indicates that Tel Anafa flourished 
briefly under the Herodian reorganization of 
Upper Galilee. At the other historical extreme, 
the misfired EB II jar from the area of the north 
enclosure wall places the settled occupation of 
the site securely in the early 3rd millennium B.C. 
Problems and questions still remain to be re
solved, however, and we look forward to two 
more seasons of excavation at this continually 
rewarding site. 

SHARON C. HERBERT 
Kelsey Museum of Archaeology 

University of Michigan 
Ann Arbor 

lReports of the earlier campaigns have appeared in Muse 3 
(1969) 16-23; 4 (1970) 15-24; 5 (1971) 8-16; 6 (1972) 8-18; 8 
(1974) 14-28. A summation of the first three seasons, "Tel 
Anafa: The Hellenistic Town," appeared in the IsraeL ExpLora
tion JournaL 21 (1971) 86-109; also two articles in the Journal of 
Glass Studies: "Hellenistic Glass from Tel Anafa in Upper 
Galilee," XII (1970) 17-27; "Notes on Glass from Upper 
Galilee," XV (1973) 35-51. 

2The 1978 season was funded by a matching grant from the 
National Endowment for the Humanities, contributions 
from the Kelsey Museum of Archaeology of the University of 
Michigan and the Museum of Art and Archaeology of the 
University of Missouri, and fees paid by students participat
ing in a field school ildministered through the Department of 
Classical Studies of the University of Michigan. 

Professor Saul Weinberg of the University of Missouri 
served as Principal Investigator and Professor Sharon Her
bert of the University of Michigan was Field Director. Dr. 
Barbara L. Johnson of Ben Gurion University of the Negev 
was our administrator in Israel. Most of the field supervisors 
were graduate archaeology students from the Universities of 
Michigan and Missouri: Alison Adams, Monica Barron, 
Leslie Cornell, Barbara Fielder and Timothy McNiven. Prof. 
Robert Gordon of Damavand College, Tehran, supervised a 
trench and also studied the architecture for publication. The 
technical staff consisted of Maura Cornman-conservator, 
John Huffstot-draftsman, Aaron Levin-photographer, 
Naomi Miller-paleobotanist, David Myers-assistant ar
chitect and surveyor, Blane Nansell-faunal analyst, and 
Stephen Wurzback-architect. Thanks are due to Mr. Avi 
Eitan, Director of the Department of Antiquities and his staff 
for facilitating the work of the expedition in every way and to 
Miss Hannah Katzenstein for her invaluable assistance in 
Jerusalem. Moshe Kagan of Kibbutz Shamir once again 
helped us greatly with local arrangements, and the Kibbutz 
provided many services essential to the expedition's suc
cess. Dr. Albert Glock, Director of the Albright Institute for 
Archaeological Research in Jerusalem generously extended 
the facilities of the Institute. Dr. Y. Meshorer of the Israel 
Museum identified the coins and Dr. Virginia Grace of the 
American Excavations of the Athenian Agora again read the 
amphora handle stamps. Dr. Ephraim Stern of the Hebrew 
University and Dr. Miriam Rosen-Ayalon gave valuable 
advice on our Persian and Arab pottery. Our deepest thanks 
to all concerned. 

3Bruneau, Philippe, Cllot de La Maison des Comediens, Vol. 27, 
Ecole Franfaise 0 ' Ath(mes, Exploration ArcheoLogique de Delos 
(Paris 1970) . 
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A Moabite Shrine Group 

30 

The recovery of the ,material remains of ma,n's 
past, the main objective of much archaeologtcal 
excavation, has long been accomplished with 
great success . The interpretation of the objects 
recovered is not always so simple, though much 
that has to do with everyday life is largely 
self-explanatory. When one touches on the 
realm of ideas, the difficulties increase, but 



Opposite: 1. TlleMissouri shrine group as displayed in 
tile Museum of Art and Archaeolof51J. 

t~ese are of special interest and every opportu
ru~ to delve into the thoughts and beliefs of 
a~aent m.an must be pursued vigorously. In 
t?IS purswt we are often helped by the associa 
ti?n of objects - an assemblage will frequently 
gIVe more information than that which can be 
ded~ced from each of its parts. This has been 
particularly true of the kinds of objects which 
have been found associated with cult places; 
from them we have learned most of what we 
know of ancient religion, especially for periods 
when there is little or no information to be 
~leaned from written records . Just such a group 
IS that now in the Museum of Art and Archaeol-

Above: 2. Two views of the model shrin e. 

ogy, University of Missouri-Columbia, which is 
described and analyzed below. 

Having been obtained in the antiquities 
trade, the integrity of this group must always 
remain somewhat in doubt; its reliability, how
ever, may be demonstrated by both internal and 
external evidence . It is comprised of a model 
shrine, fragments of another, an animal rhyton, 
three tripod cups - probably censers - and 
two imitation Cypriot miniature juglets (Fig. 1). 
The group is said to have been found in the 
vicinity of Mt. Nebo, in Jordan, in what was 
ancient Moab at the time that these objects were 
in use. 1 The description of the objects follows: 
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3 . Section and restored paint scheme of the Missou ri shrine, 
reproduced 1/2 actual size. 

1. Terracotla model shrine (68.64a). Intact. (Figs. 2-3) 
In order to make unnecessary a lengthy and complicated 
description of the shrine and its decoration, drawings of 
elevation and section, by John Huffstot, are reproduced at 
exactly half-scale and are color-coded (Fig. 3); the scheme of 
painted decoration is shown fully restored, any areas in 
doubt are noted in the text. The clay is reddish-buff, coarse 
and with a heavy admixture of coarse grits; the surfaces are 
rough-smoothed. Wall thicknesses vary, angles are rarely 
true and the top of the shrine slants markedly. The small 
cubiculum was apparently made of separate slabs for the 
four sides and back, which were then joined with clay. The 
high fa~ade seems also to have been built up of parts, first a 
front to the cubiculum, with its doorway, and then the main 
fac;ade with its piers, rectangular capitals and large, quasi
rectangular entablature; the effect is very top-heavy. The 
two Astarte protomai are tucked into the sides of the niche 
created by the capitals and entablature. 

The entire fac;ade was elaborately decorated with 
geometric patterns in red and black paint on a heavy, light 
buff slip; the slip extends around to the outer edge of the 
pillars, capitals and entablature and over the floor in front of 
the cubiculum. Though the paint is worn over much of the 
surface, and badly abraded on the left side as one looks at 
the shrine, the scheme of decoration can be reconstructed 
with little doubt (Fig. 3). Broad red bands bordered with 
black are the sale decorative element on the lower half of the 
fac;ade. In the middle zone, the capitals and niche, the 
decorative element is a rectangle outlined in red and cross
hatched with red and black lines. In the upper zone, the 
entablature, there is again a band of cross-hatched rectan
gles in the lower half, while cross-hatched triangles fill the 
upper half; at the bottom of the entablature is a narrow 
subsidiary zone of red and black dots; at the top, inverted 
triangles fill part of the space between the larger triangles. 
As in the modeling, there is considerable irregularity in the 
painting, which makes accurate reconstruction difficult, but 
the overall scheme of decoration is very clear. 
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RESTORED PAINT SCHEME 

Black indicates black; stippling indicates red. 

33 



4. 

