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ACTIVITIES 

Activities in the Museum during 1979 focused 
on a busy schedule of exhibitions, continuing the 
effort begun the previous year to serve the wider 
audience we now have in the larger quarters in 
Pickard Hall. The response of the public is very 
gratifying. Visits of the many groups to the Mu
seum are greatly enriched by the truly inspired 
work of our dedicated corps of volunteer docents, 
who also help us by taking special programs 
about activities in the Museum out to the schools 
and other organizations in our area. 

The program of major exhibitions began in 
February with Five Centuries of Master Graphics 
from the St. Louis Art Museum . The exhibition was 
organized to be of special interest to the artist, 
emphasizing techniques and methods of pro
duction as well as of art history. A series of 
educational activities, made possible by gener
ous support from the Missouri Arts Council, 
included lectures by Professors Frank Stack of 
the Art Department and Edzard Baumann of the 
Art History and Archaeology Department, and 
by Richard Baumann, Curator of Renaissance 
and Modern Art of the Museum. A special fea
ture was a printmaking workshop for children, 
coordinated by Richard Baumann and taught by 
Bonnie Oark. These young artists worked for 
five Saturday mornings in a studio in the Art 
Department and concluded their efforts with an 
exhibition of their own creations in a gallery 
alongside the Master Graphics. It was a great 
success and will be repeated. 

In May we opened an exhibition of the Col
lage Prints from 1968-1978 by Robert Motherwell, 
a show that was organized by Mrs . Jean Tucker, 
our colleague at the University of Missouri-St. 
Louis, and first exhibited there . This was just one 
of several activities in the Museum made possible 
by financial support from Museum Associates . 

At a reception to mark the opening of this exhibi
tion, the Esterhazy Quartet played a recital in the 
Old Master Gallery. 

July 7, 1979 marked the centennial of the 
death of Missouri's great artist, George Caleb 
Bingham, and the Museum's exhibition which 
opened on that day was one of several commem
orations. Our show included several Bingham 
portraits on loan from Mr. and Mrs. Albert M. 
Price, decorative arts and costumes of that period 
to suggest the domestic settings of the Mis
sourians portrayed, and twenty-six of the Bing
ham drawings which are now the property of the 
People of Missouri. Costumes and other textiles 
were lent from the collections of Stephens Col
lege, the College of Home Economics of the 
University, Katherine Fasel, New York Gty and 
anonymous collections. 

A major exhibition and symposium devoted 
to the archaeology of Cyprus took place in Octo
ber with Professor David Soren as guest curator, 
made possible by generous support from the Mis
souri Arts Council, the Archaeological Institute 
of America and Museum Associates. Professor 
Saul Weinberg excavated in Cyprus in the 1950s, 
and Professor Soren is working there again now. 
The exhibition was designed to show this Mis
souri work in a broader context, and contained 
objects borrowed from several collections, includ
ing the Department of Antiquities of Cyprus, 
together with works from our own collections. 
Featured guest at the symposium, which attracted 
scholars from around the country, was Dr. Vas sos 
Karageorghis, Director of Antiquities of Cyprus. 

During the summer we mounted a small 
exhibition of recent graphic works by Frank Stella, 
The Exotic Birds, lent to us by the Nancy Singer 
Gallery of St. Louis. In the fall, to coincide with 
the meeting on our campus of the Midwest Chap-
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View of a portion of the exhibition, Decorative Arts from the Time of George Caleb Bingham. 

ter of the American Society for Eighteenth Cen
tury Studies, we hung a special exhibition of 
European drawings from our own collections and 
from the Nelson Gallery in Kansas Gty. Several 
times during the year exhibitions were organized 
of objects of our own, brought out from storage, 
particularly American and modern works, and 
also an exhibit of textiles and one of Palestinian 
ossuaries. 

For the holiday season we organized an exhi
bition of Oriental art, all borrowed from local 
collections. This we intend to be just the first of a 
series of Columbia Collects, and plans are already 
under way for the 1980 show. There are many 
fine works in local collections, and we hope to 
encourage collectors in this way and let them 
share their treasures with others. 

For the first time, we organized a large exhi
bition from our own collections to be shown else
where . At the invitation of Jean Tucker, a repre-
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sentative sample of our collections was installed 
in Gallery 210 at the University of Missouri-St. 
Louis in early spring. It offered the opportunity 
to share our collections with a sister campus and 
make some new friends in St. Louis. We enjoyed 
a nice reception in the local press and at a lecture 
given in the city by the director. A more modest 
effort of this kind, but certainly worth recording, 
was an exhibit of ancient coins from our collec
tions, shown in several Columbia grade schools 
during the year. 

Gifts to the Museum from our many gener
ous friends continue at a high level, as will be 
seen in the full listing of acquisitions from 1978 in 
this issue, and as will also be reflected in the 
report for 1979, to be published in full in the next 
MUSE. Our collections grow primarily through 
gifts, and some of our donors have been extraor
dinarily faithful. Again, for example, we record a 
major addition to the collections from Dr. Samuel 



Eilenberg, given this time in memory of Julius 
Carlebach, who played such an important part in 
the early years of the Museum. It becomes more 
and more difficult to add to our collections 
through purchases, and we are giving high pri
ority to the development of major funds for this 
purpose. 

We were pleased to receive an unrestricted 
grant from the Charles Ulrick and Josephine Bay 
Foundation in 1979, which we have used for 
acquisitions, and a grant from the National En
dowment for the Arts for purchases of works by 
living American artists, for which we are now 
seeking the required matching funds. 

Lending support to excavations sponsored 
by the University remains a primary mission of 
the Museum. Recent seasons at Tel Anafa and 
Cyprus are reported elsewhere in this issue. The 
first Weinberg Traveling Fellowship for graduate 
students in Classical Archaeology was awarded in 
1979 to Stephen Glover. At the close of the year, 
Harold Nelson, who has served as Registrar and 
Curator of American Art, was offered a position 
at the Guggenheim Museum. He has made major 
contributions to our exhibitions program and to 
the work of the docents, and it will be difficult to 
replace him. We were pleased to see grants come 
to our staff during 1979: to Ruth Witt from the 
Byler Fund to attend a series of seminars for mu
seum personnel, and separately to both Gladys 
and Saul Weinberg from the International Re
search and Exchanges Board for research in East
ern Europe. 

During 1979 the staff has also given time to 
the important work of publishing our collections, 
with progress made on a general handbook and a 
catalogue of Gandharan art, both projects sup
ported by grants from the National Endowment 
for the Arts. Corpus of Cypriote Antiquities, Vol
ume XX:2 of Studies in Mediterranean Archaeol
ogy, by Paul Astrom, Jane C. Biers and others, 

published in Gothenburg, Sweden during 1979, 
is a scholarly catalogue of our collections. The 
conservation laboratory, built and equipped with 
a grant from the University's Unrestricted Devel
opment Fund, was completed in 1979, and out
side work, as well as work on our own collec
tions, is being done. 

Jeanne Epple succeeded William Bondeson 
as president of Museum Associates at the annual 
meeting in February, and our warm thanks go 
to both for their able leadership . Beginning with 
this issue of MUSE, we will be listing the members 
of our friends group . To their earlier work in 
organizing tours and receptions, they have now 
added the challenge of giving significant support 
for exhibitions and educational work in the Muse
um. The Museum Shop, entirely staffed and 
managed by volunteers, is their principal fund
raising activity and provides an important service 
to visitors. Each fall on the anniversary of the 
opening of the Museum the Associates have held 
a birthday party. The Associates presented two 
gifts: Cassandra, a bronze sculpture by Max Klinger 
and Lallah Rookh, a painting by Francis John 
Wyburd. Again this year there was also a gift 
from the students of the College of Arts and 
Science, Crucifix, a drypoint by A. W. Heintzel
man, and an extended loan of Madonna and Child, 
a painting by the 17th century artist, Sassoferrato, 
from the St. Louis Art Museum, the gift of Mrs. 
Stuart Symington, Mr. Reverdy Wadsworth and 
Mr. James J. Wadsworth. 

I am on leave from the University of Mis
souri during the 1979-80 academic year. It only 
remains for me to express my gratitude to Pro
fessor Edzard Baumann, who has so ably taken 
on the duties of Acting Director in my absence. 

OSMUND OVERBY 
Director 
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ACQUISITIONS 1978 

AFRICAN ART 
Wood: female figure in semi-squatting position with metal 
barids around neck, right arm and left leg (259), • Senufo 
tribe, West Africa; standing male figure with tri-part labret 
and encrustation (260), Baule tribe, West Africa, 18th c.; ante
lope headdress (chi wara) with traces of white pigment (261), 
Bambara tribe, West Africa; standing female figure holding a 
drum(?) on her head (262), Zaire, Congo area, all the gift of 
Mr. Allan Gerdau. 

Two inscribed paintings on Morocco leather, one a pro
cession of five figures (58); the other a man ploughing with 
two oxen (59), Ethiopia, 19th c. (?), gift of Mrs. Barbara 
Stratton Bolling and Mrs. Deborah S. Booker in memory of 
Arthur Mills Stratton. 

SOUTH AMERICAN ART 
Ceramic vessel with stirrup spout, applied frogs on shoulder, 
and painted decoration of fish, lobsters and plants (168), 
Peru, Mochicaculture, ca. 100-500, gift of Ms. SusanJ. Long. 

FAR EASTERN ART 

China 
All the following Chinese objects are the gift of Mrs. Barbara 
S. Bolling. 
Textiles: two padded and embroidered silk hangings, one 
with the figure of Shou Lao, god of longevity (254); the other 
with the immortal Lan Ts'ai-ho and a monkey holding a 
peach (255), late 19th c.; a red silk embroidered shawl with 
harid knotted fringe, produced for export to the west (252), 
late 19th or early 20th c. 

Black lacquer box with scene in gold, and silk covered 
inner box with painted figures (253), late 19th c. 

Chi wara headdress, Bambara tribe, West Africa 
(261). H . 1.32 m. 

*The numbers in parentheses are museum accession num
bers and normally are given in full, as 78.259. 
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Above: stucco head of Buddha, Inda-Afghan school, 3rd c., 
Pakistan (113). H. 21 .5 cm . 

Right: bronze figure of Paroati, Cho/a period, 12th c., India (169). 
H. 50.5 cm. 

Japan 
Two woodblock prints, one by Ando Hiroshige, 1797-1858, 
Namazu, number 13 of Fifty-three Stations of the Tokaido, from 
the "vertical" series published by Tsutakichi, 1855 (32); the 
other by Chobunshai Eishi, 1756-1829, showing a courtesan 
with her four attendants (33), both the gift of Mrs. Doris 
Carpenter. 

Navy silk summer kimono in Jeno weave, resist-dye 
design of spring flowers and shore birds with embroidered 
crests and details (246), early 20th c., gift of Mrs. Barbara S. 
Bolling. 

SOUTH AND SOUTHEAST ASIAN ART 

India 
Black basalt votive stele of seated four-armed Shiva with 
Parvati on his lap (282), E. Bengal, Pala/Sena period, ca. 12th 
c., gift of Dr. Richard Nalin. 

Polychrome wood plaque carved in relief with four
armed boar-headed Vishnu (156), Bengal, 18th c., gift of Dr. 
Richard Nalin. Kinnari Vina, stringed musical instrument 
(34), Brambay Village, Bihar, probably 19th c., gift of Dr. and 
Mrs. Robert Karsch. 

Two miniature paintings, one of Vishnu seated under a 
canopy with his consorts and devotees (257), 17th c.; the 
other a seated Rajput king (258), ca . 1650, both Pahari style, 
gift of Mr. Allan Gerdau. 

Metalwork: bronze figure of Parvati standing in tribhanga 
pose (169), Cho la period, 12th c., gift of Dr. Samuel Eilenberg 
in memory of Julius Carlebach; bronze figure of Dipa Lakshmi 
holding an oil lamp (84), Madras, South India, 18th c., gift of 
Miss Lillian Bischoff. 
All the following metal objects from India are the gift of Dr. 
Richard Nalin. 
Bronze: seated Buddha with traces of pigment (272); Pindola, 
the Buddha of medicine (271); seated Buddha, traces of gilt 
(273); two figures of ten-armed Durga (268, 269); Ganesha 
(270); three images of Vishnu with consorts (274-276); two 
images of four-armed Vishnu as yogin (280, 281); two figu
rines of Uma Maheshvara (277, 278); Tara (279); all from 
Bengal, Pala period, IO-12th c.; Krishna (139); two images of 
four-armed Durga (145, 146); eight-armed Mahisashura 
Mardini (150); Krishna (136), all from Bengal, 16th or 17th c.; 
Radha (137); Krishna (138); four-armed Durga (155); Krishna 
and Radha (131); Sarasvati holding vina and lotus (125); 
temple bell with figure of Garuda as finial (122); covered 
rouge pot surmounted by peacock with four other birds 
around (124); dancing Balakrishna (151); Gaja Lakshmi be
neath an arch (152), all from Bengal, 18th or 19th c. 

Seated Vishnu with Lakshmi on his knee (144), central 
India, 14th or 15th c.; lamp attached to a vertical plaque with 
Gaja Lakshmi in relief (128) and dancing Balakrishna with 
butterball (121), both from Madras, 18th c. 
Brass: Ganesha (114), 16th or 17th c.; four-armed Durga (149), 
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16th or 17th c.; two images of Krishna playing flute (132, 133), 
17th c.; Nagini (135), 17th c.; two figures of ten-armed Durga 
(118, 148), 17th or 18th c.; two images of Krishna and Radha 
(129, 140), 18th c.; seven covered betel nut boxes, lobed and 
with varying decorations (160-166), 18th and 19th c.; box for 
the betel leaf, with nine small vessels for.pana masala (167), 
20th c.; betel nut basket (127), 20th c.; temple bell surmo~ted 
by supplicant figure (154), probably 20th c.; crawling 
Balakrishna with inlaid shell eyes (116), 20th c., all from 
Bengal. 
Copper: Rama and Sita (147), central India, 15th or 16th c.; 
four-armed Durga (119); Madras, 16th or 17th c.; Lakshmi 
(126), South India, 18th c. 

Four-armed Vishnu in an arch (120), 17th or 18th c.; 
Krishna in flute-playing pose (134), 17th or 18th c.; ten-armed 
Durga (130), 18th c.; Vaishnavi (117), 18th c.; Gaja Lakshmi 
riding an elephant (143), 18th or 19th c.; elephant and rider 
(115), 20th c.; Krishna and Radha (153) 20th century, all from 
Bengal. 

Indonesia 
Polychrome leather and horn wayang kulit (shadow puppet) 
figure representing the mythical king Baladewa of Mandura 
(181), Java, probably late 19th c., gift of Prof. and Mrs. David 
Soren. Wood wayang topeng (human puppet) mask in the 
form of a fantastic face (83), Java, 19th c. 

All the following Indonesian objects are the gift of the 
estate of Ann Sorency Bedell. Twenty tempera paintings 
with scenes of legends, rituals and daily life: two by W. I. 
Senther, and eighteen anonymous (177), Batuan, Bali, ca. 
1930-1950; ten leaves from a lontar (palm leaf) book with 
incised text and illustrations (173), early 20th c.; four carved 
wood female figures, one by I. Salin (170-172), Bali, ca. 1950; 
two wayang golek (round puppet) figures, male and female 
(174), Java; six palm fiber and wood musicians (175); pair of 
palm fiber and wood "devil" dancers with grotesque masks 
(176); three cotton batik sarongs, one with "bestiary-among
flowers" design in indigo and soga brown (180); one with 
multicolor floral design with tumpal borders (179); one with 
multicolor geometric designs and patterned striped border 
(178), all from Java. 
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Nepal 
Stone: three votive stelae carved in high relief with traces of 
pigment, one a seated eighteen-armed Durga (158), 17th or 
18th c.; one a seated Manjusri (157), 17th or 18th c., and a 
Bodhisattva Vajraraga seated upon a lotus pedestal (159), all 
from Katmandu and gift of Dr. Richard Nalin. 

Pakistan 
Stone: gray schist pilaster carved in high relief with two 
standing male figures on adjacent faces beneath a stylized 
floral capital (244), Gandharan style, 2nd c., gift of Mr. Eric 
Neff. Gray schist sculpture of standing Buddha carved in 
high relief (82), Gandharan style, 3rd or 4th c. 

Stucco head of Buddha with buff-colored slip and traces 
ofred pigment (113), Inda-Afghan school, 3rd c., gift of Mr. 
Alan Wolfe. 

Thailand 
Three seated Buddhist deities, one carved in wood (123), the 
othrr two bronze (141, 142), all gilded and painted, Bangkok 
style, 19th c., gift of Dr. Richard Nalin. 

NEAR AND MIDDLE EASTERN ART 
Mesopotamia 
Polychrome painted architectural stucco fragment, probably 
part of a crowning molding (245), from the Parthian level III of 
Seleucia, 2nd or 1st c. B.c., gift of Prof. Homer Thomas. 

Palestine 
The following artifacts from the excavation at Bab edh-Dhra 
in Jordan, dating from EB IA, 3100-3000 B.C., were acquired 
courtesy of the Department of Antiquities of the Hashemite 
Kingdom of Jordan: Tomb Group A70: six ceramic jugs, iars 
and bowls and one flared basalt bowl with double line of 
twisted rope decoration (77); Tomb Group A73: three ceramic 
vessels, including a painted miniature amphoriskos (78); Tomb 
Group C3: four ceramic vessels, including a large burnished 
bowl with twisted rope decoration at the line of carination on 
the body (79); Tomb Group C7: two ceramic vessels, one a jar 
with globular body and twisted rope decoration on the body 
and around the neck (80). 



Tapestry with scene of a bear hunt in a fertile landscape, Flemish , 16th c. (20) . 2.24 x 3.15 m. 

GREEK AND ROMAN ART 

Greek 
Terracotta: female figurine, phi (<I>) type (28), Mycenaean, LH 
IIIA2-Early 11IB, ca. 1400-1275 s.c.; tripod bed with matt 
reddish brown glaze decoration of stripes, sea anemones and 
bivalve shell motifs (29), Mycenaean, LH III, ca. 1425-1100 
s .c.; mold-made Kore head (27), South Italian, ca. 490 B.C. 

Ceramic:• black-figured lekythos of Deianeira shape with 
figure of siren in central panel (30), Attic, from the workshop 
of the Gorgon Painter, ca. 590-580 B.C. 

Cast shallow olive-green glass bowl, horizontal groove 
engraved around the interior (86), Hellenistic, 2nd or 1st c. B.C. 

Roman 
Ceramic fragment of an African red slip ware bowl, incised 
decoration of circles on bottom (112), from Palestine, late 
Roman, 360-470, gift of Dr. Barbara Johnson. 

EUROPEAN AND AMERICAN ART 
Tapestries 

The following three 16th c. Flemish tapestries are the gift of 
Mrs. Lyman Spitzer, Jr.: scene of a bear hunt in a fertile 
landscape (20), (2.24 x3.15 m.); mille fleurs (21), (l.80x 1.23 
m.); Esther, Ahasuerus, Haman and Mordecai (22), (1.39 x 
1.llm.). 

Paintings 

Jan Berdyszak, Polish, b. 1934, In Silence, 1975 (234), acrylic on 
canvas (two parts: 1.04 x 1.95 m.; 49.5 x 92 cm.), gift of Mr. 
W. James Lopp II. 

Paul Brach, American, b. 1924, Untitled - No. 7, 1959 (87), oil 
on paper, mounted on board (67 x 48 cm.), gift of Miss 
Catherine Balton. 

Alfred Thompson Bricher, American, 1837-1908, View of ,Co
hasset, ca. 1868 (71), oil on canvas (43.5 x 54.5 cm.). 

Manuel Espinoza, Venezuelan, b. 1937, Gran ofrenda de' las 
pajaros, 1975 (235), oil on canvas (1 .96 x 1.36 m.); 
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Jasha Green, American, b. 1927, Treatment, 1977 (232), gouache 
on paper (57 x 75 cm.), both the above the gift of Mr. W. 
James Lopp II. 

Nat Koffman, American, 20th c., two landscapes, 1948 (42, 
43), watercolor (each 34.5 x 45 cm.), gift of Mrs. Barbara 
Stratton Bolling and Mrs. Deborah S. Booker in memory of 
Arthur Mills Stratton. 

Pieter Neeffs the Elder, Flemish, ca. 1578-1656/61, Interior of a 
Gothic Church, ca. 1620 (25), oil on copper panel (30 x 39 
cm.), the annual gift of Museum Associates. 

Sidonie Petetin, French, 19th c., Still Life with Revolver, 1861 
(256),. oil on canvas (41 x 35.5 cm.), gift of Mr. and Mrs. 
Robert Osborne. 

John Varley, English, 1778-1842, An Evening Landscape, 1842 
(19), watercolor (20.6 x 43.7 cm.). 

Adja Yunkers, Latvian, b. 1900, Aegean V, 1967 (229), acrylic 
on collaged canvas (1.59 x 1.84 m.), gift of Mr. W. James 
Lopp II. 
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Sculpture 

Jasha Green, Floor Kite No. 5, 1976 (231), cor-ten steel, gift of 
Mr. W. James Lopp II. 

Collage and Construction 

Vivian Torrence, American, b. 1945, Mississippi River, n .d . 
(85), collage with color washes and ink (17.8 x 10 cm.). 

Henryk Stazewski, Polish, b. 1894, Relief, 1967 (233), painted 
wood and metal construction (57 x 44.5 cm.), gift of Mr. W. 
James Lopp II. 

Drawings 

Artist Unknown, scene of an Islamic port (40), watercolor; 
Artist Unknown, two cherubs and a male head (56), ink and 

red crayon; 



Opposite: Interior of a Gothic Church, by Pieter Neeffs the Elder, 
Flemish, ca. 1578-1656/61 (25). 30 x 39 cm. 

Right: Harlem Girl, I, by F. Winold Reiss, Gennan-American, 
1886-1953 (183). 55.5 X 37.8 cm. 

Below: Cossacks on Horseback, by Alexander Ossipowitsch 
Orlowski, Polish, 1777-1832 (57). 52 x 41 .5 cm. 

Artist Unknown, early 20th c., Promenade (52), ink and char
coal, all the above the gift of Mrs. Barbara Stratton Bolling 
and Mrs. Deborah S. Booker in memory of Arthur Mills 
Stratton. 

Artist Unknown, English, 19th· c., Perugia, from Porta Marzia, 
1846 (75), pen and ink over pencil. 

Artist Unknown, English, 19th c., Sailboats in Harbor (76), pen 
and ink with pencil. 

John Cooke Bourne (attributed), British, 1814-1896, landscape 
of an old mine, a shack and crane (35), pencil and watercolor, 
gift of Mrs. Barbara Stratton Bolling and Mrs. Deborah S. 
Booker in memory of Arthur Mills Stratton. 

Johann Hermann Carmiencke, German-American, 1810-1867, 
Little Falls, Adirondack Mountains, 1853 (23), pencil and wash, 
heightened with white. 

Manuel Espinoza, four studies for Gran ofrenda de los pajaros, 
1974-75 (236), pen, ink, colored washes and pastel, gift of 
Mr. W. James Lopp II. 

Peter von Hess, German, 1792-1871, Fallen Soldier, n.d. (72), 
pencil on buff stock, scored for transfer; drawing of an arm 
on reverse. 

Jerome Myers, American, 1867-1940, Hotel Savoy, ca. 1914 
(24), pencil heightened with white. 

Francois Alexander Pernot, French, 1793-1865, L'oeuvre a 
Strasbourg, 1859 (47), pencil, gift of Mrs. Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton. 

F. Winold Reiss, German-American, 1886-1953, two draw
ings, Harlem Boy and Harlem Girl, I, ca. 1925 (182, 183), 
pencil, charcoal, pastel and crayon, gift of Mr. W. Tjark 
Reiss. · 

Marguerite Stix, French, 1907-1975, Self-Portrait, 1960 (17) 
and Forreria Cerrosensis, 1964 ? (18), pen1and ink, both the 
gift of the Washington Irving Gallery. 

Adja Yunkers, Untitled, 1976 (230), charcoal on paper, gift of 
Mr. W. James Lopp II. 
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Above: A Seville, by Maxime Lalanne, 
French, 1827-1886 (267). 17 x 25 cm. 

Right: Hotel Savoy, by Jerome Myers, 
American, 1867-1940 (24). 25.5 x 35.5 cm. 
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Graphics 

Untitled, by Richard Hunt, American contempo
rary (96). 33 x 25.5 cm . 

Cynthia D. Archer, American, b. 1953, Horse Jazz, 1978 (241), 
color lithograph. 

Artist Unknown, French, 17th c., Le Navidat des Jesuistes a la 
Ville S. Germain des Prez (50), engraving; 

Artist Unknown, French, 19th c. , Grand bassin a reptiles, Musee 
Industriel de la ville de Lyon (54), handcolored lithograph, the 
two above the gift of Mrs. Barbara Stratton Bolling and 
Mrs. Deborah S. Booker in memory of Arthur Mills Stratton. 

Francesco Bartolozzi, Italian, 1727/28-181, after Guercino, 
1591-1666, Virgin and Child with the Infant St. John (74), 
etching. 

D. N. Chodowieki, German, 1726-1801, Les effets dela sensibilite 
sur !es quatre differens temperamens (53)., engraving; 

Albrecht Durer, Genrian, 1471-1528, Christ before Pilate, 1504 
(44); The Martyrdom of St. Catherine of Alexandria (45); The 
Martyrdom of the Ten Thousand, 1497 (46), all late edition 
·woodcuts; the last four the gift of Mrs. Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton. 

Paul Gauguin, French, 1848-1903, Le Sourire (Title Page), 1921 
impression on chine from 1899 three-block woodcut (73). 

Hermine-David, French, 1886-1971, A Mediterranean Port (37), 
drypoint; 

Mary Huntoon, American, b. 1896, Domestic Interior with 
Three Figures (36), etching; 

J.M. (monogram), French?, Arabian Guard, 1833 (41), !i!tching 
and drypoint; the last three the gift of Mrs. Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton. 

Maxime Lalanne, French, 1827-1886, a Seville, 1866 (267), 
artist's proof, etching, gift of the Arts and Science Student 
Government. 

Jean Marot, French, 1619/20-1679, Face du coste du Jardin de la 
Maison Mr. de Boisfrancbatiepar le Sr. le Pautre, a St. Din (49), 
engraving; 

Edvard Munch, Norwegian, 1863-1944, Portrait of Frederick 
Delius (38), lithograph, the above two the gift of Mrs. 
Barbara Stratton Bolling and Mrs. Deborah S . Booker in 
memory of Arthur Mills Stratton. 

Tom Nakashima, American, Untitled,1977 (242), lithograph. 
Alexander Ossipowitsch Orlowski, Polish, 1777-1832, Cossacks 

on Horseback, 1819 (57), lithograph, gift of Mrs. Barbara 
Stratton Bolling and Mrs. Deborah S. Booker in memory of 
Arthur Mills Stratton. 

Will Peterson, American, b. 1928, Two Collect Pebbles, 1967 
(237); From the Book of Being Born again into the World , 1974 
(238); Untitled, 1975 (239); Existentialist Winged Victory, 1975 
(240), all lithographs. 

Theo Van Rysselberghe, Belgian-French, 1862-1926, By the 
Sea, 1898 (39), color lithograph; 

Jan Sadeler, I, Flemish, 1550-1600, after Marten de Vos, 
Flemish, 1532-1603, The Burning of Tray (48), engraving, 
both the above the gift of Mrs. Barbara Stratton Bolling and 
Mrs. Deborah S. Booker in memory of Arthur Mills Stratton. 

Jorg Schmeisser, German, b . 1942, Cathay, 1975-76 (70), port
folio of eight etchings illustrating seven poems by Ezra 
Pound . 

Jean Weber, French, 1868-1928, L'arbre avec !es etendards fran
r;aises (51), color lithograph, gift of Mrs. Barbara Stratton 
Bolling and Mrs. Deborah S. Booker in memory of Arthur 
Mills Stratton. 
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Above: Stormlight, by Claire Van Vliet, Cana
dian contemporary (91). 37.5 x 43 cm. 

Right: A Death in the Family, by Charles S. 
Cave, American contemporary (90). 38.8 x 58 
cm . 
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Miss Willie, by Brooke Cameron, American contem
porary (196). 48 x 40 cm. 

The following prints, the gift of Dr. and Mrs. Frederick P. 
Nause, published at the Lakeside Studio, Lakeside, Michi
gan, are the work of contemporary American artists, except 
where noted. 

Sigmund Abeles, Woman with Cat, 1973 (89), lithograph. 
Charles S. Cave, A Death in the Family, 1974 (90), color litho-

graph. 
Russell Gordon, Sky Vision, 1974 (98), intaglio. 
Herb Jackson, Lift, 1973 (94), color lithograph. 
Marvin Lowe, Andromeda, 1973 (109); Voodoo of the Western 

World, 1973 (110), both mixed intaglio. 
Michael Rothenstein, English, Belfast, 1973 (111), serigraph. 
David Seyler, Lakeside Summer-Studio Print Shop, 1973 (93), 

color lithograph. 
Jurgen Strunck, German, Untitled, 1973 (88), photo-etching. 
Claire Van Vliet, Canadian, Stormlight, 1974 (91), lithograph. 
Doug Warner, Arc, 1974 (92), color lithograph. 

The following prints, the gift of Dr. and Mrs. Christopher A. 
Graf, published at the Lakeside Studio, Lakeside, Michi
gan, are the work of contemporary American artists, except 
where noted. 

Sigmund Abeles, Self-portrait with Cap, 1977 (184), etching; 
Weekend Guests, 1977 (185); Space Issue No. 3, 1977 (186); 
Princeton Nude, 1977 (187), lithographs. 

Garo Z. Antreasian, Project I, 1977 (188);Project II, 1978 (189), 
lithographs. 

George Burk, Union (190); Enchantment/Lakeside (191); 
Screened/Match (192); SatellitesrTiny (193); Blind/Phase (194); 
Night/Lilies (195), 1977 lithographs. 

James Butler, One Dip, Please, 1973 (101) , lithograph. 
Brooke Cameron, Miss Willie, 1977 (196), etching. 
Jonathan Clemens, Silver I (197); Silver II (198); Silver III (199); 

Prayer I (200); Prayer II (20l);Prayer III (202), 1977 woodcuts. 
Frank Eckmair, Victorian Vision, 1973 (103), lithograph. 
Richard Florsheim, Spray (203); Bridge (204); Parade (205); City 

Moon (206); Departure (207); Morning Birds (208), 1977 litho
graphs. 

Robert Friemark, Greek Sea, 1973 (100), color lithograph. 
Martin J. Garhart, Wild West Women 5, 1973 (97), color litho

graph. 
Pat Hardy, Model in Studio (209); Gloves at Lake Michigan (10); 

Arrangement with Cassatt (211), 1977 lithographs; Nautilus I 
(212); Nautilus II (213); Nautilus III (214), 1977 etchings. 
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"Bacino di San Marco dall' Isola di S. Giorgio," from Photographs 
of Venice in Winter, by Geri Della Rocca de Candal, Italian 
contemporary (67). 28.5 x 19.5 cm . 

Flo Hatcher, A Box with a Sky Window (215), British War Relief 
Society (216), 1977 lithographs. 

Keith Hatcher, Cows from up on Connolly Ridge, 1970 (104); 
Boston Bay Blower, 1977 (217); Bay Colony Secrets, 1977 (218), 
lithographs. 

Richard Hunt, three untitled 1972 lithographs (95, 96, 99). 
Herb Jackson, Passage, 1972 (107), color lithograph. 
Raymond Kerciu, Untitled #2 (Napoleon), 1971 (106), color 

lithograph . 
Clinton King, French Farm, 1977 (219), color lithograph. 
Misch Kohn, Untitled (Janis Joplin and Mies van der Rohe), 1971 

(105), lithograph with photography. 
Robert Malone, Earth-Lung, 1971 (108), lithograph. 
Tom Nakashima, Untitled, 1977 (220), color lithograph. 
Carl Schwartz, Stillwater a7 (221); Rushing Water a6 (222); 

Stillwater aS (223); Shoreline (224); R. G. XII (225), all soft
ground etching and aquatint, 1977. 

Lara Todorov, Two Girls, 1971 (102), hand tinted lithograph. 
Doug Warner, August Pyramid, 1977 (226), color lithograph . 
Robert Weaver, MKT 313, 1977 (227), color lithograph. 
Kimbal Wells, Burger Queen, 1977 (228), lithograph . 

Photographs 

Geri Della Rocca de Candal, Italian, b. 1942, ten black-and
white photographs from the portfolio Photographs of Venice 
in Winter, 1976-77 (60-69) . 

Graphic Reproductions: First edition portfolio with thirty-two 
reproductions of charcoal drawings by William Einstein, 
American, 1907-1972 (26), gift of Mrs. Irene S. Taylor. 

Minor Arts 

Jewelry: pierced yellow gold bracelet set with diamonds and 
emeralds (31), gift of Mr. and Mrs. James W. Symington. 

The following 19th century Turkish textiles are the gift of 
Mrs. Barbara S. Bolling. Two sheer natural wool rectangles 
with heavily embroidered borders in metallic gold and colors 
(247, 248); one natural wool rectangle, fringed, with embroi
dered floral and vine motif (249); one natural linen runner 
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with embroidered borders of "cypress tree" motifs above 
flower heads (250); two fringed linen "antimacassars" with 
embroidered rinceaux (251). 

Coins: four Iranian gold coins dating from 1816-1906 
(263-266), gift of Mr. and Mrs. Irwin A. Vladimir. 
All the following silver coins are the gift of Mr. and Mrs. 
James I. Dolliver. Six Parthian coins (1-6), dating from Mithri
dates II-Vologases I, 2nd c. B.c.-lst c. A.O.; five Sasanian 
coins (7-11), dating from the 5th-7th c.; five Islamic coins 
(12-16), dating from the Ilkhanid-Safavid period, 8th-16th c. 

Addendum to 1977 Acquisitions: Painting, artist unknown, 
Missouri, 20th c., Auditorium, St . Louis State Hospital , 1940 
(119), tempera on cardboard (63 x 95 cm.), gift of Mr. Joseph 
0. Fischer in honor of Prof. Saul Weinberg. 



EXHIBITIONS 
During 1979, in addition to the permanent displays in the 
various galleries, there were seventeen special exhibitions, as 
follows: 

Patterns in Textiles, examples of weaving and design 
techniques from many cultures around the world; January 
IO-February 13, 1979, Prints and Drawings Gallery. 

Five Centuries of Master Graphics from the St. Louis Art 
Museum, over 100 examples of lithography, engravings, etch
ings and woodcuts, partly funded by the Missouri Arts Coun
cil; January 20-March 30, 1979, Modem and Prints and Draw
ings Galleries. A Children's Printmaking Workshop was held 
in conjunction with the Master Graphics show, resulting in 
its own exhibition March 24-30, 1979. 

Selections from Columbia, seventy-two works selected from 
the Museum's permanent collection for the first loan exhibi
tion within the University system; February 21-March 15, 
1979, Gallery 210, Lucas Hall, University of Missouri, St. 
Louis. 

Jewish Burial Customs in Ancient Palestine, March-Septem
ber, 1979, Ancient Gallery. 

Serigraphy: the Art of Screen printing, April-June, 1979, 
Prints and Drawings Gallery. 

American Art, selections from the permanent collections, 
April, 1979, Modem Gallery. 

Etruscan and Villanovan Art, selected from the permanent 
collections, May, 1979, Ancient Gallery. 

Palestine-Bronze Age and Iron Age, from the permanent 
collections, May, 1979, Ancient Gallery. 

Robert Motherwell : the Collage Prints , selections of 
Motherwell's works assembled at University of Missouri-St. 
Louis; May 2-June 10, 1979, Modem Gallery. 

Frank Stella: The Exotic Birds, June 12-July 1, 1979, Modem 
Gallery. 

Egyptian Art, from the permanent collections, June, 1979, 
Ancient Gallery. 

Decorative Arts from the Time of George Caleb Bingham, 
textiles, costumes, furniture and portraits, from Stephens 
College, Home Economics Department of the University and 
from private collectors; July 7-September 2, 1979. 

Drawings of George Caleb Bingham, selections from the 
collection of the People of Missouri, July 7-October 14, 1979, 
Prints and Drawings Gallery. 

The Art of Ancient Cyprus: Twenty-five Years of Missouri in 
Cyprus, with objects on loan from the Cyprus Museum, 
Nicosia, William Rockhill Nelson Gallery-Atkins Museum of 

Fine Arts, Kansas City, the Walters Art Gallery, Baltimore, 
the University Museum of the University of Pennsylvania 
and from our own permanent collections; October 12-
December 2, 1979, Ancient Gallery. A symposium on recent 
developments in Cypriote archaeology was held in Pickard 
Hall October 12 and 13, 1979. Funding came from the Mis
souri Arts Council and the Archaeological Institute of America. 

Eighteenth Century European Drawings, with selected draw
ings from William Rockhill Nelson Gallery-Atkins Museum 
of Fine Arts and our own permanent collections, organized to 
coincide with the meeting on the University campus of the 
American Society for Eighteenth Century Studies; October 
18-November 18, 1979, Prints and Drawings Gallery. 

Cathay: Illustrations by [org Schmeisser of the Poems of Ezra 
Pound, with decorative arts from China and Japan from the 
Museum's permanent collection; November 20, 1979-February 
17, 1980, Prints and Drawings Gallery. 

Columbia Collects: Far Eastern Art, an exhibition of jade, 
cloisonne, bronze, ceramic, wood-block prints and textiles 
on loan from collectors in the Columbia area; December 16, 
1979-February 17, 1980, David and Olive McLom Gallery. 

LOANS 
During 1979, the Museum provided the following loans: two 
ancient Greek artifacts, three ancient Indian terracottas and 
six Precolumbian objects to the Museum of Anthropology, 
University of Missouri-Columbia; an exhibition, How Ancient 
Coins Were Made, to eight Columbia elementary schools in 
April and May; five illustrations to Daniel Boone Regional 
Library, Columbia, for its 20th anniversary exhibition, Early 
Book Illustration, June 1-July 2. The Museum continued to cir
culate throughout Missouri forty Daumier lithographs under 
the auspices of the Missouri Arts Council. 

On November 18, 1979, the Museum received on ex
tended loan from the St. Louis Art Museum a 17th century 
painting, "Madonna and Child," by Giovanni Battista Salvi, 
known as Sassoferrato. Gift of Mrs. Stuart Symington, Mr. 
Reverdy Wadsworth and Mr. James J. Wadsworth. 
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Tel Anafa 1979 

The new series of excavations at Tel Anafa in 
Upper Galilee, Israel, continued with an eight
week season in the summer of 1979 under the 
joint sponsorship of the University of Missouri's 
Museum of Art and Archaeology and the Kelsey 
Museum of the University of Michigan. 1 The 
site, located near the crossroads of the ancient 
trans-desert trade route from the East to the Medi
terranean with the north-south route up the 
Jordan rift, flourished from the Early Bronze Age 
through the Early Roman period. Five previous 
seasons of excavation by the University of Mis
souri Museum2 have unearthed rich remains of 
these three millennia of occupation. In 1979 we 
concentrated our work on the Early Roman and 
Hellenistic levels, seeking to clarify the plan and 
function of the large and elaborately stuccoed 
Late Hellenistic building (150-80 B.C.) which dom
inates the northeast quadrant of the tel, and to 
ascertain the extent and nature of the first cen
tury A.O. re-use of the area. The results of the 
1979 season provided much new information on 
both these periods of occupation and as usual 
produced some stratigraphical surprises and new 
questions about the ancient inhabitants of Tel 
Anafa. 

As we continue to open new trenches to the 
north of the Hellenistic stuccoed building, an 
impressive Early Roman structure (1st century 
B.c./lst century A.O.) is coming to light (Fig. 1). 
The greater part of one large room of this build
ing has been revealed. The room as originally 
constructed re-used the Hellenistic enclosure wall 
of the tel as its north wall and the west wall of an 

1. North area from south showing Roman room with stuccoed walls 
and earlier Hellenistic structures below. 
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2. Hellenistic cookpot from north area, shown ¼ actual size. 

earlier, probably Hellenistic, building as its east 
wall, and measured 10 meters by 8 meters. Stucco 
with simple linear decoration imitating drafted 
blocks is preserved on all four interior walls of the 
room. A central doorway pierced the south wall 
and was later blocked when a north-south wall 
was added, dividing the room in half and possibly 
alleviating roofing difficulties . A coin of Herod 
Philip (4 B.C.-34 A.O.) was found in this wall. The 
original Roman construction on this part of the 
tel was most likely accompanied by a massive 
leveling operation since the Roman walls are 
founded directly on Early Hellenistic structures 
with no trace of the main Late Hellenistic build
ing phase preserved. The little Hellenistic pottery 
recovered from this area is that characteristic of 
the earlier Hellenistic phases (Fig. 2). 

Excavations to the south revealed a different 
pattern of preservation, with substantial walls and 
floors of the Late Hellenistic central stuccoed 
building surviving below the Roman levels. The 
new trenches opened in 1979 over the central 
stuccoed building uncovered portions of two more 
buildings of Early Roman date-one in the east 
with stuccoed walls imitating drafted masonry, 
much like those of the northern building dis
cussed above, and traces of several phases of 
mosaic flooring (Fig. 3). A section of lead pipe in 
situ at the eastern edge of the area provided a 
tantalizing glimpse of the plumbing of the Roman 
period, and a garbage dump of the Roman occu
pation produced a mixing bowl of unusual design 
(Fig. 4) . The discovery this year of four more 
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co1ns of Herod Philip (Fig. 5) points to a connec
tion between the inhabitants of Tel Anafa and 
Herod Philip's nearby capital of CaesareaPhilippi 
in the first third of the first century A.O. 