2. Two fragments of a ferracotta model shrine (68.64b-c). (Fig . 4) 
Only these fragments bear witness to the existence of a 
second shrine, apparently less well made than the first, 
though more elaborate in decoration. What remains are the 
two front lower corners, one with considerably more of floor 
of the shrine preserved, but each carrying the protome of a 
lion in front of the lower part of a roughly rectangular pillar. 
It would seem that the impression intended was of lions 
carrying the pillars on their backs, but no part of the lions 
appears at the backs of the pillars, which go down to the 
floor. Pillar and lion seem to have been modeled separately 
by hand, with little attention to the finish of the surface; the 
heads of the lions were most probably made separately, 
possibly in a mold, and were then added to the bodies with 
clay roughly brought up to make the join . The only model
ing of the rest of the foreparts of the lions was the indication 
of the legs, separated by a roughly oval and quite deep 
opening. The lions vary in size; the fragment on the right as 
one looks at the shrine has a total height of 7 cm., the lion 
being 5.8 cm. high; that on the left has a total height of 6.3 
cm. , the lion 5 cm. high. The sides of the pillars are roughly 
2.2 cm. , but the front of the lions measures 2.3 cm. on the 
left and 2.6 cm. on the right. The left corner fragment shows 
clearly, in side view, that the pillars were freestanding, 
except where the lion protome is attached to the front, and 
that the pillar stood 2 cm. in front of the shrine wall, which 
can be seen just beginning to rise from the floor. The 
material from which the shrine was made is a rather coarse 
clay with considerable admixture of grits, fired to a buff or 
reddish-buff color. The thickness of the shrine floor is about 
1.1 cm. There is no trace of painted decoration. 

34 

3. Terracotta animal rhyfol1 (68.64d) . (Fig. 5) 
Except for the missing forelegs , .the fi?ure ~s intact The day 
is coarse, with much grit, espeoally lime bIts, and IS fIred to 
a reddish-buff color. The animal measures 16 cm. long, 6.5 
cm. wide, 13 cm. high. It was apparently made by fonning 
the two sides in a mold and joining them with the help of 
two strips of clay, one of which served for the mane, the 
other for the tail. The body surface is very roughly smoothed 
in broad strokes with a piece of wood or bone. The head is 
very elaborately decorated with applied clay pellets for the 
eyes, strips of clay and pellets forming a halter and other 
pellets comprising what seems to be a wreath between the 
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6. A 

ears. Each ea r is pierced with a small hole, which does not 
go through; there is a larger hole at the mouth which must 
penetrate to the hollow interior and on the back, just in front 
of the tail, is a hole 1.4 cm . in diameter leading into the 
hollow interior. This last was no doubt the fill-hole , while 
the hole in the mouth was used to pour libations. The right 
side of the head and forepart of the body have been consid
erably abraded and some of the decoration is lost . The 
missing forelegs would have been short, like the hind legs . 
The tail is broken off at about the level of the top of the legs, 
but it clearly continued 2 cm. farther between the legs. Faint 
marks for the attach ment of genitalia survive on the under 
side of the animal, which was meant to be male . While the 
delineation of the animal is not sufficiently good to allow 
clear identification of the species, it would seem to be a 
horse or a bull; the halter might favor the former; but it is not 
out of place for the latter. 

The trappings on the head are more complex and 
elaborate than any known from similar rhyta 2 There is no 
sign of a bit, which is true of other known examples as well. 
What can be seen most clearly of the halter is the noseband, 
placed low on the nose and continuing under the throat. 
This seems to be composed of several elements, perhaps 
both ropes and leather straps, held in place by a strap that 
goes along the cheeks and behind the ears; a further set of 
straps runs across from cheekband to cheekband, above the 
eyes and below the ears. Thus, a closely fitting halter, or 
headstall, is formed, but there are no signs of reins. Numer
ous pellets of clay added on and around the halter straps 
somewhat obscure the functional parts, but add greatly to 
the decorative quality. There is a large pellet between the 
eyes and others between the eyes and the cheekbands. 
Smaller pellets are attached to the cross band above the eyes 
and seem to form a rough rosette where cross band and 
cheekband meet. A row of small pellets runs up from the 
large one between the eyes to an even larger pellet between 
the ears, while other small pellets are grouped on either side 
of this large central one. The pellets add to the animal a 
festive quality that would be appropriate for one being led to 
sacrifice or otherwise participating in a cult rite . 
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7a. 1/2 actual size 

4. One-handLed ceramic tripod bowl (68 .64e) . (Figs. 6b, 7a) 
The bowl is intact but for chips off the wings at the top of the 
handle and the bottom of one leg. The clay is light 
brownish-buff with a heavy admixture of grits, largely lime 
bits. The tripod feet with rounded bottoms were made 
separately and attached; the lower part of the vessel is 
lightly convex, with a raised circular disc, slightly concave, 
at the center of the exterior; there is an offset with rounded 
profile forming the transition to the high, splaying and 
lightly convex sides, above which is a sharply offset and 
keeled band and then a wide rim, rounded at the top, keeled 
on the exterior and rounded and incurved on the interior; a 
handle with oval section goes from the rim to near the 
bottom of the side and there are wings at the top of the 
handle. The entire exterior of the vessel has been burnished 
with a wide tool, in vertical strokes on the side, horizontal 
strokes on the rim and bottom; the interior and legs are left 
roughly smoothed. There are no traces of painted decoration . 
H. -9.5cm.; D. rim -13.6cm.; Max. D. with handle -16.1cm. 
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5. One-handled ceramic tripod bowl with perforated sides (68.64f). 
(Figs. 6c, 7b) 
The bowl is intact but for a small chip on the interior edge of 
the rim. The clay is light buff, with a light admixture of grits, 
mostly small lime bits . Three short, triangular peg legs are 
made separately and attached. The lower section of the body 
is rather shallow and rounded and there is a keeled separa
tion from the high , straight sides that splay inwards; there is 
a sharp separation from the rim, which is deeply concave in 
a V-section a nd surmounted by a wide lip, slightly rounded 
on top and sharply incurved. The handle, with a round 
section , goes from the bottom of the rim to the belly. The 
body is perfora ted with eleven holes poked through from 
the exterior, leaving wads of clay on the interior; the holes 
occur in three rows, four holes in the top row just below the 
rim, four more roughly aligned with those above and at the 
belly, and three in a middle row which is about midway 
between the four pairs. The exterior surfaces are well 
smoothed, the interior rough smoothed. On the lip is a 
heavy white s lip, over which are painted five groups of 
stripes across the lip in a matt black paint (Fig. 8); there are 
four stripes to each group, except that just to the right of the 
handle, which has five stripes. While most of the stripes run 
across the lip as if radiating from the center, two groups are 
oblique. There is no clear indication that the white slip is 
anywhere but on the lip . 
H. - 8.7 CI11., D. lip - 8.3 em., GO. - 8.9 em., Max. dimen. 
with handle - 10.8 cm. 

6. One-handled ceramic tripod bowl with perforated sides (68. 64g) . 
(Figs. 6a, 7c) 
lntact. The clay is light brownish-buff with an admixture of 
fine grits. The shape is similar to that of No.5, but the body 
is wider and the contraction of the upper part is sharper; the 
rim is narrower , though sharply incurved on the interior. 
There are two rows of perforated holes: one row of nine 
holes on the body runs obliquely up the side in a coun
terclockwise direction; a row of eight holes is around the 
concave rim. The exterior surface is well smoothed but the 
inte rior is left rough; the interior, above the lower row of 
ho les, is blacken ed by s moke frOI11 burning inside the vessel. 
There is no trace of painted decoration. 
H. - 8.8 cm., D. lip - 8.1 em., GO. - 9.8 em., Max. dimen. 
with handle - 12.3 cm . 
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lb. 1/2 achwl size 

1 c. 1/2 achtal size 
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9a. actl/al size 

9b. lOb. 

lOa. actual size 

7. Ceramic amphoriskos, imitation Cypriote white-painted ware 
(68 .64h). (Fig. 9a, b) 
Intact but for a slight chip from the edge of the lip. The clay 
is pinkish-buff, well levigated and with small grits, mostly 
lime bits. The vase sits on a very low foot, the bottom is 
lightly concave, the body globular with an angular transition 
from the lower third to the upper two-thirds, the neck is 
narrow, tall and cylindrical with a pronounced collar at the 
midpoint, the mouth is wide-splaying with a thin rounded 
lip; two handles with round section run from mid-neck to 
shoulder. The entire vase is covered with a light buff slip. 
Bands are painted around the vase in a dull black paint, with 
two bands just below the keel and three below the handle 
attachment; short horizontal strokes in black paint go across 
the handle; a wide band of black paint is just inside the lip. 
H. - 8.3 cm., GO. - 5.8 cm. , D. lip - 3.3 cm. 