Below the Roman levels in the central area 
substantial remains of the Late Hellenistic cen
tral stuccoed building are preserved (Fig. 6), and 
more can now be said about the plan of this large 
and luxuriously decorated building, although 
final conclusions must await further excavation. 
Portions of the west, south and east walls of the 
building have now been uncovered; the north 
wall remains elusive, however. The overall dimen
sions appear somewhat larger than previously 
estimated and should be set at 28 meters east
west by at least 24 meters north-south. Lime
stone blocks of three sides of a peristyle sur
rounding a central courtyard have been revealed. 
The peristyle measures 10 meters north-south 
but the east-west extent cannot be determined at 
this time. Two Doric column drums remain in 
situ on the west stylobate of the peristyle and 
several Doric column capitals have been found 
re-used in the Roman buildings on the site. In the 
final Hellenistic phase the courtyard was paved 
with basalt boulders and a stone drain was cut 
through the south side of the peristyle. There is 
evidence for rooms along the east and south 
sides of the court and colonnades or walkways 
along the west and north. Walls and pebble floors 



3. Above: southeast stuccoed building with pebble floor from west. 4. Below, left: coarse mixing bowl from Roman garbage dump. 

5. Four coins of Herod Philip, shown actual size . 
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6. Opposite: west side of the Hellenistic central 
stuccoed building from south with southwest 
comer of peristyle and basalt paving of 
courtyard preserved. 

7. Coins of the Seleucid kings: Antiochus VII, Sidetes; Alexander 
II, Zebina; Antiochus VII, Grypus. Actual size. 

of at least two earlier building phases appear 
immediately below the basalt paving of the Late 
Hellenistic courtyard. 

The finds from the Hellenistic levels continue 
to be rich and indicative of the lucrative trade 
passing through the area in the final days of the 
Seleucid monarchy. Fragments of over 300 molded 
glass bowls were recovered in the 1979 season 
along with many fragments of Hellenistic red
glazed pottery and coins of the Seleucid mon
archs of the last third of the second century B.C. 
(Fig. 7). 

In 1979, then, TelAnafaagainshednewlight 
on the complex and often obscure history of the 
Graeco-Roman Levant. We look forward to re
turning to the site in 1980 for even further en
lightenment. 

SHARON C. H.ERBERT 
Kelsey Museum 

University of Michigan, Ann Arbor 

1The 1979 season was funded by a matching grant from the 
National Endowment for the Humanities, contributions from 
the Museum of Art and Archaeology of the University of 
Missouri and the Kelsey Museum of the University of Michi
gan and fees paid by students participating in a field school 
administered by the Department of Classical Studies of the 
University of Michigan. 

Professor Saul Weinberg of the University of Missouri 
again served as Principal Investigator and offered invaluable 
advice in the planning of the 1979 season. Professor Sharon 
Herbert of the University of Michigan directed the expedi
tion in the field with the administrative assistance of Dr. 
Barbara Johnson of Ben-Gurion University of the Negev. 
Professor David Rupp of Brock University Practicum'in Field 
Archaeology, which joined us at Tel Anafa this summer, 
supervised the excavation of an area. Other areas were 
supervised by Alison Adams, Monica Barron, Keith Dix, 
Barbara Fiedler and Mark King. The technical staff consisted 
of David Myers, architect, with the assistance of Christopher 
Grigg; Michael Rosenblum, photographer, with the assistance 
of Sue Webb; and Loriner Sterner, draftsman. Blane Nansell 
of the University of Iowa excavated and studied the animal 
bones in the field . Amy Rosenberg of the Kelsey Museum 
handled the conservation with the assistance of Henry Lie 
and Sue West, interns from the Winterthur conservation 
program. Allyn Lord of the University of Missouri did dou
ble duty as registrar and assistant field supervisor. Our 
warm thanks to all for a job well done. Our thanks are also 
due to Mr. Avi Eitan, Director of the Department of Antiqui
ties, and his staff for facilitating the work of the expedition in 
every way and to Miss Hannah Katzens.tein for her constant 
aid and advice in Jerusalem. Moshe Kagan of Kibbutz Shamir 
again helped us greatly with local arrangements, and the 
Kibbutz provided many services essential to the expedition's 
success. Dr. Albert Glock, Director of the Albright Institute 
for Archaeological Research in Jerusalem, generously ex
tended the facilities of the Institute. Our deepest thanks to 
all concerned . 

2Reports 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; 12 (1978) 21-29. A summation of the first three 
seasons, "Tel Anafa: The Hellenistic Town," appeared in the 
Israel Exploration Journal 21 (1971) 86-109, and a report on the 
1978 season is forthcoming in BASOR 234 (1979). 
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Missouri in Cyprus: The Kourion Expedition 

In 1978 the Univers,ityofMissouriand the Walters 
Art Gallery of Baltimore conducted archaeologi
cal excavations at the Sanctuary of Apollo Hylates 
at Kourion in southwest Cyprus. 1 This major 
cult center was first excavated by General Luigi 
Palma di Cesnola during his tenure as American 
Consul to Cyprus in the 1860s and 1870s.2 

Cesnola's aim was to hunt for treasure, as a newly 
uncovered letter to his friend Hiram Hitchcock 
shows, and to rival the great discoveries of 
Schliemann then being made at Troy: 

. . . . your friend Cesnola has just made the 
discovery of many gold things, beneath a temple 
here; the quantity and quality of which throws 
into shade Schliemann's so-called Treasure of 
Priam.3 

The first serious work at Kourion was con
ducted from 1935 to 1953 by archaeologist George 
McFadden working with the University of Penn
sylvania, and Dr. B. H. Hill of the American 
School in Athens. Unfortunately McFadden 
drowned near the site in 1953 prior to publishing 
his work in detail . 4 A useful synthesis of previous 
work at the site and some new interpretations 
were provided by Dr. Robert L. Scranton. 5 

Since Dr. Vassos Karageorghis, Director of 
the Cypriote Department of Antiquities, turned 
the site over to the authors, two campaigns have 
yielded some extraordinary discoveries. The 
sanctuary dates back at least to the seventh cen
tury B.C. and was rebuilt extensively in the Roman 
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period, particularly under Trajan. At that latter 
time, the pilgrim entered through the Kourion 
Gate to the southeast (Fig . 1) or the Paphos Gate 
to the southwest. The large South Building was 
either for lodging worshipers or used as a series 
of cult rooms . 6 A paved street led past a small 
stoa to a Central Court. 

Just to the northeast was the so-called Archaic 
Altar and its precinct enclosed by temenos walls. 7 

Strabo, writing about the time of Augustus, 
recorded that anyone who touched this altar 
would be flung to his death from the edge of the 
nearby cliff. 8 Next to the altar (which was cleaned 
in 1979), Professor Scranton located a large ashlar 
stone with a roughly rectangular hole in the upper 
part. He believed that this was a stone fence post 
and it was therefore set on end just north of the 
altar in 1979. But research begun only a few days 
before the submission of this article suggests that 
the single "fence post" may be in fact a sacred 
stone or baetyl, of which quite a few similar exam
ples are known in Cyprus. 9 

Continuing northeast on the main street the 
pilgrim arrived at the focal point of the Roman 
sanctuary, the Temple of Apollo, built by 
Augustus and remodeled in the later first or early 
second century. 10 Worshipers could also enjoy 
the bath complex in the southeast area of the site 
or the palaestra (Southeast Building) near it. 11 

The large Northwest Building may have been a 
dormitory area. 

The Kourion team has concentrated its work 
in five critical areas and each has yielded sig-
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2. The Tholos of Kourion during the course of excavation in 1979. 

nificant results: the Archaic Precinct and its east
ern temenos wall, the Temple of Apollo, the West 
House, the Palaestra and the Round Building. 
For this report only the last area will be discussed. 

The most important and exciting result of 
the 1979 season was the finding of an apparently 
round building or tholos complete with a well 
preserved floor of mortar and river pebbles (Fig. 
2). Enclosing the floor was a wall or curb, the 
wide rubble foundations of which survive. There 
would be enough area for a wall and a colonnaded 
fa_i:ade or interior as one finds in other tholoi, but 
such a conclusion is mere speculation at this 
point. 
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The structure was no doubt hypaethral. 
There is no trace of an inner floor and the curved 
mortar floor continues carefully down to bedrock, 
which is quite high in this part of the sanctuary. 
What was inside? Field Director Joseph Greene 
supervised the uncovering of four man-made 
pits in the rock. Is this then a tholos around a 
sacred grove to the woodland divinity? Darice 
Birge, an authority on sacred groves, believes the 
pits to be the proper size and shape for containing 
trees. In addition, numerous terracotta figurines 
on Cyprus depict ring dancing to the accompa
niment of pipes and tambourines and such dances 
are often specifically associated with sacred 



3. A terracotta model of a sacred tree 
from the sanctuary (No. T1357). 
Actual size. 

trees. 12 It is not unreasonable to think of an 
ecstatic procession of worshipers holding hands 
or playing music around the walkway of our 
tholos, perhaps offering gifts to be hung from the 
sacred trees for the elimination of evil. 13 No 
doubt this would have originally occurred in the 
open air but perhaps by the time of Augustus it 
was ritually acceptable to formalize the ceremony 
in stone architecture. Whatever else may have 
stood in the open central area, the trees could be 
at least one focus of attention, symbolizing the 
power and force of the vegetation deity who dom
inated the sanctuary before Apollo became syn
cretized to him (Fig. 3). 14 

Only a few months ago, Georges Roux 
published an important account of the Pythion, 
an extraordinary sanctuary of Apollo at Delos 
which had an interior colonnade enclosing a 
thalamos or open space with a sacred palm 
marking the birthplace of Apollo. He discusses 
an altar area marked out with goat horns and 

reserved for ritual ring dancing around a little 
tholos which was quite ancient but still preserved 
into the Roman period. 15 

The discovery of the Tholos of Kourion has 
already provided the answer to one of the biggest 
mysteries of the sanctuary: the function of the 
West Enclosure. Instead of being simply a park 
without architecture as earlier researchers sug
gested, the area is a large artificial terrace .16 

It was made by pitching in fill from a variety 
of sources, probably all from within the sanctuaryr 
since it is full of dedications, including statue 
fragments, scarabs and small libation vases. Th~ 
fill was thrown in helter-skelter with Archaic 
layers above Hellenistic, Classical mixed with 
early Roman, all serving to make a high place on 
which to build the large circular monument. 

It seems that the terracing was part of an 
overall redevelopment of the sanctuary. Not a 
single sherd associated with the Tholos can be 
dated later than the Augustan-Tiberian period 
and it is tempting to see the first temple, its 
temenos wall, the artificial terrace and the Tholos 
as part of the same Julio-Claudian building pro
gram.17 The wall in grid area Hh appears to have 
been realigned at this time, probably to avoid 
having it jut obliquely into the area of the Tholos 
and its terrace. 18 

A little over half of the structure has been 
uncovered to date, with the rest slated to be 
exposed in 1980. One of the sacred pits breaks 
the line of the walkway to the north. This means 
that the pit is in an entrance to the Tholos or that 
the pit predates the building and the floor has 
not been preserved in this area. In favor of the 
north entry is the fact that the temenos wall to the 
north is slightly depressed just opposite the 
Tholos and could have contained a very wide 
opening. 
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IT IS STRIKING TO COMPARE the Tholos with the 
plan of the Conway "High Place" in Petra, Jordan. 
The latter was once believed to be an example of a 
Bamah, a high sanctuary with either funeral or 
fertility god connections, but Peter Parr has shown 
that the Petra example was really the comer tower 
of a late Hellenistic defensive wall. 19 This appears 
to leave our Tholos in a unique position in Medi
terranean archaeology. Is it a High Place? That 
would indeed account for the need .to create the 
massive, elevated terrace and the account of the 
Bamah by Albright could apply: 

. . .. they were also unquestionably paganizing 
rustic sanctuaries, which played a very impor
tant role in the "fertility cult," that is, in the 
beliefs and practices of the Canaanite and back
ward Israelite population with respect to the 
increase of field and garden crops, flocks and 
herds, welfare of mothers and children, increase 
of families and healing from illness, etc. 20 

Indeed such a sanctuary would not be inap
propriate for Resef-Apollo or Hadad-Apollo, a 
divinity assimilated from Syria as the Lord of 
Superabundance and the Promoter of Fruitful
ness in Harvest, to whom sacred trees were 
commonplace. 21 

While references to ancient sacred groves 
abound on Cyprus, it is not so easy to find evi
dence of hypaethral round cult structures . But if 
one is permitted to speculate dangerously in print, 
one could examine the unusual representations 
on the Roman coins of the city of Paphos, barely 
forty miles west of Kourion. 

These coins show a shrine to Aphrodite fea
turing within it an odd conical baetyl as the cen
tral cult stone. On many of these coins-including 
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a bronze coin of Septimius Severus in the Cyprus 
Museum (Fig. 4)-the shrine is preceded by a 
semicircular open court inside of which are 
sometimes indicated an amazing variety of objects 
which vary from coin to coin. 22 . 

Can there be a connection between the 
semicircular court shown on the Paphian coins 
and the partly excavated hypaethral Tholos of 
Kourion? The Roman historian Tacitus tells us 
that in 69 A.D., during the visit of the emperor 
Titus to Paphos, the shrine of Aphrodite may 
have been outdoors in a grove: 

It is forbidden to pour blood on the altar; the 
place of sacrifice is served only with prayers and 
pure flame and though it stands in the open air, 
it is never wet with rain. The image of the god
dess does not bear the human shape; it is a 
rounded mass rising like a cone from a broad 
base to a small circumference. The meaning of 
this is doubtfuJ.23 

Another relation between the two structures 
is that the Paphos shrine begins to show up on 
Augustan coinage about the time when the Tholos 
of Kourion appears to have been built. But even 
though there are a number of similarities, it must 
be cited that there are many differences. The 
sacred objects found within the Paphos court 
representations are not .;,yet able to be related 
directly to finds from the Tholos. The coins show 
an apparently semicircular court while ours may 
be round. 24 No trace of a shrine has yet emerged 
in our structure nor has any trace of a sacred 
grove appeared on the coins. And of course no 
conical baetyl from Kourion has ever been pub
lished-not until now! 

In 1935 George McFadden, excavating within 
the South Building, found a conical stone which 



he noted in his field diary as resembling the 
baetyl on the coins of Paphos (Fig . Sa) .25 

Amazingly, McFadden never published his re
markable find, so that it had to be "rediscovered" 
in 1979 sitting unlabeled on the bottom shelf of a 
display case in the Episkopi Museum. This is the 
first published photograph of this virtual twin of 
the Paphos stone and it includes details which 
might offer insights for the coin image. 26 When 
the conical stone was pointed out to Mr. Socrates 
Savva, custodian of Kourion House, he imme
diately brought out a second stone similar to the 
first yet thicker and fitted out with four rows of 
bosses (Fig. Sb). 27 This had been found by 
workmen in 1978 during construction of the new 
reception house at the Apollo Sanctuary some 
sixty meters southwest of the South Building. 

These baetyls suggest that Apollo or the 
pre-Apollo divinity of Kourion was worshiped 
aniconically just as Aphrodite was at Paphos.28 

It also seems clear that this practice must have 
continued right down to late antiquity. 29 Conical 
objects of worship are not uncommon on Cyprus 

4. Coin of Septimius Severus, Cyprus Museum , 
enlarged three times. 

although they are usually attributed to Aphrodite . 
The Kourion examples suggest that Apollo too 
was worshiped in this same manner and perhaps 
the lesser cones which sometimes appear next to 
the great baetyl on the Paphos coins stand for 
subsidiary divinities or aspects of the great mother 
goddess there . That such cones have fertility 
significance has been demonstrated repeatedly, 
and that there is a definite relationship between 
such cones, bull representations, trees, snakes 
and ring-dancing is certain. 30 

It is too soon to know if the Tholos of Kouri on 
was intended to be a monumentalized version of 
a sacred grove full of objects which could be 
honored during sacred circular processionals. But 
it is perhaps instructive to note that sacred trees 
remain to this very day an important aspect of 
Cypriote folk religion . 

At Nea Paphos in the 1890s, Max Ohne
falsch-Richter reported seeing a sacred terebinth 
tree growing over a Roman tomb known as Hagia 
Solomoni in Nea Paphos. He pointed out that 
the tree was "regarded with great reverence by 
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5a. Left: baetyl from the sanctuary discavered in 1935 . 5b. Right: the baetyl discovered in 1978. 

Greeks as well as Turks who hang on its branches 
ribbons and shreds of clothing, in order to obtain 
healing from various diseases, especially fever." 31 

Although this is just one of dozens of reports 
of sacred trees on the island, we decided to revisit 
the tree in 1979 and found that it is doing as fine a 
business with its worshipers as it did in the 1890s. 
There was one innovation. Instead of rags, some 
of the worshipers were tying plastic bags to the 
tree branches! 

The mysteries of the Sanctuary of Apollo 
Hylates will take years to unravel but the major 
archaeological discoveries of the first two seasons 

28 

have illuminated some obscurities and have 
opened the door to further research on the ancient 
cults of Cyprus. A generous grant from the Uni
versity of Missouri Development Fund will allow 
at least two more seasons of excavation and it is 
hoped that the bountiful god of Hyle will consent 
to yield up more of his most intriguing secrets. 

DIANA BUITRON 
Walters Art Gallery, Baltimore 

DAVID SOREN 
University of Missouri-Columbia 



1The project was supported by generous grants from our 
co-sponsors including the National Endowment for the 
Humanities, Dartmouth College and the University of 
Maryland-Baltimore County. We wish to thank Dr. Vassos 
Karageorghis and the Cypriote Department of Antiquities 
for their continued support and cooperation. The term 
Hy/ates refers to the woodlands. 

2See Luigi Palma di Cesnola, Cyprus: Its Cities and Tombs 
(London 1877) 343 f. 

3This letter of October 7, 1875 was one of two located in the 
Dartmouth College library collection by Brian McConnell, a 
sophomore at Dartmouth and former member of the 
Kourion team. 

4For his publications, see University of Pennsylvania Museum 
Bulletin 7, 2 (1938) 10-17; 8, 4 (1940) 22-28; 14, 4 (1950) 14-26. 
Additional articles appear in the American Journal of Archae
ology 55 (1951) 167-168; 56 (1952) 128-129 as well as the 
Illustrated London News 130 (1952) 588-590. 

5Robert L. Scranton, "The Architecture of the Sanctuary of 
Apollo Hylates at Kourion," Transactions of the American 
Philosophical Society 57, 5 (1967) 3-85. Dr. Scranton is the 
architectural consultant for the present Kourion expedi
tion. 

6Scranton (p. 67) suggests that the South Building was used 
for "essentially dormitories" intended to provide sleeping 
accommodations for sanctuary visitors. See also Terence 
Mitford, The Inscriptions of Kourion (Philadelphia: American 
Philosophical Society 1971) 207 f. 

7Geological examination of the stones of the altar by Dr. 
Reuben Bullard shows that they are composed simply of 
caliche (the solution weathering of carbonate bedrock) but 

are slightly different in character from all other stone in the 
Archaic Precinct. This may be an indication that the altar is 
of great antiquity. The altar area was rich in animal bones 
and most were sheep or goat which showed signs of being 
cut for eating, perhaps for use in soups, according to Dr. 
Giraud Foster of Johns Hopkins, project osteologist. For 
the goat sacrifices at the Apollo Sanctuary at Agia Irini, 
Cyprus, see E. Sjoqvist, "Die Kultgeschichte eines Cypri
schen Temenos," Archiv fur Religionswissenschaft 30 (1933) 
(1933) 314. The goat as an evil animal which through sacrifice 
can bear the sin of man (hence the term scapegoat) is 
discussed in W. F. Albright, ''The High Place in Ancient 
Palestine," Vetus Testamentum Supplement 4 (1957) 244-245. 
He also cites the practice mentioned in the Mishnah of 
pushing goats over cliffs. 

8Strabo 14.6. 3. Dr. Bullard believes that the site of the 
sanctuary was selected because it was "above the area of 
maximum vertical bluffs of this region of Cyprus." He has 
also traced metaling on the caliche between the sanctuary 
and the cliffs approximately one mile away: ''Traffic could 
have caused this abrasion which lines up with the cliff and 
there is a long local tradition of such a road as well as traces 
of ancient construction on the edge of the cliff itself." 

9Scranton (fig. 2c) illustrates the stone as a fencte post but the 
fence by his reckoning (p. 7) would be just forty centimeters 
high. No other posts have been recovered. For other stones 
which are similar but appear to be baetyls see Max Ohne
falsch-Richter, Kypros: The Bible and Homer (London: Asher 
and Co. 1893) pis. XVII.4, LXIX.77-8, 99. He asserts (p. 352) 
that the venerated divinity resides in the open space of the 
stone. Such a stone would be appropriate in the immediate 
vicinity of an altar. It may also be an anchor. 
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1<YJ'he dating of the temple was accomplished in the 1978 
campaign and is being published by David Soren in the 
forthcoming issue of the Report of the Department of Antiqui
ties of Cyprus. 

11The possibility that the palaestra was actually an heroon in 
the manner of the Pergamene kings is being investigated by 
Jan Sanders, graduate student in Archaeology at University 
of Missouri-Columbia. 

12For these see Sjoqvist, 347 f; Ohnefalsch-Richter pl. XVIl.5. 
The latter flatly rules out tympanum playing in honor of 
Apollo but this attitude may be insupportable. See now 
John and Suzanne Young, Terracotta Figurines from Kourion 
in Cyprus (University of Pennsylvania Museum Monographs 
1955) 220 which includes also lyre players. See also Helene 
Danthine, Le Palmier-dattier et les ar/Jres sacres dans l'icono
graphie de I' Asie orientale ancienne (Paris: Paul Geuthner 1937) 
205-206, Figure 1093, including representations of ring
dancing around a sacred tree found at Kourion itself. The 
ring-dancers will be investigated by UMC graduate student 
Hillary Browne. 

13On the hanging of votives from sacred trees see J. G. Frazer, 
The Golden Bough 2 (London: Macmillan 1911) 10. For this 
practice to ward off evil see Sjoqvist, p. 346. Darice Birge, 
project consultant on sacred trees, will deal with the question 
in more detail. 

14Sj6qvist, p. 352. On syncretization of Apollo, see Olivier 
Masson, "Cultes indigenes, cultes grecs et cultes orientaux 
a Chypre," Elements orientaux dans la religion grecque 
ancienne (Paris: Presses universitaires de France 1960) 
129-142. For Resef-Apollo see Ohnefalsch-Richter, p . 322. 
For Hadad-Apollo see Sjoqvist, p . 319. 

15Georges Roux, "Le vrai templed' Apollon a Delos," Bulletin 
de Correspondance Hellenique 103 (1979) 109 f. 

16Scranton (p. 64) says it "must also have been throughout its 
history what it now appears-an empty space," but he 
adds, "It is perhaps fair to assume that it was left as a park, 
within which may have been trees and shrubs as well as an 
occasional bench or dedication, and in which may even 
have wandered some specimens of the stag sacred to 
Apollo .... " See Aelian, De Nat. Anim . 11, 7 for a second 
century A.D. account of the sanctuary including a discussion 
of a vast sacred grove wherein female deer take refuge. It is 
intriguing to wonder if Aelian refers to our terrace and 
Tholos as a place where deer might have been kept. Bronze 
deer votives have been found at the site along with rep
resentations in terracotta. 

17Two fragmentary Arretine sherds (No. 767) were found in a 
locus (layer) sealed well below the wall in the terracing fill. 
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One has an applique volute and dates from the late 
Augustan to Claudian period. These will be studied in 
1980. Another locus associated with the fill over the west 
wall of grid area Hh was also part of the terrace fill for the 
Tholos and contained yet another poorly preserved Arretine 
sherd (No. 1186) among the earlier material. 

18Grid reading is done vertically by the capital letters along 
the top of Figure 1 (for example H) while horizontal readings 
are done by the small letters along the left column of the 
figure (for example h). 

19Peter Parr, "Le 'Conway High Place' a Petra: une nouvelle 
interpretation," Revue Biblique 69 (1962). For the Conway 
ruin as a High Place, see W. F. Albright, ''The Excavation of 
the Conway High Place at Petra," Bulletin of the American 
School of Oriental Research 57 (1935) 18 f. By the same author 
see "The High Place in Ancient Palestine," op.cit. 253. 

20See last reference of the previous note. A High Place need 
not be particularly high. Cf. James Hastings, editor, Dic
tionary of the Bible (New York: Scribner's 1968) 383. 

21sjoqvist, 319, 358. 
22lnv. No. 1933/XI-20/38. I wish to thank Dr. Vassos 

Karageorghis, who is director of Antiquities of Cyprus, for 
permission to use this photograph. For the best collection of 
Paphian coins of the shrine of Aphrodite see G. F. Hill, 
Catalogue of the Greek Coins of Cyprus (Bologna: Arnaldo 
Forni 1964). He points out (p. cxxxiv): "No satisfactory 
explanation has been found for the other objects beside the 
dCNe in the court." See also Alfred Westholm, ''The Paphian 
Temple of Aphrodite and its Relation to Oriental Architec
ture," Acta Archaeologica 4 (1933) 217. He pays special atten
tion to the forecourt problem and gives a summary of ear
lier interpretations. More recently see the useful photo
graphic enlargement of a Paphian coin in Cornelius Ver
meule, Greek and Roman Cyprus (Boston Museum of Fine 
Arts 1979) pl. III, no. 28. Phalli were found at the sanc
tuary in a structure just south of the Central Court. For 
these terracottas see Young and Young, 222 f. and for 
bronze phallus dedications elsewhere see Ohnefalsch
Richter, 328. 

23Tacitus, Hist . 2.3. This is the Modern Library translation by 
Alfred John Church and William Jackson Brodribb. 

24The entry to the court on the coins is asymmetrical. See 
Westholm, 218. 

25On page 39 of his 1935 field diary (used courtesy of Dr. 
G. R. Edwards and the University of Pennsylvania Muse
um), McFadden lists St 447 as: "Marble cone 20.6 by 8.7 cm 
(base). Like conical object on reverse of coin found in 
Trench 3 find no. 9, p. 13." On page 13 he shows: "No. C35 



Priest(?) donning bull mask for a 
ritual ceremony at the sanctuary. 
Episkapi Museum No. CH8820 . 
Actual size. 

(coin of) Septimius Severus 193-211 A.D . See catalogue of 
Greek coins of Cyprus in British Museum pp. 85 and 86 and 
pl. XVII 4 Ae." 

26The baetyl appears to have a covering of some sort which, in 
the original stone (assuming this is a copy), may have been 
of animal hide studded with metallic bosses. There are two 
horizontal projecting bands framing the two rows of bosses 
and there is a projecting flap on each side beneath the lower 
horizontal band. There is a hole (for attachment to a wall?) 
in the center of the body. Rebecca Mersereau, a graduate 
student at UMC, has uncovered additional information 
about the interpretation of these stones which will be 
presented in a future article. 

2 7This stone seems almost like a squat column. Its flap has 
become an almost arm-like boss, the body is thicker and 
more cylindrical, there are now four rows of bosses and a 
broad undecorated back projects flatly downward from the 
top horizontal band. For the cone as a possible sacred col
umn or pillar see A. J. Evans, "Mycenaean Tree and Pillar 
Cult and its Mediterranean Relations," Journal of Hellenic 
Studies 21 (1901) 203 f. who sees the Paphos-style cone as an 
adaption of the Oriental conical form which then fuses with 
a capital more characteristic of the Mycenaean sacred pillar. 
He suggests that such cones might have been used to receive 
offerings. For other cones as well as some striking Sardinian 
parallels see Ohnefalsch-Richter, pp. 261, 351, 437 and pl. 
LXXXIII. See also Franfois Lenormant, "Les betyles," Revue 
de l'histoire des religions 3 (1881) 31-53 and Lammens, "Le 
cult des betyles," Bulletin de l'Institut Frani:ais d'Archeologie 
Orientale du Caire 17 (1920) 39. 

28 A small marble cone was found in the south chamber of the 
Aphrodite complex at Paphos in 1888: Ohnefalsch-Richter, 
p. 262. F. G. Maier, "The Temple of Aphrodite at Old 
Paphos," RDAC (1975) 79 suggests that the cone symbol 
may go back to the time of the Achaean colonists on Cyprus. 
Sjoqvist (p. 317) discusses an ovoid black stone found beside 
an altar. 

29Maier (p. 79) observes that a large limestone block in the 
north stoa of the Aphrodite complex at Paphos is still 
venerated by the women of Kouklia. 

30An extraordinary clay cone with boukrania (bull skulls) in 
relief was reported by Dr. Vassos Karageorghis, "A Favissa 
at Kazophani," RDAC (1978) 182, no. 208. The bull is much 
in evidence at the Apollo sanctuary and was the city symbol 
of Kourion . The bull is of course a sacred fertility symbol. 
Several terracotta figures from the sanctuary wear bull masks 
(Fig. 6) while bulls with snakes crawling up their feet have 
also been found (Young and Young, p. 218). See Dr. Vassos 
Karageorghis, "Notes on Some Cypriot Priests Wearing 
Bull Masks," Haroard Theological Review 64 (1971) 261 f.: 
"The idea of entering into a direct association with the god 
by putting on the divine image led to the invention of masks 
which were worn during religious rituals." For snakes and 
bulls as harvest and fertility symbols see Sjoqvist, pp. 
330-332 and for bull masks, p. 344. For astral connections of 
the bull see the eighteenth-century writer Jacques Antoines 
Dulaure, Les cultes Priapiques (Paris: Eric Losfeld 1953) 20 f. 
and Sjoqvist, pp. 310-321. Most recently see M. Loulloupis, 
"The Position of the Bull in the Prehistoric Religions of 
Cyprus and Crete," Acts of the International Symposium on the 
Relations between Cyprus and Crete ca. 2000-500 B.C. (Nicosia: 
Department of Antiquities 1979) 215 f. Of interest for the 
remote antiquity of the cult is P. Dikaios, "Les cultes 
prehistoriques dans l'ile de Chypre," Syria (13) (1932)345. He 
presents a terracotta temenos model (dated by him to ca. 
2000 B.c.) which shows four bulls fed by a temple servant 
and three priests with bull masks leading a hand-holding 
procession in dance as snakes dangle down among them. 

31Ohnefalsch-Richter, p. 352. He also illustrates (p. 29 f.) a 
seal from the Nicosia area showing a bull head and sacred 
tree together. See also Sjoqvist, pp. 340-342. For the Arab 
practice of sprinkling sacred trees with the blood of sacrificial 
victims see Lenormant, p. 37. Darice Birge reports that 
prisoners at ancient Phlius hung up their chains on trees at 
liberation. For sacred poles (asherim) see William Dever 
and S. M. Paul, editors, Biblical Archaeology (New York: 
Quadrangle 1974) 271. 
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Four Leaves from 'La Hypnerotomachia di Polifilo' 

In 1467 the first printing press was set up in 
Venice. In the next year the first book printed 
from moveable type-a volume of Cicero's Epis
tolae ad familiares-appeared there, but it was not 
until the end of the century that books-other 
than religious books-with subject-illustrations 
became popular. 1 Among these non-religious il
lustrated books are Boccaccio's Decameron, print
edin 1492 by Johannes and Gregorius deGregoriis; 
Dante's Divine Comedy, which appeared in two sep
arate editions, one printed in 1491 by B. Benalius 
and Capcasa, the other printed in the same year by 
Petrus de Plasiis; and Petrarch's Trionfi, printed 
in 1488 by Rizus, in 1490 and again in 1492 by 
Plasiis, and in 1492/93 by Capcasa.2 In 1499 there 
appeared the Hypnerotomachia Poliphili, printed 
by Aldus Manutius, who was the most famous of 
all the printer-publishers of Renaissance Venice. 
"Poliphilo's strife oflove in dream," as the title is 
usually translated, has been widely praised as 
one of the most beautiful examples of Renaissance 
book-production and as the most handsome of 
the Aldine publications. Certainly anyone who 
turns the pages of the volume will not fail to be 
impressed by the fine quality of the printing 
and, on those pages with ill4strations, by the 
perfect harmony between the amount of, and in 
some cases the shape of, the printed text and the 
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woodcut (Fig. 1). Even the style of the illustra
tions is an appropriate complement to the weight 
or 'color' of the printed text. The Museum of Art 
and Archaeology, University of Missouri
Columbia, is fortunate to have been given four 
leaves on which are six woodcuts from this well 
known but not widely read book. 3 

Aldus printed the Hypnerotomachia at the 
expense of a Venetian humanist, Leonardo 
Crasso, who wrote the dedication to Guidobaldo, 
Duke of Urbino, that appears at the beginning of 
the book, and, although the title is in Latin, the 
textis in a macaronic Italian, a circumstance which 
makes the reading of it difficult. 4 The second 
edition was printed in 1545 at Venice by Paulus 
Manutius, Aldus's son. For the second edition 
the title was changed from Latin to Italian and 
the type, which is slightly smaller than that of the 
first edition, was re-set, but all of the illustra
tions, save eight, were printed from the same 
woodblocks used in 1499. 5 The eight woodblocks 
not used in the second edition were apparently 

1. Folio o 1 recto. La Hypnerotomachia di Polifilo. 1545. 
Museum of Art and Archaeology, University of 
Missouri-Columbia. 
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2. Folio o' recto. Hypnerotomachia Poliphili . 1499 . 
Th e Heinecke Rare Book and Manuscript Library, 
Yale University . 

lost or severely damaged before 1545. And the 
beautiful woodcut-letters at the beginning of each 
chapter in the first edition are missing in the 
second. 

The Museum's leaves were originally part of 
a volume from the second edition, as a compari
son between them and the corresponding leaves 
from the first and second editions conclusively 
demonstrates. On fol. o 1 recto, for example, in 
the 1499 edition (Fig. 2) the last word of the first 
line, the word lepista (meaning a kind of vase) is 
hyphenated thusly: lepi-sta, but the same word 
on the same line of the corresponding page in the 
second edition (Fig. 3) is hyphenated differently, 
i.e., le-pista. The hyphenation of the correspond
ing leaf in the Museum collection (Fig. 1) con
forms to that of the second edition. Furthermore, 
on the same page the word cisterna in the sixth 
line from the top is capitalized in the first edition 
(Fig. 2), but not in the second edition (Fig. 3). 
Again our leaf (Fig. 1) conforms to the second 
edition . 

The Museum's wood cu ts are evidence of an 
important difference between the first and second 
editions which to my knowledge has not been 
discussed in the literature. Evidently some of the 
delicate lines carved by the craftsman responsible 
for the woodcuts suffered damage during the 
forty-six years between the printing of 1499 and 
that of 1545. A careful examination of those dif
ferences provides further proof that the Muse-
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No culi przflo qucllo fand:o iu!fo fcci, Chccfla rolledo ii ptiofo lepi, 
fiaiacynthino,&cu una cordicelladoro,&di Chermea& uerde feta,a ta
le officio deputata,in lacillernaleaq ifundedo exhauritc dilla benedid:a 
aqua,&cu religioc alla N ympha folaofferite. Etellacu.pm pta dmorioe, 
la bibe,Immediate pofcia la hieratica Antitla,cu laclauiculadoro, ii co, 
pcrtoriodillaCitlcrnadiligeteraturoc,&alqu,mtofopralegendo le fan
d:e&efficace przce&exorcifmi,Impero conrinuoal{a Nympha, chetrc 
fiatc q uetle parole iuerfo me dicccre. Ladiuinacyrh.Jea teexaudifca al uo 
to,& in me propitiata,il figliolo Cuo, fi nutrifca, R.efponforio_dalleuirgi, 
ne.Cufifia. 

Ledilte cerimonie religiofameteterminate,La N ym pha in q uel pun 
lto riuereteaglifandaliati peclidi purpuraritramatado10,cum mulripli, 
cc geme ornari dilla Antitlite prouolurafe, Di Cubito la fece fubleuare, & 

• dctegli unafanltadeofculatioe,Etad me pofcia la Nymphaardita riuol
tata,cum la uenufla przfcntia placida,pienadi pietofi fcmbiati,cum uno 
fofpiro ufcito caldamcntcdalla bali dello infiammato corc,cufi midiffe. 
Optatifiimo &miocordialiffimo Poliphilo,Loardentetuo &excefiiuo 
dilio,&ilfcdulo& pertinaceamorc,dalcatlocollegio me had ii rutto fur 
repta,&conflriclamc ha,chio extinguilafacola mia. Et per q 11d1o hogi 
mai,benche m ragioncuolmente fuf picaui che io q Ila fo !Tc, ad11en ga c he 
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No culi prztlo qudlo fand:o iulfo fcci, Chedfa tolledo ii ptiofo le, 
pifla iacynthino,& cu una cordicdla doro,& di Chermca,& uerde feta, 
a talc officio depurata,in la citlcrnale aq ifundedo exhauritc dill a benc, 
difu aqua,& cu rcligioc alla Nymph a fol a offcrite, Et ella cu .pmpta di 
uotioc,la bibc immediate pofcia la hierarica Antitla,cu la dauicula do 
ro,il copcrtorio dilla citlerna diligerc raruroc,& alquanro fopra lcgedo 
le fanltc,& efficacc przcc& cxorcifini,lmpero cotinuo alla Nympha, 
cbc tre liatc qudle paroleiucrfo me dicdfc,La diuina cytharca te exaudi 
fca al uoto,&in me propitiata,il Jigliolo fuo linuttrifca,Refpoforio dal 
lcuirgine,Culi fia, 

Le did:e ccrimonic rdigiofametc tcrminatc,La Nymphain qucl pii 
do riuerete agli fandali;1ti pcdi di purpura ritramata doro,ai multipli, 
cc gemc ornati dill a Antiflite prouolutafc, Di Cubito la fccc fublcuare, 
& deregli una fand:a dcofculatioe, Er ad me pofcia la Nympha ardita ri 
uolrara,cu la uenutla przfentia placida,pienadi picroli fcmbiati,cu uno 
fofpiro ufcito caldamentc dalla bali dcllo infiamato corc,cufi mi dilfe, 
Oprariffimo & mio cordialiflimo Poliph1lo,Lo ardetc tuo &exccffiuo 
d1iio ,& ii fedulo & pcrtinace amof ,dalcatlo collcgio me ha dil rutto fur 
rcpra,& conflrilla me ha chio exringui la &cola mia,Etpcrqudlo hogi 
llla1,bcnche tu ragioncuolmete fufpicaui che io qlla fu!Tc,aducngacbe 
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3. · Folio o' recto. La Hypnerotomachia di 
Polifilo. 1545. The Beinecke Rare Book and 
Manuscript Library, Yale University. 

urn's leaves are from the second edition (see 
Appendix). One other point should be made: 
many of the woodcuts in the first edition show 
breaks or other imperfections, a fact which sug
gests that in their original state some of the 
woodblocks were already slightly damaged or 
imperfectly cut. 

The identity of the artist responsible for the 
designs of the woodcuts has not been convinc
ingly established, although many names have 

been suggested, including, among others, Andrea 
Mantegna, Giovanni Bellini, Benedetto Bordone, 
Jacopo dei Barbari, and Titian. Some scholars 
have assumed that a clue to the artist's identity is 
the small letter b that appears on two of the 
woodcuts, but this initial may refer to the master 
who cut the woodblocks rather than to the artist 
who designed the compositions. 6 The design of 
the illustrations is not of equal quality throughout 
the book, and it seems likely that the commission 
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for the illustrations was given to an artist who 
was aided by assistants. The style of this artist at 
times combines the archaeological classicism of 
Mantegna and the compositional devices of 
Giovanni Bellini . 7 Perhaps the artist worked in 
the shop of Giovanni Bellini, or frequented his 
studio. 8 Certainly the best of the woodcuts are 
similar in conception and expression to paintings 
usually attributed to Bellini. 9 

IF THE IDENTITY OF THE ARTIST who designed the 
woodcuts is still a mystery, we do know that the 
author of the Hypnerotomachia was a certain 
Francesco Colonna, for he left his name, not on 
the title page as might be expected, but in an 
acrostic formed by the first letter of each of the 
thirty-eight chapters of the book: P0LIAM FRATER 
FRANCISCUS C0LUMNA PERAMAVIT (Fra Francesco 
Colonna adored Polia). Moreover, there was a 
Dominican friar named Francesco Colonna who 
spent much of his life in the monastery of SS. 
Giovanni e Paolo at Venice, where he died at the 
age of ninety-four in 1527. It is usually assumed 
among students of the Hypnerotomachia that it 
was this mysterious Venetian friar who wrote the 
book.10 

As suggested by the book's title and by the 
acrostic, the story told by Colonna is of Poliphilo' s 
dream in which he searches for his beloved Polia . 
The narrative begins with the hero finally falling 
asleep after a restless night. Like Dante in the 
Divine Comedy, Poliphilo, in his dream, first finds 
himself in a dark forest where he becomes de
spondent and frightened, and after falling asleep 
again he awakens and eventually finds an ancient 
temple among ruins. Following a detailed descrip
tion of this temple dedicated to the sun and the 
various monuments nearby, Poliphilo enters the 
pyramid-like structure and is chased by a drag-
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on, which he escapes. Fleeing the temple and the 
dragon, he finds himself on a fertile plain, where 
he meets five beautiful women, who personify 
the five human senses. These women lead the 
hero to a bathhouse and then to the palace of 
Queen Eleuterilda, who personifies free will. The 
Queen assigns two maidens, Logistica (reason) 
and Thelemia (will), to lead Poliphilo to the gate 
of Queen Telosia (aim or goal). The gate is com
prised of three portals over each of which, from 
left to right respectively, is written in Arabic, 
Hebrew, Greek and Latin "The Glory of God," 
"Motherof Love," and "Worldly Glory" (in Latin, 
Gloria Dei, Mater Amoris and Gloria Mundi). It is 
no surprise when Poliphilo chooses the central 
portal, a choice that angers Logistica, who de
parts. Later, left alone by Thelemia, the lover falls 
in love with a nymph who is actually his beloved 
Polia though he does not recognize her. The 
nymph leads the hero to see five triumphal char
iots and ultimately to the temple of Venus 
Physizoa. After sacrificial rites are performed and 
the nymph reveals herself to be Polia, the high 
priestess of the temple blesses the couple. The 
two lovers then set sail in Cupid's boat for 
Cythera, the island of Love, where Venus speaks 
to them. At the fountain of Adonis several 
nymphs persuade Polia to tell how she came to 
love Poliphilo. 