8. Miniatu re trefoil oinochoe, imitation Cypriote white-painted 
ware (68.64i) . (Fig. lOa, b) 
Intact. The clay is very light buff and very fine. The globular 
body rests on a very low ring base, a narrow high cylindrical 
neck splays to a trefoil lip with a pour spout cut at about a 
45° angle; the back of the lip is squared and a high handle 
goes from back of the lip to the shoulder. The surface is 
lightly burnished and painted with matt black paint: there 
are four concentric circles on either side of the body with a 
group of three small concentric circles at the center of the 
larger group; the innermost circle of the smaller group is 
solid black; the larger circles are intersected by a group of 
four lines about the shoulder just above the smaller circles; 
short strokes are painted across the handle; there are two or 
three painted bands about the neck just below the lip, a 
black band bordering the lip, an eye on either side of the 
spout and bars on either side of the handle across the flange. 
H. - 5.5 cm. , GO. - 3.8 cm. 
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THERE ARE SEVERAL other terracotta model 
shrines, similar to that in our group, in the Israel 
Museum and the Rockefeller Museum in 
Jerusalem,3 but the only one adequately pub
lished thus far is that acquired by the Rockefel
ler Museum in 1940. 4 While its facade is in most 
respects like that of our shrine, the cubiculum is 
formed by a typical Israelite water jar of the Iron 
II period, one side of which has been cut away 
to accommoda te the fa~ade (Fig. 11). This 
example is of special importance in that the 
pillars of the fa~ade carry double volute capitals, 
the upper volutes of which turn inwards and 
the lower ones outwards. These form a large 
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square capital, which I believe is reflected in the 
plain, square capitals of our shrine, as well as in 
those of two other unpublished examples to be 
discussed below. As Iliffe indicated, the volute 
capitals are one of the 'Phoenician' elements in 
the shrine. Another is the dove with spread 
wings seated above the entrance and between 
the capitals; it is closely associated with the cult 
of Astarte, represented on our shrine by the two 
images of the goddess. Like our shrine, this one 
was said to have been found in Transjordan, 
modern Jordan. 

When publishing the above shrine, lliffe 
stated that "Two pottery vessels of a typically 



11. Opposite: Model shrine il1 th e Rockefeller Museum il1 
Jerusalem (pl1010graphed before a mirror) . 

12. Below: "Clip-shaped colander or strniller", as described by 
lllife. 

13. Right: Jllglet, reportedly fOlllld with shrine at left. All three 
photos courtesy th e Department of Antiqllities of Israel. 

Palestinian kind were reported to have been 
found with it, a cup-shaped colander or 
strainer, painted with brown and black strokes 
on the rim, and a tiny, burnished cream
coloured juglet with horizontal rings in black."s 
Neither a full description nor illustration of 
these two vessels was given; they are shown 
here in figures 12 and 13.6 While this group, too, 
was found under uncontrolled conditions, and 
thus its integrity must be questioned, the re
markable similarity of these two vessels to the 
types found with the Missouri shrine lend cre
dence to the integrity of both groups. They are 
of further interest in helping to define the ap
purtenances of a small shrine. 

Not only was this the first of the cubicular 
shrines to be published, its double-tiered volut
ed capitals have made it the one most often 
reproduced in discussions of the development 
of the Aeolic or Proto-Ionic capital. 7 In speak
ing of the capitals of this model shrine, Betan
court says, "The prevalence of this design in the 
Phoenician minor arts, especially the carved 
ivories, suggests the shrine was manufactured 
either by a Phoenician craftsman or under 
strong Phoenician influence ."B 
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14. Shrine found at Tell el-Fafah (north) . Photo courtesy the 
Department of Antiquities of Israel. 

The other cubicular shrine with columns 
bearing voluted capitals is that one found at Tell 
el-Far'ah (North) in 1954,9 in a pit dug down 
from an Iron I level of the tenth century and 
early ninth century B.C. (Fig. 14). It is thus the 
only cubicular shrine published thus far that is 
from a known archaeological context and from a 
controlled excavation. to Here the half-columns 
are engaged; in other cubicular shrines they are 
free-standing. The capitals are unique, having 
upturned volutes like those that form the upper 
part of the capitals on the shrine from Transjor
dan just described. Betancourt considers this to 
be a stylized floral pattern,II while Shiloh, who 
believes "that the design of the Proto-Aeolic 
capital is really a schematization of a palm tree," 
considers these as "secondary branches curving 
upwards,"I2 as seen so often on Cypriote capi-
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tals. However, the use of the secondary 
branches without the primary ones does appear 
to be unique. 

THE MODEL SHRINE most similar to that in Mis
souri is one that came to my attention in 1972, 
when it was in the trade.13 Like the Missouri 
shrine and the one published by Iliffe, this one 
is said to have corne from Jordan. Because this 
shrine is so like ours, it is worth publishing here 
both the illustration (Fig. 15) and as full a 
description as possible: 

Terracotta model shrine. Intact . H. - 35 cm., W. - 32.5 em. , 
H. cubiculum - 17 cm., depth cubiculum - 10 cm. 
The fal;ade is covered with a light ochrous slip; decoration is 
painted on this in black and red . The floor of the cubiculum 
extends forward to form the floor of the portico; there is a 
low step from the portico to the cubiculum. On the portico 
floor rest two round columns, forward and slightly to the 
side of the cubiculum and partially attached to it. On these 
columns rest large rectangular capitals; that on the left as 
one looks at the shrine is taller and approaches a square. 
Over these is a large rectangular entablature, about three
and-a-half times as wide as it is high. As in the Missouri 
shrine, the columns, capitals and entablature form the 
forward plane of the fal;ade , with the face of the cubiculum 
forming a second plane behind this; the large capitals 
enclose a niche over the doorway, which in this instance has 
as decoration the crescent-and-disk symbol of Astarte, the 
crescent here on the underside. A low molding, formed by a 
narrow strip of clay, is just above the doorway. 

On the cubiculum fal;ade, there is a narrow panel just 
above the molding over the doorway that is filled with red 
and black cross-hatching; above this the niche is decorated 
with a checkerboard pattern in two rows, alternating 
squares being filled solid (?). The floor of the portico has 
bands of red bordered with black in a radial arrangement 
centering in the interior of the cubiculum, a device to focus 
attention on the image that stood within. The columns have 
horizontal bands formed of a wide red area outlined above 
and below by black stripes. Capitals carry a checkerboard 
pattern in two rows, alternating squares filled with red and 
black cross-hatching. The painted decoration is worn in 
spots, making reconstruction from a photograph difficult. 



The crescen t-and-disk symbol is here 
added to the dove and the Astarte images of the 
Missouri shrine; it is one of the most widely 
used symbols of Astarte, carrying over to her 
Punic equivalent - Tanit Pene Baal- with the 
western movement of the Phoenicians to Carth
age and its eventual great Punic empire in the 
western Mediterranean. 14 

One other cubicular shrine is closely related 
to both that in Missouri and the one just de
scribed by the form of the fac;ade above the 
columns (Fig. 16 a, b); it is one recently acquired 
by the Israel Museum. 1s In this shrine, howev
er, the round, free-standing columns that flank 
the entrance to the cubiculum are surmounted 
by capitals which, while rather crudely formed, 
are clearly of the Egyptian lotus-flower type. 
At the top of the column, two strips of clay 
form a double torus molding, above which three 

15. Red and black-pail1ted shril1e, said to have come from 
Jordan. 

petals of the lotus extend out and down; these 
are then surmounted by two more clay strips 
forming another molding. 16 There is apparently 
a small impost block above the capital and then 
the large rectangular blocks, such as those we 
have interpreted as capitals in the Missouri 
shrine, and above these the great rectangular 
entablature. Here there is also the lotus-flower 
capital, which suggests that the fac;ade super
imposed above the lotus-flower order was al
ready sufficiently formulaic to be used without 
regard to its architectural meaning. 17 

That the lotus-flower capital is also as
sociated with Astarte is best illustrated by its use 
in the well-known 'lady in the window' ivories, 
in which the window is supported by a row of 
very short columns with double capitals, the 
lower element of which is the lotus-flower,ls 
with the double molding below the petals, just 
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16 A, B. Two views of a sh rille ill the Israel Museum . Photo 
courtesy th e Israel Museum . 

as in the capitals of the model shrine; the 'lady' 
is generally interpreted as a votaress of As
tarte. 19 In this shrine, too, the cubiculum is so 
small as compared with the fa~ade - its top 
reaches only to the bottom of the large rectangu
lar capitals - that a large curved support, in 
which are cut two oval 'windows', rises from 
the top of the cubiculum, midway in its depth, 
to the lower part of the pediment. 

Related to the shrine already discussed, but 
somewhat different in nature, is that one found 
in the early 1940s at Akhziv on the north coast of 
Israel. 20 Its fa~ade is much plainer than the 
others, with no columns, but only the large 
rectangular entablature, seen on several other 
shrines, and in the lower center a disk (Fig. 17), 
here with no crescent. What is unique is the 
great seated figure (?) that fills the interior of the 
cubiculum - it is really an abstraction of such a 
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17. Model shrine found at Akhziv. Ph oto courtesy the Department 
of Antiquities of Israel. 

figure, but the double row of four pellets of clay 
across the top of the figure connects it with 
sea ted images of the jewel-bedecked goddess, 
Astarte.21 

There is in the Israel Museum still another 
cubicular shrine, from Tel Rekhesh, which has 
lost some of its fa~ade (Fig. 18).22 This shrine 
differs from all the others in that the back wall of 
the cubiculum is rounded. Another unique fea
ture of this shrine is the two holes drilled into 
the right side wall at heights about equidistant 
from the top and bottom of the opening to the 
cubiculum, probably for the fastenings of a 
door. What would appear to be the bases of 
pillars on either side of the doorway seems, 
instead, to be the head of an animal, probably a 
lion; only that to the left of the entrance, as one 
looks at the shrine, is partly preserved. There is 
no indication that a pillar stood on this head. 
There is a bowed ornamental element, said to be 
a snake, on the fa~ade over the doorway, while 
above this is a row of a ttached clay pellets; the 
uppermost part of the fa~ade ends in a horned 
projection at either side. While these can be 
likened to 'Horns of Consecration,' I have found 
no parallel for them on any other model shrine 
or stele of Phoenician or Punic origin, nor any 
evidence that such 'Horns of Consecration' 
were connected with Astarte. 

We have described above, as No.2 in the 
catalogue of the group in Missouri (Fig. 4), the 
two fragments comprising the forward comers 
of a model shrine. The lion protomai attached to 
the lower part of the piers in the forward fa~ade 
of this shrine are unique; in no other shrine are 
there attachments of any kind in this position, 
and the possible lions' heads on the Tel Rekhesh 
shrine, without pillars, hardly comprise a paral
lel. These lion protomai in the Missouri group 
should most likely be interpreted as crude 
copies, or reminiscences, of contemporary lion 
bases known from a number of Syro-Hittite 
temples. 23 While such animal supports occur 
most often with a pair of lions, bulls or 
sphinxes, single animals occur as well . These 
bases bore wooden columns, which in turn 
supported wooden superstructures, but there is 
ample evidence to show that the capitals were 
usually in one of two forms - the lotus-flower 
type with a ring of overhanging petals or the 
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split palm capital with double volutes. 24 It is 
just these two types of capitals which were used 
on model shrines, so that it is not surprising to 
find another decorative element of the Syro
Hittite temples, the animal base, present in one 
of the model shrines as well. 

THE MODEL SHRINES are thus seen to be a modest 
reflection of a temple type generally thought of 
as 'Phoenician,'25 but which has prototypes in 
the Canaanite temples of the Late Bronze Age, 
particularly as now known from Hazor. 26 Dis
tributed mainly along the eastern coast of the 
Mediterranean, the central part of which is 
Phoenicia, and in Cyprus, such temple types 
had a far wider area of influence and, to judge 
from the model shrines, this influence must 
have spread inland from the coast to the region 
east of the Jordan River. The much greater 
expansion of the Phoenicians, with their cul
ture, to the western Mediterranean is beyond 
the scope of this study, though the abundant 
Punic evidence has been taken into account in 
interpreting the shrines. 
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18 . Cubicular shrine from Tel Rekh esh. 
Ph oto courtesy the Israel Mu selllll . 

There seems to be little room for doubt 
about the type of figure that stood within the 
cubiculum - it was most likely a figurine of the 
Astarte type so well known in Phoenicia in 
particular, but in much of the Near East and the 
Punic world as well. The best example of a 
model shrine in which a terracotta figurine was 
actually found is the one from Idalion now in 
the Louvre,27 but there are many representa
tions of a naos or naiskos, strongly resembling 
our model shrines, in which the goddess is 
shown in the entranceway. Among the most 
interesting of these are representations of 
shrines on two stone capitals that were found 
built into a house in Larnaka and which have 
been assumed to come from Kition .28 The capi
tal in the Louvre (Fig. 19) is described as follows: 
"On a calix-shaped capital stands a head of 
Hathor, above this again a shrine. In the door of 
this stands a figure the significance of which 
cannot be precisely determined. At either side 
of the door is a Hathor head on a high pillarlike 
pedestal. They seem to represent in miniature 
the votive-pillars to which the capitals which 



19. Stolle cnpitnl with Hathor head slIrmolillted ill} a miniature 
shrille. The Louvre. A linari print 110. 23839. 

alone are preserved belong. The double abacus 
is decorated below with a winged sun-disc, 
above with star-shaped rosettes ." For the capi
tal in Berlin, which differs slightly in decorative 
details, the description adds, "The abacus over 
the temple door has a border of dog-tooth and is 

decorated with a winged sun-disc." Both capi
tals have generally been assumed to date about 
500 B.C. It is, however, on Punic stelai that the 
naos with the goddess appears with the greatest 
frequency, from very primitive representations 
of the late 8th c. B.C. to much more exact 
architectural representations that begin in the 
late 6th c. and last well into the 3rd c. On a great 
many of these the entrance is flanked by col
umns with double-volute capitals, over which 
there is most often an entablature with a winged 
disk, or a plain disk, and above this a row of 
uraei. 29 One cannot help but wonder if the very 
large rectangular entablature which occurs on 
many of the terracotta model shrines is not 
likely an abstraction from the heavy Egyptianiz
ing entablature that appears on the representa
tions of shrines in both the Cypriot and the 
Punic reliefs. Certainly, these stone reliefs bring 
us as close as we can hope to come to a 
visualization of the type of Phoenician shrine 
which was copied in the terracotta models. 