In the second part of the book, which is 
much shorter than the first, Polia tells the story of 
how she fell in love with Poliphilo. He caught 
sight of her one day as she was drying her lovely 
blond hair in the sun on the roof of her palace in 
Treviso. She was too young at that time to feel 
any love for Poliphilo, and when she fell ill dur
ing a plague, she dedicated herself to the god
dess Diana (i.e., to chastity) and thereby miracu
lously recovered. One year later Poliphilo dis-



covered Polia in the temple of Diana and told her 
of his ardent love for her, but his deeply felt 
revelations only increased Polia's dislike for him. 
Making no progress with his beloved, the hero 
fell into a deathlike trance on the floor of the 
temple. Then Polia dragged her suitor's body 
into a comer where no one could find it, but the 
next day she returned and taking pity on Poliphilo 
laid him in her lap. Suddenly love began to grow 
in her heart . When the priestess of Diana's temple 
found the lovers in a close embrace, she drove 
them away, and the couple made their way to the 
priestess of Venus to whom Polia confessed her 
sins against love. The heroine next relates that 
while Poliphilo was in the deathlike trance, his 
soul ascended to the heaven of Venus where 
Cupid brought an image of Polia to him. The god 
of Love then pierced the image with one of his 
golden arrows, and at that moment Poliphilo's 
soul re-entered his body. Polia finishes her story 
by recounting how the priestess of Venus blessed 
the loving pair, and the book ends with Poliphilo 
bidding farewell to the beautiful Polia as he awak
ens from his dream. 

4. Folio o I verso, 1545, in the Mis
souri collection. 

Two INCIDENTS FROM THE STORY just outlined are 
illustrated in the Museum's woodcuts; one from 
the first part of the book, the other from the 
second part. In the series of illustrations from the 
first part of the book we witness some of the 
elaborate rites in which Poliphilo and Polia par
ticipated in the temple of Venus Physizoa. First 
we see Poliphilo immersing the torch, which the 
nymph (i.e ., Polia) had carried since he first saw 
her, into the cistern filled with sacred water (Fig. 
1). As Poliphilo lowers the torch he says, "Casi 
come l'aqua questa arsibile face extinguera, peril modo 
medesimo il foco d'amore il suo lapificato et gelido core 
reaccendi" (As the water extinguishes this torch, 
so may the fire of love be rekindled in her stone
cold heart). Surrounding the sacred cistern are 
six virgins, one of them a small girl holding a 
book, whoareattendantstothepriestess(antistite) 
standing to the left and wearing a veil and mitre. 
Behind the priestess is Polia, also wearing a veil. 
The outcome of the extinguishing of the torch by 
Poliphilo is illustrated in the next woodcut which 
shows Polia and Poliphilo to the right embracing 
one another (Fig. 4) . Polia has just revealed her 
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5. Folio o2 verso, 1545, in the Mis
souri collection . 

true identity with these words:" .. . io sum sencia 
dubio quella Polia tua, che tanto ami . .. " (I am 
without doubt your Polia whom you love so 
much ... ). The ritual is not yet completed for the 
priestess next leads Polia to a circular chapel that 
Poliphilo is not allowed to enter (Fig. 5) . In the 
illustration we see to the left, outside the chapel, 
two of the priestess's attendants, one carrying 
two doves in a basket, the other a vase . Later the 
doves will be sacrificed and their blood collected 
in the vase. To the right of the door stands 
Poliphilo waiting patiently, while inside the chapel 
Polia kneels before the priestess and the young 
girl with the sacred book. In the rear of the chapel 
on an altar is a sacred vessel in which at the end 
of the ritual a rosebush with sacred fruit will 
miraculously appear. 

The other series of woodcuts illustrates the 
incident in the second part of the book when 
Poliphilo meets Polia in the temple of Diana. In 
the first illustration Polia has returned to the 
temple after having rejected her lover the day 
before and kneels behind his prostrate body (Fig. 
6). In the illustration the artist responsible for the 
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woodcuts has drawn upon the tradition of Chris
tian iconography for Polia's gesture. Her lowered 
and outstretched arms with the palm of her hands 
turned outward toward the viewer was a gesture 
often associated with pity and sorrow, emotions 
that the heroine, according to the text, feels at 
this particular moment. 11 In the next illustration 
(Fig. 7) we see Polia ardently embracing Poliphilo 
whom she has laid across her lap. This particular 
arrangement of figures recalls another subject 
familiar in Christian art-the Pieta-in which 
the Virgin holds the dead Christ in h~r lap. 12 In 
the last illustration (Fig. 8) , the loving couple are 
driven out of the temple of Diana by two atten
dants of the priestess, while the priestess herself 
stands rather calmly to the left admonishing 
Poliphilo and Polia with an upraised finger. 

COLONNA'S CHARMINGLY BIZARRE tale has so far 
remained impervious to a convincing interpreta
tion . A few aspects of the story, however, which 
link it to its cultural milieu, may be briefly men
tioned. First; the sentimental rather than rational 
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attitude toward classical antiquity and the at
tempt to synthesize classical, modem and medi
eval elements connect the book to late fifteenth
and early sixteenth-century Venetian art and 
architecture. 13 Colonna's essentially Christian 
allegory has its roots in such medieval works as 
the Roman de la Rose and Divine Comedy, but the 
characters, incidents and setting, even the lan
guage, owe much to classical literature and 
mythology. The woodcuts reflect this eclectic 
character of the book. In the scene representing 
Polia Resusdtating Poliphilo (Fig. 7), for instance, 
the piers to the right are inspired by the architec-
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ture of classical antiquity, the space is constructed 
according to a modem system of one-point per
spective, and the gesture of Polia is inherited 
from medieval Christian art. Another aspect of 
the book can also be found in Venetian art of the 
time. Colonna often carefully.: describes the archi
tecture that he encounters during his quest for 
Polia. Near the beginning of the book, for exam
ple, he describes a building composed of a base 
with a classical portal in the center, a stepped 
pyramid and an obelisk crowned with a statue of 
a nympha. The various parts of the building are 
classical in form but the structure as a whole does 

B, Left: folio c 6 recto, 1545, in the 
Missouri collection. 

9. Opposite: Feast of the Gods 
(597), Giovanni Bellini. National 
Gallery of Art , Washington. 
Widener Collection. 



not convey a sense of the classical past, as would 
a building by, let us say, Alberti, or a painting of a 
classical subject by Mantegna. This disregard for 
historical accuracy and distance in Colonna's clas
sicism, which is after all appropriate for a dream
tale, is echoed in such works as Pietro Lombardi's 
fa~ade for the Scuola Grande di San Marco in 
Venice (ca. 1487-1496) 14 and Giovanni Bellini's 
Feast of the Gods in the National Gallery, Wash
ington (Fig. 9). Lombardi's forms are based upon 

classical prototypes, but the spaces between the 
columns flanking the two portals are filled with 
marble reliefs with illusionistic perspectives, a 
circumstance that, along with Coducci's lu
nette shapes silhouetted against the sky, avoids 
any sense of classical harmony and balance. And 
Bellini's painting, although it is peopled with 
antique gods, is thoroughly unclassical in its dis
regard for solemnity and monumentality. Like 
Colonna, neither Lombardi nor Bellini attempts 

41 



10. A Maiden's Dream (258) , Lorenzo Lotto. National Gallery of Art, Washington. Samuel H. Kress Collection . 
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to reconstruct the past with historical accuracy 
and distance; rather, the classical details of their 
work, like those of Colonna's book, "only serve 
to impart a historical tone" and to evoke a feel
ing. is 

Secondly, the ·importance in the story · of 
sleep, dream and other states of unconsciousness 
makes the Hypnerotomachia preeminently Vene
tian. The subtitle proclaims that all of human life 
is but a dream and, as we have already men
tioned, the story begins with the hero falling 
asleep only to dream that he falls asleep again. In 
addition, about midway through the book 
Poliphilo encounters a carved relief in which is 
represented a sleeping nymph identified by an 
inscription as "her who brings forth all things." 
There is also the incident in which Poliphilo 
swoons into a deathlike trance in the temple of 
Diana (Fig. 6). Colonna's fascination with un
consciousness finds an echo in the very style of 
Giorgione's paintings. The figures in his Castel
franco altarpiece, for example, "bespeak with
drawal, as if their spirit were preoccupied by a 
remembered dream." 16 Furthermore, as Meiss 
has pointed out, sleep was a popular subject in 
early sixteenth-century Venetian art. 17 A sleeping 
nude woman appears in Giorgione's Sleeping Ve
nus (Dresden, Gemaldegalerie), in Bellini's Feast 
of the Gods (Fig. 9) and in Titian's Bacchanal of the 
Andrians (Madrid, The Prado). But the painting 
that is perhaps closest in content and subject 
matter to Colonna's work is Lorenw Lotto's The 
Maiden's Dream (Fig. 10) of ca. 1505 in the Na
tional Gallery, Washington. In the center of an 
enchanted wood a young woman languidly re
clines while anamorino sprinkles flowers over her 
from above . To the left a female satyr peers out 
from behind a tree, and to the right a reclining 
satyr holds a jug. The painting has been inter- . 

preted as an allegory of vice, personified by the 
satyrs, and virtue, symbolized by the flowers. 18 

In other words, the young woman is being 
awakened from dark sensuality by a higher love 
which bestows virtue upon her. A similar theme 
runs through Colonna's story: Poliphilo's stirring 
passions for Polia are purified and tamed by the 
rituals and trials he undergoes in the pursuit of 
his beloved. 

Still there is a strongly sensuous and erotic 
quality in Colonna' s tale. Poliphilo delights in the 
sensuousness of nature; for instance, he often 
describes a seemingly infinite variety of flowers 
and their colors. He is also constantly noting the 
physical beauty of the nymphs he meets and the 
prurient emotions they and Polia arouse in him. 
Something of Poliphilo's erotic sensuousness can 
be seen in the wine-induced drowsiness of 
Bellini's Feast of the Gods (Fig. 9). The subject is 
erotic; in the lower right comer lustful Priapus 
has stolen upon the sleeping Lotis and, were it 
not for Silenus's ass, would reveal her hidden 
charms to the encircled gods, including Nep
tune, who firmly grasps Cybele's thigh. 19 

Customarily the Renaissance is viewed as an 
era of intellectual illumination, of reason and 
consciousness, of mathematics and the scientific 
study of nature, but Colonna's perplexing tale 
seems to be an affirmation of another dimension 
of human life, an affirmation of sentiment, dream 
and sensual love-conditions of the human soul 
also revealed, to the sympathetic mind, in the 
sensuous dream that was Venetian art. And cer
tainly the book is a manifestation of the spirit of 
Venice, of the city that serenely floats, dreamlike, 
in the waters of a lagoon. 

NORMAN E. LAND 
University of Missouri-Columbia 
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Fol. o1 redo Fol. 0 1 verso Fol. o2 verso 

r 
Fol . c5 recto Fol. c 5 verso Fol. c6 recto 

Illustrations from leaves of Hypnerotomachia Poliphili . 1499. The Beinecke Rare Book and Manuscript Library, Yale University. 

APPENDIX 
The following comparison of woodcuts is based upon an ex
amination of four copies of the first edition and one copy of 
the second edition of the Hypnerotomachia in the Beinecke 
Rare Book and Manuscript Library, Yale University. In addi
tion I examined two copies of the first edition in the Alderman 
Library, University of Georgia . I would like to thank the staffs 
of those libraries for kindly giving me access to their holdings. 
1. Fol. o1 recto. Poliphilo extinguishing Polia's torch in the temple 
of Venus . In the Museum's copy the circular line forming the 
lid of the cistern is broken in one place and irregular in 
another (Fig. 1). These defects are found in the second edition 
(Fig. 3), but not in the first (Fig. 2) . 
2. Fol. o 1 verso . Polia reveals her identity to Poliphilo . There is a 
small break, or gap, in the upper left-hand comer of the 
outermost line of the border in the Museum's copy (Fig. 4). 
This same flaw appears in the second edition but not in the 
first. 
3. Fol. o2 verso. Polia at the altar in the temple of Venus. We may 
notice four lacunae in the Museum's copy (Fig. 5); one is in the 
uppermost portion of the left-hand line forming the shaft of 
the largest central column; a second is in the outermost line in 
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the left-hand portion of the pediment over the door; another 
is the outermost line forming the left-hand side of the door; 
and the last is in the base of the large column on the extreme 
right and the innermost border next to the base. These defects 
are found in the second edition but not in the first . 
4. Fol . cs recto. Polia kneeling beside the sleeping Poliphi/o . In the 
Museum's copy (Fig. 6) there is a defect in the line forming 
the outermost edge of the open door; a gap in the second, 
fourth and seventh orthogonals counting from the left along 
the base of the woodcut; a break in the innermost rectangle of 
the far pillar; and a break in the upper right-hand comer of 
the innermost line of the border. These flaws appear in the 
second edition but not in the first . 
5. Fol. cs verso . Polia resuscitating Poliphilo on her lpp. The 
break in the farthest orthogonal to the left and in the lower 
right-hand side of the step to the altar appears in the Muse
um's woodcut (Fig. 7) and in the woodcuts of the second 
edition but not in those of the first edition. 
6. Fol. c 6 recto. Polia and Poliphilo driven from the temple of 
Diana. The only defect in the Museum's copy (Fig. 8) appears 
in the right-hand side of Poliphilo's hair (he is the figure 
farthest to the right). This imperfection can be found in the 
second edition but not in the first. 



'For a brief discussion of the history of printing and of 
illustrated books in Renaissance Venice see S. H. Steinberg, 
Five Hundred Years of Printing (Baltimore 1966) 72-79, and A. 
M. Hind, An Introduction to a History of Woodcut (Boston and 
New York 1935) 415-422, 456-507. See also H.F. Brown, The 
Venetian Printing Press (London 1891). 

2Hind, op. cit. 482-487. 
3Acc. No. 77.111.1-4. The leaves are the gift of Joseph 0. 
Fischer in honor of Professor Saul Weinberg. Each leaf 
measures 30.5 by 20.7 cm. All of the leaves have dark water 
stains on the binding edge, but are otherwise in good con
dition, except for fol. o2, which has a large semi-circle 
shaped tear on the bottom edge. Fols. c5 and c6 carry pen 
markings in the margin. The pen markings were made per
haps in the sixteenth century. 

4The full title in the first edition is as follows: Poliphili Hyp
nerotomachia. ubi humana omni non nis somnium esse ostendit, 
atque obiter plurima sci tu sane digna commemorat. (Poliphilo's 
strife of love in a dream, which shows that all human things 
are but a dream, and in which many things good and 
worthy of knowing are set forth.) For a comprehensive 
bibliography on the book see M. T. Casella and G. Pozzi, 
Francesco Colonna, biografia e opere 1 (Padua 1959) xvii-xxxvii, 
and G. Pozzi and L.A. Ciapponi, Hypnerotomachia Polophili 
2 (Padua 1964) 47-51. 

5The title in the second edition appears as follows: La Hyp
nerotomachia di Polifilo, cioe pugna d'amore in sogno dov'egli 
mostra che tutte le cose humane non sono altro che sogno et dove 
narra molt' altre cose degne di cognitione. For a discussion of the 
eight new woodcuts in the second edition see L. Donati, 
"Di una copia tra le figure de! Polifilo (1499) ed altre 
osservazioni," La Bibliofilia 64 (1962) 163-182. 

6The two woodcuts with initials are on fols. a 6 verso and c 1 

recto. Hind, op. cit. 469 suggested that the designers of 
Venetian book illustrations did not actually cut the wood
blocks. 

7Cf. G. D. Painter, The Hypnerotomachia Poliphili of 1499 1 
(London 1963) 16. Long ago A. Ilg, Ueberdenkunsthistorisches 
Werth der Hypnerotomachia Poliphili (Vienna 1872) 94, 
suggested that two artists designed the illustrations. See 
also J. Poppelreuter, Der anonyme Meister des Polifilo 
(Strassburg 1904) who considered the woodcuts of the 
Hypnerotomachia in relation to other woodcut illustrations 
of the Renaissance. 

8See W. S. Sheard, ''The Widener Orpheus: Attribution, 
Type, Invention," in Collaboration in Italian Renaissance Art 
(New Haven and London 1978) 206 note. 

9Cf. Sheard, op. cit. 190. I am referring here to the Orpheus 
in the National Gallery, Washington, and the Martyrdom of 
St. Peter Martyr in the National Gallery, London. In her 
article Sheard discusses both of these paintings. 

1CYfhe fullest biographical study of Francesco Colonna is by 
M. T. Casella, op. cit. 

11The lowered-arm gesture was most commonly used in 
representations of Christ as the Man of Sorrows, an image 
intended to evoke pity and sorrow in the heart of the pious 
viewer. 

12See for example Giovanni Bellini'sPietiz in the Gallerie dell' 
Accademia, Venice, illustrated in F. Heinemann, Giovanni 
Bellini e i belliniani 2 (Venice 1962) fig. 96. 

13Cf. F. Sax!, "Jacopo Bellini and Mantegna as Antiquarians," 
Lectures 1 (London 1957) 157. 

14For an illustration of the fapide of the Scuola di S. Marco see 
L. H . Heydenreich and W. Lotz, Architecture in Italy, 1400 to 
1600 (Baltimore 1974) pl. 88. 

15Saxl, op. cit., 158. 
165. J. Freedberg, Painting in Italy, 1500-1600, The Pelican 

History of Art (Baltimore 1975) 127. 
17M. Meiss, "Sleep in Venice: Ancient Myths and Renaissance 

Proclivities," Proceedings of the American Philosophical Society 
110 (1966) 348-386. Reprinted in The Painter's Choice (New 
York 1976) 212-239. 

18G. de Tervarent, Attributs et symboles dans /'art profane, 
1450-1600 2 (Geneva 1959) 390-391. See also F. R. Shapley, 
Paintings from the Samuel H. Kress Collection. Italian Schools 
XV-XVI 2 (London 1968) 158, where the subject is identified 
as Plutus and the Nymph Rhodos. 

19Forafulldiscussion ofBellini's painting see E. Wind,Bellini's 
Feast of the Gods, A Study in Venetian Humanism (Cambridge, 
Mass. 1948). See also J. Walker, Bellini and Titian at Ferrara 
(New York 1956), P. Barolsky, Infinite Jest, Wit and Humor in 
Italian Renaissance Art (Columbia and London 1978) 158-161 
and P. Fehl, "The Worship of Bacchus and Venus in Bellini's 
and Titian's Bacchanals for Alfonso d'Este," Studies in the 
History of Art 6 (1974) 37-95. 
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An Etruscan Face: A Mask Cup in Missouri 

The human face has had a fascination for the 
artist throughout antiquity as well as in later 
ages . Potters often used the face to decorate their 
vessels, from time to time even modeling a whole 
pot in the form of a human head. 1 The simpler 
concept of just decorating the front of a vase with 
human features was also sometimes used, and 
an Etruscan example of this technique dating to 
the sixth century B.C. is included in the collec
tions of the Museum of Art and Archaeology of 
the University of Missouri. 

The object is a small, one-handled cup of a 
relatively rare type known as a "mask cup" (Fig. 
1).2 Standing to a height of only 9.5 cm., the 
body of the cup rises in a bulging curve from a 
small foot to an outturned rim which forms a 
large open mouth. A grooved ring handle pro
jects from the body of the cup. 
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The vase was thrown on the wheel and the 
rough features representing the face modeled 
while the clay was still workable. This is in con
trast to the technique used on, for instance, the 
Attic head vase, in which the head is actually 
molded in two half molds which are then joined 
together and a vase mouth and handle added. 
The process used in the mask cup is a simpler 
operation and one which yields somewhat more 
primitive results . Here the brows are rendered in 
a continuous curve with the nose by a thick, raised 
strip, the eyes by protuberances and the chin by a 
larger, pointed projection. The ears are sim
ply flat, ledge-like projections from the sid.e of 
the cup. 