We must turn to the objects found with the 
model shrines to reconstruct the rites performed 
at them, which must have copied those of the 
large shrines. Certainly the most striking object 
found with the model shrines in Missouri is the 
animal rhyton (Fig. 5). Animal rhyta occur 
widespread in Israel, both in area and in time, 
while a few are now known from Transjordan as 
well; the latter include one from a Middle 
Bronze Age tomb and two from Iron Age 
tombs .30 On the other hand, the numerous 
zoomorphic vessels, or fragments of them, 
found in Israel, from Hazar in the north to 
Beersheba in the south, are not from graves. 
Most of them come from Iron Age context, 
though a few are from Middle Bronze and Late 
Bronze levels. 31 Only at Megiddo does there 
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seem to be a possible connection between 
zoomorphic vessels and cult. 32 On the <;>ther 
hand, in the Punic precinct of Tamt at 
Salammbo, Carthage, cow-shaped rhyta were 
sometimes buried beside the cinerary urns in 
the lowest level, which is dated to the late 9th 
and 8th c. B.C;33 they may very likely have 
been used in the burial rite. Cult use is certainly 
suggested by the association of our animal rhy
ton with the model shrines . 

Of the other vessels found with the shrines, 
the censers - one-handled bowls or cups on 
tripod legs with many holes through the body 
(Fig. 6 a, c) - have a distribution very similar to 
that of the rhyta: they occur from Hazor in the 
north to Lachish in the south, but the only 
examples I know from east of the Jordan were 
found at Diban in Moab, 34 and only these latter 
were found in graves. The type begins to appear 
in Israel in Iron II A-B, but is most common in 
Iron ne. 35 The clear evidence of burning inside 
one of the censers at Missouri, and noted in 
other examples as well, leaves little doubt as to 
the use of these vessels; they are suitable ac
companiments of a shrine, and it is of the 
greatest interest that one was found with the 
first shrine noted. 36 

The tripod bowl without a perforated body, 
one excellent example of which was found with 
the Missouri shrine (Fig. 6 b), has a very differ
ent distribution. It is much less common in 
Israel, but has come to be known as one of the 
type artifacts from Iron Age tombs in JordanY 
The largest number from any tomb comes from 
the one in which a clay shrine was found, the 
only one from a tomb. One of the groups of 
tripod cups, from a tomb in Amman, included a 
cup which showed signs of burning on the 
interior. While a cup without perforations 
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would not work as well as a censer, such use is 
not precluded, nor is the inclusion of such a 
tripod cup in the appurtenances of a shrine. 

The two miniature vases found with the 
Missouri shrines, both of them imitations of 
Cypriot pottery, offer more of a problem. The 
amphoriskos (Fig. 9) is a well known type, but it 
is found largely in black-on-red ware rather 
than black on a whitish slip. But it is just such 
ware that occurs in the miniature juglet (Fig. 13) 
that was found with the shrine from Transjor
dan published by Iliffe. 38 The tiny trefoil 
oinochoe with the Missouri shrine, however, is 
made of fine white clay, carefully burnished, 
and the painted decoration is on the clay rather 
than on a white slip (Fig. 10). I have found no 
good parallel for such ware in Israel, Jordan or 
Cyprus, but it is an especially fine a~d delicately 
made pot which might in itself have been a 
votive offering or might have carried a liquid 
offering, as might the amphoriskos as well. 

The Missouri shrine group thus helps 
greatly to clarify the nature of the model 
shrines, most probably used in houses or small 
sanctuaries, and of the rites that took place at 
these shrines - offerings of incense and liba
tions. Such shrines were common to the entire 
area in which the Phoenician religion of Astarte 
prevailed - Phoenicia and its area of influence 
in Transjordan, Cyprus and the whole Punic 
West. These shrines, from Israel and Jordan and 
the accompanying pottery, belong to the ninth 
and eighth centuries B.C, just the time of the 
first Phoenician expansion westward to Cyprus 
and the West;39 for the Missouri group a date 
around 800 B.C seems best. 

SAUL S. WEINBERG 
University of Missouri-Columbia 
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The Lake of the Avernus and its Elusive Mystery 

DUring the latter half of the eighteenth cen
tury' a rediscovery of Greek and Roman classi
cal art and architecture and civic and social 
id~al s gave rise to increased travel abroad by 
ar~s ts, historians and enlightened individuals. 
! hls. renewed interest in the antique had been 
inspire? by the archaeological excavations at 
PompeII and Herculaneum during the second 
q u~~ter of the eighteenth century, and by the 
wnhngs of the German art critic, Johann Win
kelmann. The Grand Tour was designed to 
encompass such sites and to "restore to our 

minds the classical studies of our youth; to visit 
those places recorded in history as the resi
dences of illustrious characters of antiquity, or 
rendered interesting by historical facts or anec
dotes." l 

In painting, European artists reconstructed 
events from ancient history and literature, and 
depicted them in a technique that relied heavily 

1. Above: Lake of the Ave rnus, by Sall1uel Lancaster Gerry, 
1851. Mu seum of Art and Archaeology, UniversihJ of Mis
souri. 
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upon drawing and composition. Several Ameri
can artists who at the time sought instruction on 
European soil to refine their knowledge of color, 
composition and brushwork, became well ac
quainted with the neoclassical movement and 
attempted to bring its style back with them. 
However, the lack of archaeological models, 
strong literary traditions or academies made it 
an impractical style for American artists to emu
late or sell to a public who much preferred 
portraiture. One American artist, Benjamin 
West, having spent several years in Italy, saw 
the difficulties of such an adoption and was able 
to transform this European approach into a 
more nationalistic form of history painting. 
Such paintings commemorated contemporary 
English and American historical events and per
sonages, but propounded the same virtues of 
courage and noble self-sacrifice found in the 
European works of David and Ingres. 

Although West maintained his allegiance 
with America, he resided in London, where he 
rose to become the second president of the 
British Royal Academy. The opening of his 
studio to traveling American artists was among 
his most enduring contributions to American 
art. There he succeeded in conveying the most 
recent changes in style and technique to a whole 
generation of artists, including the history 
painter, John Trumbull, and the portraitists, 
Gilbert Stuart and Charles Willson Peale. This 
generation of artists, who temporarily migrated 
to London between 1760 and 1830, marked the 
first of three groups of Americans who sought 
formal instruction in Europe during the 
nineteenth century. The third group traveled to 
the artistic centers of Paris and Munich after the 
1870s. In the interim, however, between 1830 
and 1870, American painters turned to Ger-
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many, Switzerland and Italy for their inspira
tion, and it is upon this group we will focus our 
attention. 2 

American landscape painting emerged as a 
new vehicle of moral and spiritual purification 
in the first quarter of the nineteenth century, 
and flourished for the next fifty years, replacing 
the didactic history painting of the previous 
generation. 3 This genre was introduced by a 
new breed of artist, the native-born citizen of 
the United States. He was an artist who did not 
apologize for his national heritage, but on the 
contrary, wanted to proclaim the beauty and 
magnificence of the country which was his 
own.4 One way to demonstrate this nationalis
tic pride in the country's newly-constructed 
democracy with its undefiled frontier was 
through landscape painting. 

Coupled with this artistic sense of patrio
tism and concern for nature came new philo
sophical and literary movements, which served 
to give landscape painting a sense of purpose as 
an instructive medium. Many artists and writers 
alike thought that "Nature was shaped not by 
the hands of human sophistication but by God's 
simplicity." 5 Nature was God's manifestation 
on earth. 

The Hudson River School, a group of paint
ers whose activities were centered in the 
Northeast, reflects the height of this movement. 
The term is somewhat misleading, because, 
although each artist in this loosely organized 
group approached landscape painting in a simi
lar manner, some members traveled far beyond 
the boundaries of the Hudson River Valley. 
Small parties of painters would assemble each 
summer and then embark on communal sketch
ing expeditions in search of inspiring vistas 
found in the forested hills and valleys of the 



Cat kill Mountains . During the winter months 
the e sketches were expanded upon and altered 
according to the memory and personality of the 
artist. 6 The results of such alterations were 
considered highly objective representations of 
nature in its primeval condition . This approach, 
a a whole, reflected nature in its simplest state, 
cluttered with a c rtain natural disorder, but 
overall , preserving a genuine sense of place. At 
the tim , ta t d manded that the landscapes be 
b th nationali tic in character and embody cer
tain a ociation which would remind the view-
r fa childh d long past. 7 These associations 

w r thought t b purifying to the soul. 
On of th leading xponents of the School 

wa A h r B. Durand, a former engraver, who 
p in takingly r ord d nature with the objectiv
ity and xactitud of a botanist. In his "Letters 

n Land ca p ," publi hed in The Crayon be
tw n 1 55 and 1 56, h described the philoso
phy of the Sch 01 in somewhat religious terms: 
"The xt mal app arance of this our dwelling 
plac , apa rt from it wondrous structure and 
function that mini t r to our well-being, is 
fraught with I ons of high and holy meaning, 
on ly urpa ed by the light of Revelation ."8 

SAMUEL LA A TER G ERRY, 1813-1891, whose 
work, Lake of the Avernus, will later be discussed, 
wa a part of this exciting movement. Although 
he maintained a tudio in Boston as early as 
1840, h b cam a leading proponent of the 
White Mountain School, centered in New 
Hamp hire. Th White Mountains became a 
favorit resort for visiting and resident artists 
throughou t the century, and the name does not 
imply a tyli tic approach different from that of 
th Hu.dson River School. The artistic training of 
Gerry 1 unknown .9 He admired both the work 

of Thomas Cole and Durand, but considered 
nature his best instructor. 10 Gerry's family had 
hoped that he would pursue a legal profession, 
and in preparation for such a career he worked 
for a time as a clerk. He probably entered into 
the art world during his mid-twenties. It is 
known that his family eventually supported his 
artistic endeavors and probably had the means 
to provide him with a proper education. 11 

Though Gerry painted miniatures, por
traits, genre and animal scenes, he was most 
noted for his landscapes. Summer (Fig. 2) illus
trates well the style of the mid-nineteenth cen
tury American approach to landscape painting. 
This most characteristic work includes close 
attention to detail in the foreground, carefully 
delineated grasses, rocks and leaves, a low
lying body of water extending into a valley, and 
a rising succession of bands of color constituting 
mountains obscured in a bluish haze . Sky pre
dominates the large, sweeping vista, and fig
ures and animals play secondary roles . 

Despite the Hudson River School's strong 
nationalistic tendencies, certain artists felt 
themselves drawn to European soil, especially 
to Italy. The reasons for this renewed attraction 
are difficult to define, but recent literature on 
the subject has suggested several probable mo
tives . 

The first art museum, the Metropolitan 
Museum of Art, did not open its doors until 
1870. In the meantime, artists resorted to the 
study of plaster casts or engravings of master 
works. In addition, because there were no deal
ers and few galleries in which to exhibit one's 
work, membership in various organizations was 
compulsory to a successful artist's career in 
painting. Gerry exhibited extensively at the 
American Art Union, the National Academy of 
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2. Summer, by Sallluel Lal/ caster Gerry , 1857. Photo courtesy Kel1l1edy Galleries, Inc ., New York. 

Design, the Pennsylvania Academy of Fine Arts 
and the Boston Art Club, the last of which he 
was president in 1858. 12 

There were few practical books on painting 
published in America, and even fewer art 
schools, deficiencies which hampered artistic 
pursuits . Artists, instead, apprenticed them
selves to more experienced painters for a period 
of time. Even Gerry in his later years instructed 
private classes. Others went abroad, financing 
the expeditions themselves or through patrons. 

Italy had been a mandatory stop on the 
Grand Tour for generations, but American ar
tists began to look at the Roman Campagna as 
an alternative to the panoramic theater of the 
untouch d wilds of the United States. The Ital
ian countryside was older and more refined. It 
offered a serenity and grace which contrasted 
strongly with the unpolished, untamed Ameri
can wilderness. Italy's landscape was a 
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showplace of yesterday - a place where the 
yearning for knowledge of the past, as well as a 
love of the present and future, could be fulfilled. 
Italy offered an artistic environment that was 
both acceptable and sympathetic to the artist's 
needs and wants. The "golden air," the misti
ness, the ruins and the romanticism were new 
and spellbinding. Although some American art 
critics and patrons encouraged artists to disas
sociate themselves from European philosophy, 
subject matter or even travel, Gerry felt the 
European allurements nonetheless. "Gerry, like 
Durand and most of his contemporaries hon
ored this injunction more by the breach, in 
certain respects [for he made the journey to 
Europe three times, between the years of 1837 
and 1840, 1850 and 1854, 1873 and 1875], but in 
the main he sought out native subject matter 
and painted it in quiet optimism." 13 As Barbara 
Novak aptly stated, "The American artist could 



marry the wilderness, which was, in many 
ways, more familiar to him . But Italy was his 
mistress and the affair could maintain its po
tency as long as the elusive mystery was main
tained."14 An enticing and evocative idea, but 
as in most extramarital affairs, not terribly realis
tic. American tourists of that time would buy 
Italian landscapes as souvenirs of their trip 
abroad, but for the most part clearly preferred 
landscapes of their own native country. IS 

During his trip to Italy in the early 1850s, 
Gerry concentrated most of his stay in and 
about Rome and Florence. However, in 1851, 
his wanderings must have taken him to the 
vicinity of Naples, for the Museum of Art and 
Archaeology has in its collection the signed 
landscape, Lake of the Avernus (Fig. 1).16 Exist
ing together are a strange body of water with 
floating, oddly-shaped boats, classical and 
medieval ruins, a shepherd, goats, a dog, two 
Franciscan monks lost in meditation, and a 
smoking volcano. It was upon his return from 
this trip that Gerry undertook landscape paint
ing within the White Mountain School most 
ardently, so that this painting could be consid
ered a possible exercise in color, composition 
and brush control, which would better serve 
him in his future endeavors at home. 

THE LAKE OF THE AVERNUS, which is an actual 
body of water, is located eighteen miles west of 
Mount Vesuvius, near the city of Naples. The 
island of Ischia, another popular tourist attrac
tion, is situated west of the lake. The lake is two 
miles wide and is set within a volcanic crater 
five miles in circumference. 17 One travel guide 
stated, "Nobody who has any appreciation of 
two of the greatest poems of all time, the 
Odyssey of Homer and the Aeneid of Virgil, can 
approach this spot without the thrill of what our 

ancestors would have described as 'awful an
ticipation.' "18 

Because of its once dismal aspect and rising 
mephitic vapors, the lake was considered by the 
ancients, Virgil and Homer, to be near the 
entrance to the underworld. According to Virgil: 

No bird presumes to steer his Airy Flight: 
Such deadly Stenches from the depths arise, 
And steaming Sulphur, that infects the Skies. 
From h ence the Grecian Bards their legends 

make, 
And give the name Avernus to the Lake. 19 

In 1798, J. M. W. Turner painted the mys
terious place in a picture which was one of his 
first landscapes on an Italian subject (Fig. 3). 
Aeneas is making preparation with prayer and 
libation to the Cumaean Sibyl to visit his father, 
Anchises, in Hades. The painting was based on 
a sketch made of the lake by Richard Colt Hoare 
in 1785 during his Grand Tour. 20 

The Lake of the A vernus as known in the 
lifetime of Gerry was depleted of its eerie forests 
made famous in ancient literature, and its 
swampy shores were edged by a stone enclo
sure. Its dreaded morbid character had disap
peared, for in the first century, young Agrippa, 
son-in-law of Augustus, had altered the land
scape dramatically by deforesting the area in 
order to construct a safe inland harbor for the 
Roman fleet. This harbor was connected to the 
sea by a series of canals which have since been 
destroyed by an earthquake that rocked the area 
in 1583. 21 The Gerry painting, however re
stores to the lake its awesome romantic beauty. 