After the modeling was completed, the cup 
was decorated. The lower portion of the vase 
(including the foot), the lip and handle were all 



1. Opposite and this page: three views of the Etru scan mask rup 
in th e Museum of Art and Archaeology , University of 
Missou ri-Columbia. 

covered with black glaze paint, which, because it 
was too thin or unevenly applied, fired red to 
chocolate brown in places rather than the dark 
black for which the painter no doubt hoped. The 
handle was placed in the middle of a thick black 
stripe which connected the lip and the lower 
glazed area and was left unpainted (reserved) on 
its interior surface. The interior of the cup was 
also glazed, which is normal in drinking cups. 
The interior of the flaring lip was ornamented 
with a thin red band between two reserved lines. 

This overall scheme of decoration clearly 
divides the cup into different areas, leaving the 
central portion, except for the handle, free for 
further decoration. Obviously the crudely mod
eled face, opposite the handle, needed attention 
and glaze paint was used to emphasize it . The 
eyebrows and nose were painted, the eye bumps 
circled, and the ledge-shaped ears also sur
rounded by a seemingly hastily applied band of 
glaze. The treatment of the little pointed chin 
also shows unseemly haste, for when the painter 
applied the black glaze to the lower part of the 
cup, he inadvertently covered over the chin. On 
other vases of this type the chin is usually left 
above the glaze line. A quick swipe of the paint
er's brush then produced an acceptable horiwn
tal mouth above the black chin. 

Behind the ears on each side the artist has 
drawn a bird facing to the right, that on the cup's 

right side facing front, away from the handle, 
that on the left facing the handle . These aquatic 
birds are the typical major painted decorative 
motives found on Etruscan mask cups (see below), 
and their method of representation is also typical. 
They are rather negligently painted in silhouette 
with long curving necks, puffed out chests and 
curving legs . Although clearly recognizable as 
birds, they are not organically convincing and 
are sloppily painted. Note how the bird on the 
cup's right side actually blends into the glazed 
area above the figured zone. That on the other 
side is smaller and fits better into the panel but is 
also badly painted with an unnatural projection 
on its back. The silhouettes are enlivened by 
incision. A simple circle is used to denote the eye 
and the wings are indicated by two horizontal 
lines with four pendant strokes extending from 
the lower line toward the bird's rear. Three pan
els are thus formed and the two outside ones 
bear traces of blobs of added white color, the only 
attempt to brighten the figures . 

The rest of the main decorative zone is 
crowded with amorphous filling ornaments. X's 
are painted around the face, including one below 
and behind each eye, as if on the cheeks. More 
shapeless blobs are to be seen elsewhere and two 
have X's incised on them. These blob filling orna
ments are derived from incised rosettes which 
served a similar purpose in Corinthian painting. 
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Another mask cup, which shows a dose 
similarity to the Missouri example, is now in 
Vienna.3 Here the painter was more careful in 
not covering the chin and even provided pupils 
for the eyes in the form of dots of black glaze (Fig. 
2). Although varying in details, the painted dec
oration as well as the modeled face are essentially 
the same in both examples. This can be seen 
particularly in a comparison of the carelessly 
drawn aquatic birds whose wings are identically 
rendered, although on the Vienna example the 
painter has added an incised line to indicate the 
division between neck and head. On another 
cup, now in Bonn,4 the artist has attempted to 
show the bird with its wings outstretched, as is 
often seen in Corinthian painting. The attempt 
was not very successful (Fig. 3). 

The above vessels and fewer than twenty 
other cups and fragments of cups are so similar 
in their painted decoration as to be probably 
decorated by the same painteroratleastproduced 
in the same workshop. These vases have been 
brought together by the Italian scholar Giovanni 
Colonna. 5 His grouping is based on the style of 
the painted decoration, especially on the un
varying method of indicating the wings of the 
birds, and this stylistic peculiarity can also be 
seen in shapes other than mask cups. The painted 
decoration is what is termed "Etrusco
Corinthian'' and Colonna has further placed the 
mask cup group in the circle of a leading painter 
of the latter years of the style, the Rosoni Painter, 
so named for the large, incised rosettes often 
seen in his work. 6 
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2. Two views of mask cup in Vienna . Photo courtesy 
of the Kunsthistorisches Museum , Vienna. 

3. Mask cup in Bonn, right side. Photo courtesy of 
the Akademisches Kunstmuseum der Universitiit 
Bonn. Photo: Klein . 



"Etrusco-Corinthian" is a modem term cre
ated by scholars to describe Etruscan vase painting 
that essentially copied motives and subjects from 
imported wares originally made in Corinth on 
the Greek mainland. The copying was almost 
always inferior to the original model, but can be 
pleasing and carefully done when produced by 
some of the best painters . Unfortunately, the 
painting on face cups is generally sloppy and 
crude, for the quality of work tended to decline 
with mass production toward the end of the style. 

A plate in Missouri, which also belongs to 
the circle of the Rosoni Painter, represents a 
slightly better quality in its painted decoration 
than can be expected on most face cups (Fig. 4). 7 

Here large, but still distorted, animals face in one 
direction around the plate. Water birds are also 
included and are painted with some added purple 
on their wings, which are indicated by looped 
lines . A comparison of these creatures with the 

4. Etrusco-Corinthian plate in Missouri. 

aquatic birds on the face cup clearly shows the 
degeneration of the latter, with simpler decora
tion and more careless drawing. The very position 
of the birds on the mask cup, one facing front 
and one facing the handle, is intelligible only 
when it is realized that the painter had a typical 
Corinthian frieze in mind in which the animals 
faced in one direction. Hence the aquatic birds 
are painted as if moving around the cup, as they 
are in fact shown on the plate. Here rosettes and 
floral ornaments are at least recognizable; on the 
cup only incised X's in blobs of black glaze recall 
the original form. Amorphous blobs are to be 
seen on the plate, too, as in some later Corin
thian painting, but at least on the plate the major 
filling ornaments resemble their models well 
enough to be easily recognizable. 

THE ULTIMATE MODELS for the birds and the filling 
ornaments on both the plate and the cup of course 
came from the repertoire of the Corinthian artist. 
Water birds with raised wings in single file are 
found in friezes on Corinthian kotylai (cups). A 
typical Corinthian bird, but with closed wings, 
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5. Left: Corinthian alabastron in Missouri. 

Below: 6a. Leff: Seventh century Corinthian olpe. 6b. Right: 
Etrusco-Corinthian olpe. 
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7. Vase in the fonn of a monkey. Drawing from Archaologischer 
Anzeiger 7(1892) 27. 

can be seen on a small flask, or alabastron, also in 
Missouri (Fig. 5) . 8 The careful drawing of the bird 
together with the relatively neat rosettes provide 
a strong contrast to Etruscan imitations. 

The relationship between Corinthian origi
nal and Etruscan imitation and adaptation can be 
further documented from the collections of the 
Museum of Art and Archaeology of the University 
of Missouri. Figure 6a is a Corinthian olpe of the 
second half of the seventh century B.C. 9 The olpe, 
a typical Corinthian shape of pouring vessel, is 
decorated in the Corinthian manner with 
superimposed rows of animals, both from nature 
and mythology. They are carefully rendered in a 
miniaturist style employing the Black Figure 
technique, invented at Corinth, which uses inci
sion and added colors to enliven the silhouetted 
forms . The filling ornaments are dot rosettes (a 
circle of dots connected by spokes to a central 
one) that can be seen both in the figured zone 
and on the vessel's neck, and are painted in 
white to stand out against the black background. 

Figure 6b is an Etrusco-Corinthian olpe of 
the early years of the sixth century. 10 Here the 
debt to the original model is obvious, particularly 
in the shape, which is almost exactly copied. The 
dot rosettes, however, are not exactly repeated, 
lacking the spokes which connect the dots, and 
similar differences are to be noted in the overall 
decoration . This particular olpe does not entirely 
follow the standard Corinthian plan, for the art
ist has chosen to adopt a different color scheme, 
the so-called Black Polychrome Style, in which 
figures are rendered by incision on the black 

background and further decorated with added 
red and white. 11 He further decided to have only 
one figured zone beneath a heavy band of 
tongues-which are themselves also Corinthian
inspired. The ruminant animals in the figure zone 
are carefully drawn, in fact more carefully drawn 
than the bulk of Etruscan renditions of Corin
thian animals. Despite this, however, the large 
animals are rather unevenly proportioned, with 
incision that does not always correspond to na
ture, and they lack the crisp naturalism of their 
models. 

In general, on the worst examples of Etrusco
Corinthian painting the animals are sloppily 
drawn by poor artists who misunderstood what 
they were trying to paint. Even the better exam
ples, such as this olpe, seldom rise above unin
spired imitation. 
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8. Bucchero mask cup in Paris . Photo courtesy of the Musee 
du Louvre: Photo Chuzeville. · 

The exact origin of the mask cup i.s unclear. 
Colonna connected the features with those found 
on a series of Etruscan vases representing the 
head of the river god Achelous, which may be 
derived from Ionian examples, 12 and it may be to 
the East that one must look for the ultimate ori
gin of the idea of attempting to spread human 
features on the body of a cup. 13 The connection 
with plastic vases (those in the form of a human 
or animal or parts thereof) is interesting because 
an Etruscan vase in the shape of a squatting 
monkey is known (Fig. 7). As can be seen from 
the illustration, the animal clearly holds a minia
ture mask cup in its hands. 14 Human masks 
were, however, at home in the local tradition and 
were used as attachments on vases in the distinc
tive grey bucchero ware. 15 Elaborate plastic vases 
and mask cups were also common in bucchero in 
the sixth century and an example of a mask cup is 
shown in Fig. 8. 16 The group of painted mask 
cups is, however, so small, probably representing 
the output of a single workshop for a short num
ber of years, and so simple in concept, that a 
spontaneous local origin may be suggested with
out the need to postulate a specific model. 
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The area of Vulci has been suggested as a 
likely home of the workshop which produced 
mask cups and a date perhaps toward the middle 
of the sixth century in the late period of the 
Etrusco-Corinthian Style . This painting style 
probably did not last more than a few years into 
the second half of the sixth century. 17 

Although clearly not an artistic masterpiece, 
the Etruscan mask cup, painted in Etrusco
Corinthian style, is testimony of the influence of 
Greek culture on their non-Greek neighbors and 
to the power and activity of trade and commerce 
in the Mediterranean in the sixth century B.C. 

WILLIAM R. BIERS 
University of Missouri-Columbia 

1For an Athenian "head vase" in the Museum of Art and 
Archaeology of the University of Missouri, see W. Biers, 
"An Attic Head Vase," Muse 7 (1973) 17 ff. Please note that 
in this article captions for Figs. 1 and 3, left, should be 
reversed. 

2Acc. No . 76.34. D. foot 5.4 cm. ; D. lip 9.3 cm. Complete but 



mended. Some restoration on right side. Illustrated, Muse 
11 (1977) 15. Prof. D. A. Amyx kindly read the manuscript 
of this article, which has been greatly improved as a result. 
It is a pleasu_re t~ thank.him for his time and interest. 

3Vienna, Kunsthistorisdi.es Museum, Castellani Collection, 
Inv. no. IV 3940~ 0. Egger; "Gesichtsvase aus Cometo," 
Jahreshefte dis . Osterrei9hiscfren Archiiologischen Instituts in 
Wien 6 (1903)'68, fig . 31.· I mast thank Dr. Alfred Bemhard
Walcher for providing new -photos and for permission to 
publish them here. 

4 Bonn, Akademisches Kunstmuseum, Inv. 1259 from 
Cometo. I must thank Prof. Dr. N. Himmelmann and Dr. 
Christine Grunwald for their assistance and for permission 
to illustrate this cup. 

5G. Colonna, "S. Omobono-La ceramica etrusca dipinta," 
Bollettino della Commissione Archeologica Comunale di Roma 77 
(1959-60) 125 ff . See also idem, "Ancora sulle tazza a 
maschera umana, " ArcheologiaClassica 13 (1961) 25. Further 
comments and attributions are to be found in his basic 
article on the Rosoni Painter and his circle, see infra note 6. 
J. Szilagyi also adds a number of comments, " Vases plas
tiques etrusques en forme de singe," Revue Archeologique 
(1972) 111 ff. 

6The basic study is G. Colonna, "II ciclo etrusco-corinzio <lei 
Rosoni," Studi Etruschi 29 (1961) 47 ff. A few mask cups are 
assigned to the following painters and groups within the 
circle: Pittore delle Code Annodate, p . 64 £.; Gruppo di 
Poggio Buco, p . 70; Gruppo delle Pissidi, Hand C. , p . 73. A 
great many publications have appeared on the Etrusco
Corinthian Style itself. These are conveniently summarized, 
with the basic bibliography, by J. Szilagyi, "Entwurf der 
Geschichte der etrusco-korinthischen figurlichen Vasen
malerei," in A. Alfoldi, Romische Fruhgeschichte: Kritik 
und Forschung seit 1964 (Heidelberg 1976) 183 ff. See now 
also D.A. Amyx, "Two Etrusco-Corinthian Vases," in A. 
Cambitoglou, ed. , Studies in Honour of Arthur Dale Trendall 
(Sydney 1979). 

7Acc. No. 59.8. H. 4.2 cm.; Rim. D. 25.7 cm. Attributed to 
the Rosoni Group by D.A. Amyx. 

8Acc. No. 61.8. H. 17.5 cm.; G.D. 9.8 cm. Early Corinthian, 
last quarter of the seventh century. 

9Acc. No. 60.13. H . 29.5cm.; D.M. 16.2cm.MuseumNews39, 
no. 6 (1961) 3. This vase has been attributed to the Painter 
of Vatican 73 by Amyx and Patricia Lawrence, "Adversaria 
Critica: In and around the Sphinx Painter," American Jour
nal of Archaeology 68 (1964) 388, no. 10; and so listed in 
Amyx, Corinthian Vase-Painting of the Archaic Period (in press, 
1978) 68, no. 23. 

10Acc. No. 62.12. H. 23.8 cm.; Rim D. 12.6 cm. Assigned to 
Vulci and dated to the early sixth century "Vulci Masters" 
by J. Szilagyi, "Etrusco-korinthische polychrome Vasen," 
Wissenschaftliche Zeitschrift der Universitiit Rostock 16 (1967) 
549, 551, no. 41 bis; illustrated idem "Considerazioni sulla 
ceramica etrusco-corinzia di Vulci: resultati e problemi," La 
civil ta arcaica di Vulci e la sua espansione (Atti del X Convegno di 
Studi Etruschi ed Italici) (Florence 1977) pl. XVIlb. 

11On the origin of the black polychrome technique, which 
was inspired by Corinthian examples, see Amyx, "Some 
Etrusco-Corinthian Vase-Painters," Studi in onore di Luisa 
Banti (Rome 1965) 7 f and note 5. 

12G. Colonna, "Ancora sulle tazza a maschera umana," Ar
cheologia Classica 13 (1961) 25. For Achelous vases, see J. 
Ducat, Les vases plastiques rhodiens (Paris 1966) 56 ff. 

13Cups decorated with human faces in relief are known from 
Samos in the seventh century: E. Walter-Karydi, Samische 
Gefiissedes6. Jahrhundertsv. Chr. Deutsches Archaologisches 
lnstitut, Samos, Vol. 6, 1 (Bohn 1973) 30, ta£. 61,478. These 
probably stand behind the later face kantharoi, long con
sidered as Attic, and which Beazley saw as" ... made for 
the Etruscan market, are imitated from-are a civilized 
version of-the barbarous face pots long cherished by the 
Etruscans" (J . D. Beazley, "Charinos, Attic Vases in the 
Form of Human Heads," Journal of Hellenic Studies 49 [1929] 
41) . Whether or not the face kantharoi are actually Samian, 
their connection with the Etruscan mask cups is tenuous at 
best. 

14This plastic monkey vase was originally published in a 
drawing in the Archiiologischer Anzeiger for 1892, p. 27. This 
drawing was reproduced by Colonna, op. cit., supra note 
12, pl. 6, no. 3 and is our Figure 7. The vase was mentioned 
most recently by Szilagyi, op. cit., supra note 5, p. 117. It 
was largely destroyed during the Second World War, only 
the tiny face cup having survived and that in a burned 
condition. I must thank Dr. Trier of the Westfiilisches 
Landesmuseum fur Vor- und Fruhgeschichte in Munster 
for this information. 

15C. Donati, "Buccheri decorati con teste plastiche umane. 
Zona di Vulci," Studi Etruschi 35 (1967) 619 ff.;" .... Zona 
di Chiusi," Ibid 36 (1968) 319 ff; " .... Zona di Orvieto," 
Ibid 37 (1969) 443 ff. G. Camporeale, "Vasi plastici di 
bucchero pesante," Archaeologia Classica 25-26 (1973-1974) 
103££. 

16Musee du Louvre, Cat. no. C709; Photo Chuzeville. I must 
thank Dr. F. Villard for permission to publish this photo. 

17For a date of ca . 560-540 B.C. for the mask cup group, see 
Szilagyi, op. cit., supra. note 5, 118 f. 
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The Syro-Palestinian Glass Industry 
in the Later Hellenistic Period 

That a vigorous glass industry existed along the 
Syro-Palestinian coastline in Hellenistic times has 
long been accepted as fact. Classical and Jewish 
authors attest to its existence, while the Greek 
geographer Strabo and the Roman encyclopedist 
Pliny the Elder discuss the industry in some detail. 
Both writers agree that the area was a major 
center of contemporary glass production, and 
each independently records that glass was actu
ally invented in the region. This legend, pre
sumably based on local tradition, reflects the area's 
close identification with glassmaking. Strabo's 
account, written at the close of the first century 
B.C., or ca. A.O. 17/19 at the latest, is occasioned by 
his description of Ptolemais, modernAkko (Map). 
Pliny emphasizes Sidon, referring to it as artifex 
vitri, although he adds that by the 70s after Christ 
it had lost its preeminence as a glass manufactur
ing center. 1 Nonetheless, if these and other 
authors are considered together, they indicate 
that the Syro-Palestinian region was widely re
garded as a leading center for the manufacture of 
glassware in the first centuries B.C. and A.O. and 
that the area had enjoyed this reputation for some 
time. 

But when was this industry established? And 
what types of glass were produced? These ques
tions have now been partially answered by the 
excavations of the Museum of Art and Archaeol
ogy, University of Missouri-Columbia, at the 
Hellenistic settlement of Tel Anafa in Upper 
Galilee. 2 There, over three thousand fragments 
of cast glass bowls were recovered in five seasons 
of excavation from less than five percent of the 
site. 3 These were associated with an architec
tural phase beginning on the tell around 125 
B.C.,4 and with the sudden introduction of fine 
red glazed pottery (Eastern Sigillata A). Pre
sumably the glass and pottery were introduced 
to the site by new settlers who also were re
sponsible for new building projects. Their activ-
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ity may well be related to the establishment of a 
direct trade route between Damascus and the 
coastal cities of Tyre and Sidon. This was accom
plished following the Seleucid reconquest of the 
region first in 218/217, then in 201 B.C. 

The unprecedented quantity and homoge
neity of the glass bowls at Tel Anafa indicate that 
they were manufactured somewhere in the re
gion. Similar vessels found on other sites further 
attest to a Syro-Palestinian provenance and 
provide confirmation for the chronological se
quence established at Tel Anafa . 5 

The bowls from Tel Anafa fall into four groups 
differentiated by shape, decoration, color and 
date (Chart). Those of group A, hereafter referred 
to as grooved bowls, are by far the most common 
on the site. They are conical or hemispherical, 
with convex bottoms, thick walls and relatively 
deep horizontal grooves cut into their interior or 
exterior surfaces. Group B represents a series of 
bowls with vertical cut flutes. Several types of 
fluted bowls imitating silver and bronze proto
types were manufactured in the eastern Mediter
ranean from the fifth to the first century B.C. , but 
this specific series was probably made in the 
Syro-Palestinian area. Group C consists of ribbed 
bowls. They are generally smaller than the bowls 
of group A, have thinner walls, narrower grooves 
and slightly concave bottoms. Their color range 
includes bright royal blue and purple as well as 
natural bluish green, and these colors set them 
apart from the vessels of group A, which are 
decolorized or naturally colored, either golden 
brown or greenish yellow. The bowls of group D 
are almost identical to those of C, except that 
they lack ribs. Here they are referred to as linear
cut bowls, to distinguish them from the bowls of 
group A. 

The historical significance of these cast bowls 
lies in the fact that they were the first glass vessels 
commonly used for tableware in antiquity. Prior 
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to the second century B.C. glass vessels, princi
pally small core-formed unguentaria, had served 
mainly as containers. What little tableware existed 
was restricted to truly luxury products such as 
handsome sandwich gold-glass bowls, "lace" or 
composite mosaic-glass bowls and plates, and 

. carefully wrought colorless and colored vessels. 
These are best known from the rich tombs of the 
late third or early second century B.C. at Canosa 
in southeastern Italy. 6 While the bowls found at 
Tel Anafa are less elaborate and much more 
numerous, it is probable that they too were quite 
expensive. 