James Jackson Jarvis, a nineteenth century 
American critic, once remarked, "To com
prehend the full meaning of color and assimilate 
its joyous dignity or sensuous delight, it re
quires a temperament and training akin to those 
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of the old masters themselves."22 Not only did 
Gerry utilize a form of composition devised in 
the seventeenth century by old masters such as 
Claude - as can be seen in the painting's vast 
horizon illuminated at dusk (or dawn), in its 
ancient ruins and insignificant figures - but he 
also learned Claude's manner of color, found in 
the dark foreground of moss greens and 
browns, which acts as a framing device, making 
the bluish distances seem even farther away. 
Later, in 1870, Henry Tuckerman applauded 
Gerry for his "true gradations in color,"23 ap
parent in such paintings as this. 

In keeping with the Hudson River tradi
tion, Gerry sketched directly from nature while 

3. Aeneas and the Siby l, by ] . M. 
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W. Turner, 1798-1800. Ph oto 
courtesy Tu m er Bequest, Th e 
Tate Gallen} , London (463) . 

creatively selecting portions of those renderings 
which would later be incorporated into works of 
a larger scale. 24 The landscape is, therefore, a 
compositional amalgamation, with a romantic 
ambience created by foliage, ruins and senti
mental characters and beasts. 

A traveler once remarked, "I have not seen 
any place that combines so much a landscape 
painter can make use of as Tivoli. There are the 
grattos, the deep weird chasms, where water
falls shoot down roaring, as into the mouth of 
hell, and disappear to the eyes .... "2S Gerry 
was evidently in agreement, for the ruin in the 
upper left portion of the painting is none other 
than the Sanctuary of Hercules Victor, and 



4. The Falls of Tivoli, by Joseph Ropes, 1863. Gift of Eunice Bohanon. Photo courtesy The Currier Gal/ery of Art, Manchester, New 
Hampshire. 

below are the cascading Falls of Tivoli. The 
subject matter was a popular one with American 
artists, and there are many versions of the same 
theme, including one by Joseph Ropes, com
pleted in 1863 (Fig. 4). The structure in front of 
the sanctuary is the celebrated round Temple of 
Vesta, or the Sibyl, at Tivoli, constructed in the 
early first century B.C. This temple was also a 
popular model for American artists abroad, as 
ca~ be seen in a painting by William Sonntag, 
Italzan Lake with Classical Ruins, with a date of 1858 
(Fig. 5). 
. It is difficult to say what roles the various 

figures play within the painting, but they prob
ably refer back to an older tradition - still 
current in the 1840s and 1850s - of utilizing 
romantic characters to enhance an idealistic 
conception. The Franciscan monk, seen in deep 
shadow, seated upon a cornice ruin, is similar to 
th~ figure in Durand's The Evening of Life, 
palnted in 1840 (Fig. 6). The Durand painting 

not only makes references to old age and the 
passage of time, but also to the symbols of 
Patience and Tranquillity of mind . These 
analogies can be found in translations of Cesare 
Ripa's Iconologia, which summarize Patience as 
" ... the figure of a man of mature age simply 
dressed in dark-colored garments, sitting on a 
stone." The wearing away of stone by water, 
found in the Falls of Tivoli, is another symbol 
with similar significance. 26 The companion 
piece to The Evening of Life is entitled The Morn
ing of Life (Fig. 7), which portrays a youthful 
shepherd tending his flock. An image of youth 
can also be seen in the female statue in the 
background of the painting, which represents 
Hope, according to Ripa. 27 There are female 
statues in the Gerry painting also, set behind 
the brilliantly-lit shepherd, but their identity 
eludes us. 

The temple in ruins that dominates the 
foreground of Lake of the Avernus cannot be 
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identified. In the accounts written by Hoare, 
and also in numerous other travel diaries, are 
references to a ruined Temple of Apollo on the 
shores of the lake, first mentioned by Virgil.28 
A work by Richard Wilson , an eighteenth cen
tury English landscape painter, however, re
cords the ruin . 29 It is hardly the same building. 
It would seem tha t since Gerry was so archaeo-

5. Italia n La ke w ith C lassica l Ruin s, by William Louis 
So/Ill tag, 1858. Gift of Mrs. Al/ l1ie B. Dare. Ph oto cOllrtesy 
Dartmou th College Mu seulII al/d Galleries, Hall auer, New 
Hampsh ire. 
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logically exact in his depiction of the ruins in the 
background, he would make the same attempt 
with the representation of this temple. This, 
however, does not appear to be the case, for 
although there are seventeenth and eighteenth 
century landscapes that contain references to 
similar ruins, the likenesses are not exact. The 
faint inscription on the face of the temple offers 
no clue. The first line refers to Faustina, the wife 
of Antoninus Pius of the second century, and 
the second line to two first century emperors, 
Claudius and Nero. The two lines do not appear 
to be related to one another. It might be 



6. Above: The Evening of Life, and 7. Below: The Morning of Life, both by Asher B. Durand, 1840; collection 
Nationa l Academy of Design, New York. Gift of Mrs. Frederick J. Betts. Photos courtesy Frick Art Reference 
Library. 
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8. Lake Avemus and the Island 
of Ischia, by Richard Wilson , ca. 
1764. Photo cou rtesy Th e Tate 
Gallery, London . 

suggested, then, that this is an imaginative 
structure, composed of bits and pieces from 
various sketches. 

Situated toward the horizon of the painting 
is a sparse rendering of an aqueduct, an expanse 
of blue, presumably water, and the depiction of 
the only active volcano in Italy, Mount Vesu
vius. It is questionable, however, whether 
Mount Vesuvius can even be seen from the lake. 
While at Lake of the Avernus, in the mid
eighteenth century, Wilson made sketches of 
the lake while facing west toward the island of 
Ischia (Fig. 8). The silhouettes of the land forma
tions found in the two paintings are very much 
alike. It seems likely, therefore, that Gerry once 
again employed artistic license by adding wisps 
of smoke to an inactive volcano on the island. 

Thus, it can be seen that in this painting 
Gerry utilized several identifiable Roman ruins 
and other landmarks, an imaginary classical 
structure, figures representing the ideals of 
Hope and Patience (or youth and old age), 
incorpora ting it all within a dark leafy 
framework. The combination of such elements 
best served the symbolic and compositional 
purposes of his work. 

Samuel Lancaster Gerry is today respected 
for his serene and peaceful landscapes of the 
valleys and hills of the White Mountains of New 
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Hampshire. Although perhaps his landscapes 
lack the emotional and dramatic appeal of paint
ers such as Cole, it has been said that If • •• his 
art could rise to such a professional level as to be 
confused with that of Asher B. Durand. lf30 Yet, 
Gerry, despite his strong love for America, felt 
the desire to go abroad and absorb those qual
ities found absent in his own native land. Lake of 
the Avernus is a reflection of those properties 
which were so attractive and enticing to Ameri
can landscape painters. The entire work is 
steeped in the mellow, golden light found only 
in the Roman countryside. It offers the viewer 
an opportunity to retire from the realities of the 
present day world and fondly recall the past. 
There is a dreamy quality inspired by the ruins, 
poetry and drama of Italy that pervades the 
work. It is this romantic "cultured antiquity," so 
important in Lake of the Avernus, which is lacking 
in the "natural antiquity" of the United States. 
Artists felt the need to dwell and contemplate 
upon such things in order to make themselves 
and their work complete: "The mind of man 
craves to look forward as well as before; it needs 
for its full development a past as well as a 
future. "31 

HEATHER HALLENBERG 
University of Missouri-Columbia 
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Representative Vessels of the Este Culture 

The Iron Age Este Cultural Tradition is named 
after the many cemeteries and grave lots found 
in and near Este, in the Veneto in northeastern 
Italy.l Similar remains are found elsewhere in a 
tight geographic cluster in the lower Po River 
valley, so the Este Tradition is quite clearly that 
of the ancient Veneti, hence Venezia, and the 
name Venice. The Veneti and their south
Alpine neighbors, like the Comacine in the 
Italian lake district north of the Po, were not 
Italic speaking tribes like the Romans, Oscans, 
Umbrians, Sabines, and the like, but spoke a 
language called Venetic, which was an Indo
European language intermediate between Italic 
and Celtic, perhaps somewhat closer to the 
latter. 2 Indeed, the Venetic peoples were not 
even particular! y urbanized un til after their 
conquest by the Romans, although earlier the 
Greeks had established trading towns at Spina, 
and the Etruscans had established cities before 
500 B.C. south of the Po at locales such as 
Bologna. Most Venetian, or Atestine, remains 
are found at temples, votive deposits, and above 
all, cemeteries. 

Among the museum's holdings are two 
ceramic vessels from Este, Venezia. 3 One ves
sel is an urn (Fig. I), the other a small cup with a 
strap handle (Fig. 4). Both of these vessels are 
readily attributed to the Este tradition, espe
cially since the urn represents one of the cul
ture's most diagnostic forms. 

The largest vessel (Figs. 1 and 2) represents 
a form which seems to have served primarily as 
the urn for containing the ashes of a cremated 
individual. Almost every deceased participant 
in the Este Culture was eventually interred in 
such a cinerary urn during the Este II-III periods, 
a rather long interval from the seventh until the 
fourth century B.C. These urns vary slightly from 
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century to century, however, so it may be seen 
that the museum's urn can be dated more 
closely. 

This particular urn stands 16.8 cm. tall with 
its maximum diameter 13.3 cm. at the shoulder. 
Presently it is intact except for a chip on the foot, 
and the everted rim, now restored, is mostly 
broken away. The pot was fashioned by hand 
on some kind of rotary footing or stand, from a 
buff clay tempered with medium sized sand, 
grit, and ground-up ceramic fragments. The 
broad conical foot, with hollow instep, was 
made separately and joined to the ovoid body 
which has a sharp, angular shoulder carination. 
The four relief ridges or cordons, as on most 
such vessels, demark the body into zones alter-



1. Left: Atestine cinerary urn in the Missouri collection . 

2. Above: Profile and decoration of th e urn. Black = black; stipple 
= red; wh ite = buff clay. Shown 113 actual size. 

nately painted black and red with a thin clear 
paint. Black paint is on the foot and upper 
shoulder with the first uppermost body zone 
being red. The inside of the lip is painted red as 
well. 

Except for the somewhat wide foot the 
vessel is extremely characteristic of the Atestine 
cinerary urn, last place of repose of Iron Age 
Atestines. Since these people had control of the 
amber trade to the north (Herodotus thought 
that amber came from Venetia itself), the vessels 
were sometimes acquired or imitated by the 
central European Hallstatt and La Tene Celtic 
speaking peoples in the Alps, Tyrol, and eastern 
France as far as southwestern Flanders, and the 
Illyrian speakers in what is now northern 
Yugoslavia. These trading partners of the Veneti 
had occasion to see such vases, so it seems likely 
that they may have served some functions other 
than funerary ones, although what this could be 
is as yet undeterminable . In any case the urn 
must have caught the imagination of the more 
northerly peoples, thus, fortunately, helping 
to clarify the trade routes of Iron Age Europe. At 
Hallstatt itself the red zones have been placed 

on a ceramic imitation of an Etruscan bronze 
beaked flagon. 4 

Within the Este tradition as the centuries 
pass by the cordons become more pronounced 
and the zones more frequent (Fig. 3). This 
example has the pronounced ridges but the 
wide zones of the intermediate stage of devel
opment of these urns, and indeed, its profile 
matches almost exactly the five-zoned vase of 
the multiple grave 232 of Casa di Ricovera of 
Este itself. 5 

The Casa di Ricovera grave 232 was an 
uncommonly wealthy grave containing four 
metal situlae with rounded shoulders and one 
with angular shoulders and feet very similar in 
silhouette to the cinerary urn . In this grave the 
cinerary urns, three drinking cups and two 
bowls were also painted with broad red zones or 
rays. Additionally metal drinking cups and 
metal artifacts were present. Among these were 
six spindle whorls, horse bits, an iron axe and an 
iron hoe, and a dagger. 

The dagger, like most Este weapons, shows 
much closer formal affinity to the Hallstatt-La 
Tene objects than do other Atestine artifacts. The 
grave 232 dagger has a chape which is of the 
circular variety that came into vogue during 
the very first decades of the fifth century B.C. 

Although the 25 complete and broken fibulae 
reflect less closely the central European styles, 
the two Certosa-type fibulae confirm this date . 
Other Atestine graves with earlier and later 
Greek imported painted vases would agree with 
this temporal placement. Thus those graves 
with urns similar to the one under discussion 
here belong to the Este IlIa phase, now dated to 
ca. 550-480 B. C. 6 To judge from the dagger in 
grave 232 and the virtual identity of form of its 
cinerary urns with the one under study, it 
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4. Atestille high-handled cup in the Missouri collection. 

would seem that our urn here dates from late in 
the IlIa period. This would be at the beginning 
of the time of greatest involvement of the Veneti 
in the European north-south exchange system, 
as most of the central European red-zoned pots 
reflecting Atestine contacts date from the fifth 
century B.C. 

The second vessel (Figs. 4-5) is likewise an 
in tegral part of the Atestine culture and is often 
found in graves, although its presence is not 
virtually de rigueur like the zoned urn. The small 
cup with ribbon handle stands 6.5 cm. high with 
the body 3.95 cm. tall and the maximum diame
ter, at the carinated shoulder, measures 8.11 
cm. This pot is also handmade, of a fine buff 
clay wi th a small temper of grit and ground-up 
potsherds. It was fairly well fired, but the core 
of the paste shows up black where chipped. 
When fired the burnished surface took on a 
greyed-smudge quality. The pot has an om
phalos bottom and only slightly flaring neck . 
The handle, of slightly squared lenticular cross 
section, rises from the lip and rejoins the body 
just below the carination. 

Within the Este tradition, this cup endures 
~ven longer than the zoned urn (Fig. 3), becom
Ing taller and more rounded with a more narrow 
base as the form is developed. The form of the 
cup under study matches closely a cup from 
Es te, Casa di Ricovera, grave 236. 7 This grave 
also contained spindle whorls, fibulae, and a 

-
5. Profile of the cup. Shown 113 actual size. 

bronze knife and razor. The sword and axe in 
this grave are bronze as well, the former a 
horizon marker of Esta IIa, from the end of the 
9th century B.C., when iron was just corning into 
use in the Este tradition. 

Clearly these two artifacts from Este are 
from different time periods, so obviously they 
cannot be from the same grave. However, since 
both of them match closely things contained in 
graves from the Casa di Ricovera cemetery, 
possibly both of them did come from there. In 
any case both pieces of pottery constitute typical 
representations of the early and late phases of 
the culture which produced them. 

RALPH M. ROWLETT 
University of Missouri-Columbia 

I D. Randall-MacIver, Th e Iron Age of Italy (Oxford 1927) 6ff. 
2 E. Polome, "The Position of Illyrian and Venetie" in 

Ancient Indo-European Dialects, ed. by H . Birnbaum and]. 
Puhvel (Berkeley 1966) . , 

3 Both artifacts are gifts from the Prahistorische Sammlung 
of the Naturhistorisehes Museum of Vienna, Austria. 
The large vessel (Fig. 1 and 2) is enregistered as Museum 
Ace. No. 58.30.3 while the smaller (Fig. 4 and 5) bears Ace. 
No. 58.30.4. Mr. John Huffstot helped prepare the draw-
ings. . . 

4 F. Morton, Viertausendfullfh undert Jahre Hallstatt I/n Bllde, 
(lnnsbruck 1959) 81 . 

S D. H. Frey, Die EntstehLIIlg der Situlenkunst, (Berlin 1969), 
taf. 24. 

6 Frey, op . cit. 24ff. 
7 Frey, op . cit . tafel4. 
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