The relative abundance of these bowls, espe
cially those of groups A, C and D, is demon
strated by the many fragments unearthed in con
trolled excavations not only in the eastern Med
iterranean but also farther west, wherever Greeks 
settled or traded. It is shown as well by the large 
number of such bowls in private and public col
lections. In the Museum of Art and Archaeology 
there are eleven bowls representing three of the 
four groups. Although their precise provenances 
are unknown, almost all were acquired in Jeru
salem or the Syro-Palestinian region and, as such, 
they can be used to illustrate the development of 
the Hellenistic glass industry in that area, espe
cially when compared with excavated finds. 

JUDGING FROM THE TEL ANAFA GLASS, the earliest 
type of Hellenistic bowl to be made in quantity is 
the series of grooved bowls of group A. As 
mentioned, these are mostly hemispherical or 
conical, though a few are ovoid (Chart) . Since 
their bottoms are uniformly convex, it is evident 
that they were meant to be hand-held, and stored 
upside down. Diameters range from 7 to 24 cen
timeters, with most between 13 and 17 ems. Gen
erally, the glass is quite thick at the rim (.5-.8 cm.) 
and tapers toward the bottom (.15- .3cm.). 
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SYRO-PALESTINIAN CAST BOWLS 

Grooved Bowls 
GROUP A 

Fluted Bowls 
GROUPB 

The decoration generally takes the form of 
broad horirontal grooves on the inside below the 
rim, singly or in bands of two or three. Addi
tional grooves, usually in bands, may also appear 
farther down on the body. Although many Tel 
Anafa bowls exhibit similar decorative patterns 
(in particular, two narrow grooves flanking a 
wider one), there is much diversity and it is yet 
uncertain whether the grooves per se distinguish 
meaningful sub-types. External grooves are also 
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found, but these generally encircle the bottom, 
forming concentric grooves and pronounced 
ridges, as in No. 1. At Tel Anafa there are also 
ovoid bowls with six narrow external grooves 
arranged in three bands, each consisting of two 
grooves (see Chart) . 

In color, the bowls of group A are golden 
brown ( often described as amber), greenish yellow 
(sometimes called olive green) and colorless. The 
golden brown may vary from a golden yellow to a 



dark brown; the greenish yellow is at times more 
green, at others more yellow. The colorless exam
ples are occasionally streaked with purple, owing 
to the use of manganese as the decolorizing agent, 
and they generally have a slight yellow or green 
tinge. Whereas the colorless glass, when pre
served unweathered, is virtually transparent, the 
colored examples have a translucent, "muddy" 
appearance. 

When examined spectroscopically, the col
orless and colored bowls at Tel Anafa are seen to 
have identical chemical compositions, except for 
the presence of manganese as a decolorant. Pre
liminary analyses also reveal no significant chemi
cal differences between the golden brown and 
greenish yellow fragments . 7 This suggests that 
the two colors are the result of reducing or oxidiz
ing conditions during the manufacturing process, 
not of added chemical compounds. Whether the 
Hellenistic glassmaker strove consciously to 
achieve a specific color is unclear, but the chemi
cal composition demonstrates that color is not a 
reliable guide either for distinguishing workshops 
or for establishing a chronological sequence. 

The grooved bowls were cast in two-part 
molds, then polished on both surfaces . In almost 
all instances the interiors are wheel-polished. 

A. Polishing marks on interior of conical bowl from Tel Anafa, ca. 
125-95 B.C. 

Hundreds of fine parallel lines, in concentric cir
cles, cover the entire interior (Fig. A). The top 
and outside of the rim are also polished to form a 
rounded, flattened or pointed edge. In most cases 
the exteriors lack polishing marks and have a 
shiny appearance which suggests that they were 
fire-polished. Since the wheel-polishing on the 
outside of the rim cuts into this shiny surface, it 
appears that the exteriors were not first wheel
polished, as has been alleged, then repolished to 
achieve the shiny surface. The precise techniques 
of manufacturing and finishing these vessels are 
as yet uncertain. 

The bowls of group A occur in contexts 
attributed to the second and first centuries B.C. 
The earliest dated examples come from the 
Athenian Agora, where seven fragments were 
uncovered from second-century contexts, and 
one from a deposit dating before 150 B.C. A coni
cal bowl from near Pylos in southern Greece is 
attributed to the second century, and others from 
southern Italy and Sicily are similarly dated. 
Samaria has produced four examples said to be 
from second-century levels. 8 

The most extensive dating evidence, how
ever, comes from Tel Anafa. There, the bowls are 
absent from the first half of Phase II (ca. 150-125 
B.C.), but present in tremendous numbers in the 
second half of that phase (ca . 125-95 B.C.) . Since 
the latter phase is probably associated with the 
arrival of new settlers, it follows that the glass 
bowls were imported to the site and that the type 
itself antedates 125 B.C. 

Bowls of group A have also been found in 
contexts of the early first century B.C., at Jerusa-
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lem, at Delos and at the Athenian Agora, at Casa 
and Volterra in Etruria, and at the Royal Kushite 
cemeteries in the Egyptian Sudan.9 

Unfortunately, this evidence is too meager 
to suggest a date for the initiation of the type 
itself. But the evidence from the Athenian Agora 
provides a date before 150 B.C., and I believe that 
a date in the first half of the second century, but 
not earlier, is warranted. In any event, the many 
fragments from second-century contexts at Tel 
Anafa demonstrate that the bowls of group A 
were being produced in quantity during the lat
ter half of that century.10 The grooved bowls are 
indeed products of the Hellenistic period and not 
of later times . 

The terminal date for the production of these 
bowls is at present uncertain. At Tel Anafa they 
are common until the end of the Hellenistic occu
pation, early in the first century B.C., and in 
Jerusalem fragments have been found in a stepped 
bath sealed by a paved road, ca. 50-40 B.C. 11 At 
Knossos on Crete there appear to be a few frag
ments of group A bowls in Roman well deposits 
dated to the end of the first century B.C. and the 
early years of the first century A.D. 12 But all these 
dates indicate when the fragments were sealed 
into the deposits and not when they were made 
or in use. Accordingly, mainly on the basis of 
negative evidence, it seems that the production 
of these bowls ceased during the latter half of the 
first century before Christ, probably by rnid
century. 
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All photographs and profiles of bowls are 
shown ¼ actual size. 

Map, chart and profiles drawn 1,y John Huffstot. 

AT MISSOURI there are three bowls which fall into 
group A. Two are conical; the third is hemispher
ical (Figs. 1-3). All are cast, wheel-polished inside 
and on the outside of the rim, and fire-polished 
outside, except where specifically noted. 

1. Acc. No. 74.49. Conical bowl, intact; greenish yellow. Iri
descence, much pitting. Rim with rounded edge; convex 
curving sides; convex bottom. Three horizontal interior 
grooves. On exterior at bottom, three horizontal grooves. 
Cast, wheel-cut and polished on both surfaces. Purchased; 
provenance unknown. 
H. 8.5 cm.; D. 15.7 cm.; Max Th . . 9 cm. 
2. Acc. No. 70.109. Conical bowl, complete but cracked with 
small restoration; colorless with greenish tinge and a purple 
streak. Iridescence, pitting, some corrosion. Rim with rounded 
edge; convex curving sides; convex bottom. Three horizontal 
interior grooves, two in a band below rim, one farther down. 
Exterior fire-polished but with some wheel-polishing marks. 
Purchased in Jerusalem. 
H. 8.3 cm.; D. 14.2 cm.; Max. Th . . 14 cm. 
3. Acc. No. 78.86. Shallow hemispherical bowl, complete 
(two joining fragments); greenish yellow. White weathering 
and pitting. Rim with nearly pointed edge; convex curving 
sides; convex bottom. One horizontal interior groove. Con
siderable modem repolishing on both surfaces. Purchased in 
Jerusalem. 
H. 5 cm.; D. 14.6 cm.; Max. Th .. 5 cm. 



2 

3 
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Numbers 1-3 closely resemble the conical 
and hemispherical bowls found in contexts of the 
mid- to late second century B.C. No. 1 is unusual 
in that both surfaces are wheel-polished and that 
the exterior of the bottom is decorated with deeply 
cut grooves and corresponding ridges. The 
thinness of No. 2 is noteworthy, if only because it 
illustrates the skill of the Hellenistic glassmaker 
in grinding al)d polishing the surfaces of the 
bowls after casting. 

A fourth bowl at the Museum may also 
belong to group A (Fig. 4): 

4. Acc. No. 61.17. Small hemispherical bowl, complete with 
restored chip on rim; golden brown. Iridescence and pitting. 
Rim with rounded but uneven edge; convex curving sides; 
slightly convex bottom. A single horizontal interior groove 
imperfectly cut below rim. From Syro-Palestinian area. 
H. 4.6 cm.; D. 8.4 cm.; Max. Th .. 6 cm. 

The color, thickness and manufacturing 
technique of the bowl are similar to some of group 
A, but its small size and nearly flat bottom are 
unusual. Nonetheless, itis possible that it belongs 
to the group and dates to the late second or early 
first century B.C. 
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THE SECOND TYPE of cast bowl is represented by a 
previously unpublished piece in the Stanford 
University Museum of Art (Chart and Fig. B). 13 

This golden brown bowl is decorated with vertical 
flutes and a band of horizontal grooves and ridges 
cut on the exterior surface. It is similar to several 
fragmentary and intact bowls, here referred to as 
group B, found on Syro-Palestinian and Aegean 
sites. These are related to cast vessels dating 
from the fifth to first century B.C. that imitate 
Greek and Hellenistic silver. 14 Fragments of six 
fluted bowls excavated at Tel Anafa, and a sev
enth from Samaria, appear to belong to this par
ticular group, and suggest that the group has 
a Syro-Palestinian origin. Comparable intact 
examples are in the Palestine Archaeological 
Museum in Jerusalem and the Museum Haaretz 
in Tel Aviv. Others were found on Delos, in the 
Athenian Agora and in a burial near Pylos. 15 In 
almost every case the fluted bowls were dis
covered in contexts also containing grooved bowls 
of group A. 

The bowls of group B are characterized by a 
deep hemispherical shape, a convex bottom and 
a slightly outsplayed rim. Decoration takes the 
form of parallel cut flutes extending from a hori
zontal band of circular grooves at the bottom of 
the vessel to a broad horizontal band of pro
nounced grooves and ridges beneath the rim. 
Generally, there is a star or rosette motif (cut or 
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B. Castandgroundflutedbowl. ¾actualsize. Photo 
courtesy of Stanford University Museum of Art. 
Stanford Collections 17284. 

abraded) within the circular grooves on the bot
tom. Diameters vary between 13 and 15 ems., 
and thicknesses range from .3-.4 cm., with little 
or no tapering from rim to base. These vessels 
were cast in two-part molds, wheel-polished on 
the interior and the outside of the rim . In most 
instances they are golden brown, greenish yel
low or light green in color. An unusual bluish 
green example with an ovoid shape and vertical 
rim is in the collection of the Toledo Museum 
of Art. 16 

In addition to similarities of shape, manu
facturing technique and color between the bowls 
of group Band those of group A, it may be noted 
that they are found together in contexts of the 
last half of the second century or the early first 
century B.C. At Tel Anafa three of the six frag
ments found were in loci belonging to the second 
half of Phase II (125-95 B. C.). Fragments from the 
Athenian Agora and Pylos also are from second
century contexts. At Samaria the bottom of a 
fluted bowl was found in a late first-century level, 
but an almost identical fragment at Tel Anafa is 
from a late second-century deposit.17 On the 
basis of this evidence, albeit provisional, it appears 
that this variety of fluted bowl was made during 
the second century in the Syro-Palestinian area, 
then exported along with the grooved bowls of 
group A to Greece and the Aegean. 
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RIBBED BOWLS comprise the third type of cast 
vessels manufactured in quantity by the Syro
Palestinian industry. These (group C) are the most 
common form of cast tableware made by the later 
Hellenistic and early Roman glass factories, and 
they enjoyed the widest geographical distribu
tion in antiquity of any type of cast glass (Chart). 
They also were the last variety with Hellenistic 
ancestry to disappear from the marketplace, espe
cially in the western Mediterranean, where they 
were still being made and sold as late as A.D. 79. 18 

Unlike the bowls of group A, the bowls of 
group C are less homogeneous, and there are 
sufficient differences in shape, color, ribbing and 
so forth to separate them into a number of sub
groups. These variations not only indicate nu
merous workshops but also different periods and 
regions of manufacture. The bowls possibly ap
peared first in the Syro-Palestinian area, then 
were imitated both in the eastern Mediterranean 
and in Italy. 

At Missouri there are three ribbed bowls, 
and they exemplify three of the variations most 
frequently encountered (Figs. 5-7): 

5. Acc. No. 70.312. Hemispherical ribbed bowl, broken and 
mended, a fragment missing; natural bluish green. Irides
cence and pitting. Rim with rounded edge; convex curving 
sides; concave bottom. Three horizontal interior grooves: one 
below rim, the other two lower down. On exterior, thirty
three shallow ribs set diagonally, terminating at junction of 
side and bottom. Purchased in Jerusalem. 
H. 5.7 cm.; D. 12.8 cm.; Max. Th . . 3 cm. 
6. Acc. No. 73.220. Deep ribbed bowl, intact; natural light 
green. Iridescence and pitting. Outsplayed rim with rounded 
edge; convex curving sides; slightly concave bottom. Three 
horizontal interior grooves: one below rim, the other two 
lower down. On exterior, eighteen pronounced ribs set nearly 
vertically, terminating at junction of side and bottom. Gift of 
Mr. Leon Pomerance; provenance unknown. 
H. 7 cm.; D. 11.4 cm.; Max. Th . . 5 cm. 
7. Acc. No. 61.18. Shallow ribbed bowl, intact; natural bluish 
green. Iridescence and slight pitting. Rim with rounded edge; 
convex curving sides; concave bottom. Three horizontal inte
rior grooves: two at junction of side and bottom, one at center 
of bottom. On exterior, twenty-nine pronounced, almost ver
tical ribs, terminating below junction of side and bottom. 
From the Syro-Palestinian area. 
H. 4 cm.; D. 15 cm.; Max. Th .. 3 cm. 
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The ribbed bowls are generally smaller than 
the bowls of group A. Diameters vary consider
ably, but most range between 10 and 15 ems. 
Thicknesses also vary, but in general the walls 
are thinner than those of earlier cast vessels . The 
commonest shapes are hemispherical (No. 5) and 
sub-hemispherical, some vessels being fairly deep 
(No. 6), others shallow and broad (No. 7). Rims 
may be vertical (Nos. 5, 7) or slightly outsplayed, 
giving the profile a gentle S-curve (No. 6). Most 
important, the bottoms of these bowls are flat or 
slightly concave . This contrasts markedly with 
the convex bottoms found on the bowls of groups 
A and B. 

The ribbing can take numerous forms, re
gardless of vessel shape. In some the ribs are 
little more than irregular bosses set around the 
center of the body; in others they are a series of 
closely set vertical ridges, either rounded (No. 5) 
or sharp . In some instances the ribs are set only 
on the shoulder; in others they extend to the 
junction of the side and bottom. Still other bowls 
have pronounced, rounded ribs, uniformly and 
symmetrically spaced. These either begin at the 
shoulder and taper to the junction of the side and 
bottom (No. 6) or extend underneath the vessel, 
forming a resting surface (No. 7) . These last are 
often referred to as "pillar-moulded" bowls, a 
quaint term introduced in nineteenth-centruy 
England . 

The interior grooves, so characteristic of the 
earlier Hellenistic bowls, are also present on the 
ribbed bowls but they tend to follow more pre
dictable patterns. Quite common is a single groove 
on the inside below the rim, and two lower 
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grooves around the center of the body (Nos. 5 
and 6) . Alternatively, it is not unusual to find a 
band of two grooves at the junction of the side 
and bottom and a small circular groove at the 
center of the bottom (No. 7). In either case the 
grooves are decidedly narrower, shallower and 
usually fewer in number than those associated 
with group A. 

The coloration of the ribbed bowls also con
trasts with that of the grooved bowls . Most are 
natural light green or bluish green, but many are 
strongly colored, usually royal blue or purple . 
These strong colors are wholly lacking in the 
bowls of group A. Shades of golden yellow to 
golden brown, however, are frequent, but 
greenish yellow is unusual. Few ribbed bowls are 
colorless . Polychrome mosaic-glass ribbed bowls 
are also numerous. Generally they are found in a 
marbled pattern with a purple, golden brown or 
dark blue ground and opaque white or opaque 
yellow veining. However, since the mosaic ribbed 
bowls seem to be principally of Italian origin, 
they are not dealt with further here . 

The ribbed bowls were manufactured in the 
same way as the grooved bowls. Like them, they 
are wheel-polished on the interior and on the top 
and outside of the rim. Often the polishing cuts 
across the tops of the ribs. The rest of the exterior 
appears fire-polished. The precise methods used 
to make these vessels are uncertain .19 

The ribbed bowls have usually been assigned 
to the first century A.O . 20 This dating however, 
rests almost entirely on evidence derived from 
Roman legionary camps and civil settlements in 
western and northern Europe, areas not occu-



pied by the Romans until the first century after 
Christ. Recent examination of the glass from late 
Republican or Augustan levels at Casa in Etruria, 
at the Regia (forum Romanum) and House of Livia 
in Rome, and at Morgantina in central Sicily now 
show thatin Italy ribbed bowls, both polychrome 
and monochrome, were being manufactured in 
quantity in the last decades of the first century 
B.C. 21 Furthermore, at Tel Anafa and other 
Syro-Palestinian sites there is some evidence, 
albeit tentative, to suggest an even earlier date 
for the initiation of the type. A burial at En-Gedi 
in the Judaean desert, dated to before ca. 40 B.C., 
contained a flat-bottomed monochrome bowl 
with irregular boss-like ribs. Fragmentary ribbed 
bowls at Ashdod, Tel Anafa and Samaria are also 
attributed to the late first century B.C. 22 These 
data suggest that the monochrome ribbed bowls 
are a development of the second half of the cen
tury, possibly beginning as early as ca. 50 B.C. 

The terminal date for the production of ribbed 
bowls appears at present to differ in the eastern 
and western Mediterranean. In Italy and the 
western Roman provinces they are known to 
survive until after A.O. 79. Eight shallow "pillar
moulded" bowls in natural bluish green glass 
were found nested together in their packing crate 
in a shop at Herculaneum. Presumably they were 
of recent manufacture and were awaiting sale 
when the shop was destroyed by the eruption of 
Mount Vesuvius. At Vindonissa in Switzerland, 
fragments appear in levels dating as late as A.O. 
100, and along Hadrian's Wall in Britain they are 
found in Trajanic but not in Hadrianic con texts. 23 

In the eastern Mediterranean, and specifically 
in the Syro-Palestinian area, the situation is less 
clear. Too few ribbed bowls from dated contexts 
are published to suggest how late the type con
tinued to be made and used. But at Tel Anafa, 

Samaria and Jerusalem the latest bowls are as
sociated with the last decades of the first century 
B. c. through the reign of the emperor Tiberius. 24 

· As is evident from this discussion, the ribbed 
bowls differ substantially from the bowls of group 
A. Only the basic techniques of making and 
finishing the bowls and the grooved decoration 
place them in the same tradition. Yet, atTelAnafa, 
Hagoshrim, Jerusalem, Samaria, Ashdod and 
elsewhere they are found in large numbers and 
always on the same sites as those yielding grooved 
bowls. Consequently, one may conclude that they 
were yet another product of the Syro-Palestinian 
glass industry, which had been manufacturing 
cast glassware for more than a century. 

THE FO.URTII GROUP OF BOWLS associated with the 
Syro-Palestinian factories, group D, is virtually 
identical to the ribbed bowls in shape, dimen
sions, color, manufacturing techniques, grooved 
decoration and date (Chart). The only difference 
is their lack of ribs. These linear-cut bowls are 
either deep (No. 8), hemispherical (No. 9) or 
sub-hemispherical (Nos. 10, 11) in shape, with 
diameters ranging between 10 and 15 ems. Like 
the ribbed bowls, their rims are either upright 
(Nos. 9-11) or somewhat outsplayed (No. 8), and 
their relatively thin walls taper to slightly con
cave bottoms. The disposition and patterns of 
grooves are similar to those of the ribbed bowls. 
Also like these, they appear in royal blue (No. 
11), purple and golden yellow to golden brown 
fabrics. Other examples are naturally colored, 
either light green (No. 9) or bluish green, and a 
few vessels are decolorized (Nos. 8, 10). 

Four examples are found in the Museum of 
Art and Archaeology and they represent the main 
variations which are generally present in the 
group (Figs. 8-11): 
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8. Acc. No. 70. 110. Deep bowl, intact; colorless with greenish 
tinge. Iridescence, pitting, some lime incrustation. Outsplayed 
rim with rounded edge sloping outward obliquely, nearly 
straight sides tapering to a slightly concave bottom. Three 
horizontal interior grooves: one below rim, two lower down. 
Cast, wheel-cut and polished on interior and on outside of 
rim (thus forming a distinct ridge); rest of exterior fire
polished. Purchased in Jerusalem. 
H. 8.3 cm.; D. 11.4 cm.; Max. Th . . 45 cm. 
9. Acc. No . 61 .58. Hemispherical bowl, intact; natural pale 
green, possibly decolorized. Iridescence, pitting and corro
sion. Nearly pointed rim; convex curving sides; concave bot
tom. Three horizontal interior grooves: one below rim, two 
lower down. Purchased; provenance unknown. 
H. 5.4 cm.; D. 12 cm.; Max. Th .. 4 cm. 
10. Acc. No. 70.313. Shallow bowl, intact; colorless with 
greenish tinge . Rim with flattened edge sloping outward 
obliquely; convex curving sides; concave bottom. Three hori
wntal interior grooves: one below rim, two lower down. 
Purchased in Jerusalem. 
H. 4.5 cm.; D. 16 cm.; Max. Th .. 3 cm. 
11. Acc. No. 61.22. Shallow bowl, intact; royal blue. Golden 
iridescence and slight pitting. Rim with nearly pointed edge; 
convex curving sides; concave bottom. Three horizontal inte
rior grooves: one below rim, two lower down. Purchased; 
provenance unknown . 
H . 4.6 cm.; D. 15.6 cm.; Max. Th . . 14 cm. 
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The similarities between groups C and Dare 
obvious. For example, compare the profile draw
ing of No. 5 with that of No. 9, No. 6 with 8, or 
No. 7 with Nos. 10 and 11. In view of these 
striking similarities, one may conclude that the 
linear-cut and ribbed bowls were, in many in
stances, variations of a single type of vessel. It is 
also probable that they were manufactured in the 
same areas, if not the same workshops. This is 
borne out by their pattern of distribution. In the 
Syro-Palestinian region they are found at Tel 
Anafa, Hagoshrim, Jerusalem, Samaria, Ashdod 
and other sites producing ribbed bowls. In the 
Aegean they appear with ribbed bowls at 
Knossos, Samothrace, Kourion, the Athenian 
Agora and Corinth. In Sicily and Italy they are as 
numerous as ribbed bowls at Morgantina, at Cosa 
and at the Regia and House of Livia in Rome. 25 

The linear-cut bowls first appear on several 
of the sites mentioned in the last half or third of 
the first century B.C. Thereafter, they quickly 
become one of the commonest forms of glass 
tableware. Their popularity, however, is ephem
eral, and by the close of the Augustan period 
they seem to disappear. Few are found in the 
Roman legionary encampments or towns settled 
ca. A.O. 25-50 in northwestern Europe. An un
usual purple bowl from Cosa, sealed into a de
struction level of A.O. 40-45, marks the latest 
example known to the author. 26 

IN CONCLUSION, ONE MAY ASSERT that the bowls 
in the Museum of Art and Archaeology richly 
illustrate three of the principal types of cast glass 
tableware for which the Syro-Palestinian area 
was famous in the Hellenistic and early Roman 
periods. In the second century, under the 
Seleucids, the glass industry of the region was 
either inaugurated or greatly expanded. Among 
its first successes were the conical and hemispher
ical grooved bowls of group A and the less com
mon but more ornate fluted bowls of group B. 
These in tum were supplanted in the mid-first 
century by the ribbed and linear-cut bowls of 
groups C and D. By this time the Syro-Palestinian 
monopoly on cast tableware ceased and factories 
spread to Italy and elsewhere. Also in the middle 
of the first century B.C. the technique of glass 
blowing was discovered. This was to transform 
the industry and enable craftsmen to manufac
ture tableware anywhere quickly and cheaply. 
Ultimately this led to the end of the casting 
tradition. Nevertheless, it must be recalled that 
this invention was also a product of the Syro
Palestinian region, perhaps of the very workshops 
that had been making cast bowls for over a 
hundred years. 

DAVID F. GROSE 
University of Massachusetts-Amherst 

65 



'Strabo, Geog. 16.2.25; Pliny the Elder, Hist. Nat. 36. 190-193. 
Cf. Tacitus, Hist . 5. 7; Josephus, Wars 2. 189-191. For discus
sion of the date of Strabo's Geography, see A. Diller, The 
Textual Tradition of Strabo's Geography (Amste.rdam 1975) 3-7. 
Since there is no evidence that Strabo's Geography was 
available to Pliny (Diller, op.cit. 7), it appears that there 
were several widely circulated stories associating the Syro
Palestinian area with glass manufacture. 

2Forpreliminaryreports, see S. S. Weinberg, "Te!Anafa-A 
Problem-Oriented Excavation," Muse 3 (1969) 16-23; "Tel 
Anafa: The Second Season," Muse 4 (1970) 15-24; "Tel 
Anafa: The Third Season," Muse 5 (1971) 8-16; and "Tel 
Anafa: The Fourth Season," Muse 6 (1972) 8-18. A second 
series of excavations, undertaken jointly by the University 
of Missouri and the University of Michigan, began in 1978: 
see S. C. Herbert, "New Campaign at Tel Anafa, 1978," 
Muse 12 (1978) 21-29, and article in this volume, p. 16. 

3For a preliminary report on the glass found in 1968 and 
1969, see G. D. Weinberg, "Hellenistic Glass from Tel 
Anafa in Upper Galilee," Journal of Glass Studies 12 (1970) 
17-27. I am preparing the final report; the typology and 
dating of the material from Tel Anafa, referred to here, are 
based on my work. 

4This phase, designated by the excavators as the second half 
of Phase II, is dated between ca. 125 and 95 B.C. No frag
ments of cast bowls were uncovered from the preceding 
phase, which is dated ca. 150-125 B.C. Phase III, originally 
dated to ca. 95-80 B.C., has now been found to contain both 
Hellenistic and Herodian/Roman material (see Herbert, 
note 2 above), and is now associated with the late first 
century B.C. and early first century A.D. 

5 See notes 4, 8, and 9. 
6See D. B. Harden, "The Canosa Group of Hellenistic 
Glasses in the British Museum," J.G.S. 10 (1968) 21-47; A. 
Oliver, Jr., "Millefiori Glass in Classical Antiquity," J,G .S. 
10 (1968) 48-54, 68-69; Oliver, The Reconstruction of Two 
Apulian Tomb Groups, Antike Kunst, Beiheft 5 (Bern 1968) 
20-24; and A. von Saldem, "Two Achaemenid Bowls and a 
Hoird of Hellenistic Glass Vessels," J.G.S. 17 (1975) 40-46. 

71 am grateful to Dr. Constance Barsky Katz, formerly with 
the Department of Geology, University of Missouri
Columbia, for spectroscopic analyses of samples of the 
glass from Tel Anafa . Her report will appear in the final 
publication of the site. Approximately one half of the frag
ments at Tel Anafa are colorless, one quarter golden brown, 
one quarter greenish yellow. 
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nian Agora," Hesperia 30 (1961) 389-390, 392; nos. 9-16, 
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the third century B.C., which is generally regarded as too 
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Roman and Pre-Roman Glass (Toronto 1975) 17-18, note 17, 
and Oliver, Antike Kunst, loc. cit., 23; G. A. Reisner, Samaria 
I (Cambridge, Mass. 1924) 329-331, nos. II 7c, Sb, lla; fig. 
203; G. M. Crowfoot in Samaria III (London 1957) 403-404, 
no. 2, fig. 93. For a hemispherical bowl dated to the second 
century from Reggio-Calabria, see Weinberg, "Glass from 
the Agora," 390, pl. 94, f; a bowl from a second-century 
burial at Naxos (Sicily) was brought to my attention by Dr. 
Malcolm Bell, University of Virginia. 

9For Jerusalem see C. N. Johns, "The Citadel, Jerusalem," 
Quarterly, Department of Antiquities of Palestine 14 (1950) 139, 
fig. 10 a; L. J. Rahmani, "Jason's Tomb," Israel Exploration 
Journal 17 (1967) 89, fig. 18. For Delos see Bruneau, et al, 
L'Ilot de la maison des comediens, Delos 27 (Paris 1970) 234-235, 
nos. C304-306, pl. 38. For Athens see Weinberg, "Glass 
from the Agora," 392, no. 8, pl. 91 . For Cosa see D. F. 
Grose, ''The Glass from the Roman Colonia of Cosa," Bulle
tin de l' Association Internationale pour l'Histoire du Verre 7 
(1973-1976, published 1977) 178, fig. 189, no. 5. For Volterra 
see M. Cristofani, "Scavi nella necropoli de! Portone (1971): 
tomba ellenistica," Notizie degli Scavi (1975) 22. For the 
Sudan see D. Dunham, The Royal Cemeteries of Kush , IV, The 
Royal Tombs at Mercie and Barkal (Boston 1957) 78, no. 
21-12-190, fig. 50; 93, no . 16-2-178, fig. 61. Other sites 
producing bowls of Group A include Ashdod and Corinth, 
but the contexts are not dated: D. Barag in M. Dothan and 
D. N. Freedman, Ashdod I Uerusalem 1967) 36-37, 72-73, 
nos. 1-6, and G. R. Davidson, The Minor Objects, Corinth 12 
(Princeton 1952) 95-%, nos. 399-401, figs, 6-7. 

10Hayes, Roman and Pre-Roman Glass, 2, 16-18, argues on the 
basis of his excavations at Knossos (see note 12) that the cast 
bowls are dated too early by Weinberg in "Glass from Tel 
Anafa," 18. The discrepancy between the two statements 
lies in the fact that Hayes does not distinguish between the 
Hellenistic grooved bowls (group A here) and the later 
Hellenistic and Roman ribbed and linear-cut bowls (groups 
C and D). 

11N. Avigad, "Excavations in the Jewish Quarter of the Old 
City of Jerusalem," I.E.]. 22 (1972) 198-200, fig. 4, pl. 45. 



12Hayes, "Four Early Roman Groups from Knossos," Annual 
of the British School at Athens 66 (1971) 253, 261, 272; figs. 6, 
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13Stanford Collections 17284. H.7.3 cm.; D.12.2 cm. 
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probably in 1899. The author expresses his thanks to the 
Stanford University Museum of Art for permission \o illus
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14 See A. Oliver, Jr., Silver for the Gods (Exhibition, Toledo 
Museum of Art 1977) nos. 7, 10-12, 41, 42 for examples of 
silver bowls with vertical fluting and rosette or star patterns 
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9 (1967) 38-39, no. 10, fig. 11; Hayes, "Four Groups from 
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25Weinberg, "Glass from Tel Anafa," 20, nos. 16-17, 20, pos

sibly others in fig. 3, dating the author's; Harden, "Glass," 
77-78, no. 7, pl. 20; Reisner, Samaria I, 406-407, nos. 2, 4, 
fig. 93; Hayes, ''Four Groups from Knossos," 253,261,272, 
figs. 6, 12, 19, pl. 41; Dusenbery, "Glass from Samothrace," 
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of the Necropolis of Ayios Ermoyenes at Kourion," American 
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Endowment Members 

Benefactors 

Gifts of objects of art and/or cash 
of at least $10,000 

Mr. and Mrs. A. M. Adler 
Dr. and Mrs . Renato Almansi 
Ames Partners 
Theodore E. Bachman 
Thomas Hart Benton• 
Boone County Community Trust 
Ella Brummer 
Mr. and Mrs. Marshall Butler 
Mr.• and Mrs. Julius Carlebach 
Joseph P. Carroll 
Ronald Clyne 
William D. Curtis 
J. Lionberger Davis• 
Development Fund, UMC 
Samuel Eilenberg 
Leonard Epstein 
Mrs. Milton Fischmann 
J. Russell Forgan 
Sarah C. France• 
Dr. and Mrs. Arthur F. Furman 
Allan Gerdau 
Mr.• and Mrs. Martin J. Gerson 
Neal and Carole Gordon 
Mr.• and Mrs. Milton Gross 
Ivan B. Hart• 
Mr. and Mrs. Leland Hazard 
Mr. and Mrs. Justin Kerr 
Samuel H. Kress Foundation 
Mr. and Mrs. Sam Langsdorf, Jr. 
W. James Lopp II 
Mrs. Thomas 0. Mabbott 
Mrs. David McLorn 
Mr. and Mrs . Cedric H. Marks 
Morton D. May , 
Mr. and Mrs . Edward H. Merrin 
Joseph Milgram 
Dr. and Mrs . Werner 

Muensterberger 
Museum Associates 
David R. Nalin 
Richard Nalin 
National Endowment for the Arts 
Eric Neff 
David T. Owsley 
Mr. and Mrs . George Schriever 
Mr. and Mrs . Marvin Small 
Bernard Sperling 
Mrs. Lyman Spitzer 
Student Fee Capital Improvements 

Committee, UMC 
Irwin A. Vladimir 
Ors. Saul and Gladys Weinberg 
Mr. and Mrs. Stanley Westreich 
Alan D. Wolfe 
Wunsch Americana Foundation 
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Museum Associates Membership through December 31, 1979 

Sponsors 

Gifts of objects of art and/or cash 
of at least $5,000 

Alvin John Accola 
Ancell Enterprises, Inc. 
Aaron Bohrod 
Barbara 5. Bolling 
Deborah Booker 
Columbia Clinic 
Michael De Havenon 
Dr. and Mrs. Olristopher A. Graf 
Mr. and Mrs. Howard W. Lipman 
Dr. and Mrs. Gwilym 5. Lodwick 
Stanley Marcus 
Lucy Miller 
Mr. and Mrs. Earl Morse 
Dr. and Mrs. Frederick P. Nause 
Mr.• and Mrs.• William Olden 
Pittsburgh Plate Glass Foundation 
W. Tjark Reiss 
Samuel Rubin 
Mr. and Mrs. James Symington 

•Indicates deceased 

Fellows 

Gifts of objects of art and/or cash 
of at least $2,500 

American Academy and Institute 
of Arts and Letters 

Mr. and Mrs. Russell M. Arundel 
Mr. and Mrs. Robert M. Aulgur 
Estate of Ann Sorency Bedell 
Frank M. Berger 
Mr. and Mrs. John N. Booth 
Dr. and Mrs. Thomas 5. Culley 
Ingeborg de Beausacq 
J. D. Fink 
Joseph 0. Fischer 
Prof.• and Mme. R. Ghirshman 
Mrs. Burdett Green 
M. William Joel 
Peter W. Josten 
Mr.• and Mrs. Ely Jacques Kahn 
George Lazarnick 
Samuel Lindenbaum 
Susan Long 
Maya Corporation 
Mr.• and Mrs. H. A. Metzger 
Richard Miller 
Missouri Arts Council 
Mr. and Mrs. Robert G. Osborne 
Henning W. Prentis• 
Bernard Richter 
Bess Schooling Memorial Fund 
Dr. and Mrs. Martin H. Stein 
Irene 5 . Taylor 
Waldo E. Tyler 

Patrons 

Gifts of objects of art and/or cash 
of at least $1 ,000 

Anonymous 
Arts and Science Student 

Government 
Edzard Baumann 
Charles Ulrick and Josephine Bay 

Foundation 
Stuart Borchard• 
Prof. and Mrs. Robert F. 

Bussa barger 
Dr. and Mrs. William H. Byler 
5. Woodson Canada 
James Peter Chin 
David Dolnick 
Marie Farnsworth 
Mr. and Mrs. Martin Goodman 
Douglas R. Hansen 
Mrs. Erskine M. Harmon• 
Paul D. Higday 
Mr. and Mrs. Ralph A. Hovey 
George M. Jaffin 
Mary Paxton Keeley 
Mr. and Mrs. Milton McGreevy 
Peter Marks 
James V. Moseley 
Allan Parker 
Oswald D. Reich 
Mrs. Seymour J. Schoenfeld 
Jean-Pierre Selz 
Frederick Shane 
Ors. Ann and Robert Walzer 
Mr. and Mrs. D. N. Wilber 
Mr. and Mrs. Laurence Witten 
George Zacos 
Mr. and Mrs. Samuel Zeigen 



Life 

Gifts of objects of art and/or cash 
of at least $500 

Mr. and Mrs. Allen Baker 
Catherine Balton 
John Hart Benson 
W. R. Benson III 
Miriam Bergman 
Mr. and Mrs. A . L. Berliner 
Mrs. Egon Bernath 
Mr. and Mrs. Judson Biehle 
Dr. and Mrs. William Biers 
Lillian Bischoff 
John S . Blakemore 
Mr. and Mrs. Arthur Brin 
Mr. and Mrs. John Dimick 
Mr. and Mrs. James I. Dolliver 
Dr. and Mrs. Elmer Ellis 
Dr. and Mrs. Robert F. Karsch 
C. Ruxton Love• 
Gawain McKinley 
Mr. and Mrs. Robert Manhart, Sr. 
Mrs . Frederick Matson 
Ramona Morgan 
Mr. and Mrs. H . K. Negbaur 
Alice A. Pauw 
Mrs. Floyd Pearman 
Mr. and Mrs. Charles J. Proctor 
Mrs. Harold Riback 
Mr. and Mrs. James Rogers 
Mr. and Mrs . Norbert Schimmel 
Dr. and Mrs. Herbert W. 

Schooling 
Mr. and Mrs. John Shoenberg 
Dr. and Mrs. David Soren 
Aurelia• and Elizabeth Spalding 
Prof. and Mrs. Frank H. Stack 
Mrs. Roy Swindell 
Anna _Marguerite McCann 

Taggart 
Mr. and Mrs. Joseph Ternbach 

Life 

Sixty years and older; contribution of 
at least $250 

Mrs. John Buchroeder 
Mr. and Mrs. William Fratcher 
Elizabeth Worrell 

Annual Members 
during 1979 

Contributing, Sustaining, 
Corporate 

Contribution of at least $25 

Mr. and Mrs. P. R. M. Armstrong 
Mr. and Mrs. C. W. Ballew 
Mr.and Mrs. Gerald L. Barger 
Barth Clothing Co. , Inc. 
Robert M. Barton 
Mrs. Andrew J. Bass, Jr. 
Dan Bayless 
Best Tapes and Records 
Mr. and Mrs. Menefee D. 

Blackwell 
Mr. and Mrs. William Bondeson 
Dr. and Mrs. Eugene M. Bricker 
Jane Brinton 
Mr. and Mrs. Edmond Brown 
Mr. and Mrs . Ronald G . Burgess 
Dr. and Mrs. Arland Christ-Janer 
Elizabeth F. Cooper 
Dr. and Mrs. Gerald V. Cupp 
Mr. and Mrs. Robert S. Daniel 
Dr. and Mrs. James C. 

Denninghoff 
E. and V. H. Dropkin 
Mr. and Mrs. John Epple, Jr. 
Mr. and Mrs. William B. Fisch 
First National Bank & Trust 

Company 
Douglass L. Freed 
Robert E. Garrett 
Mr. and Mrs. M. Stanley Ginn 
Henry C. Gold 
Mr. and Mrs. Norman 

Granneman 
Russell Green 
Mrs. Albert G. Hogan 
Donna Holsten 
Mr. and Mrs. David Horner 
James A. Hourigan 
Catherine L. Hunt 
Dr. and Mrs. Midlael F. Kaplan 
Yvonne M. Ketcham 
Mr. and Mrs . Toimi Kyllonen 
Margaret Mangel 
Frances Maupin 
Mr. and Mrs. Michael Menser 
Prof. and Mrs . Dallas K. Meyer 
Agnes Moon 
Prof. and Mrs. Charles Mullett 
Mayme Neel 
Dr. and Mrs. Boyd O'Dell 
Marian M. Ohman 
Joy N. Oldham 
Dr. and Mrs . James C. Olson 
Parents Without Partners, 

Chapter 211 
Mary Banks Parry 
Mr. and Mrs. Robert W. Paterson 
Dr. and Mrs. John W. Payne 
Mr. and Mrs. Perry Philips 
Mrs. C. T. Pihlblad 
Mr. and Mrs. G . W. Potter 

Mr. and Mrs. George Preckshot 
Mr. and Mrs . Les Proctor 
Mr. and Mrs . Allan W. Purdy 
Mr. and Mrs. George Reed 
Mr. and Mrs. A. W. Rinderknecht 
Naomi Ritter 
Eleanor Roberts 
Irene Rogers 
Mr. and Mrs . Booker Hall Rucker 
St. Louis Federal Savings & Loan 

Association 
Mr. and Mrs. W. T. Sappenfield 
Dr. J. Harvey Saunders 
Mrs. John Shapley 
Mr. and Mrs . Robert C. Smith 
M. W. Sorenson 
Stephens College Art Department 
Vera B. Townsend 
John L. Walker, Jr. 
Luverne Walton 
Mr. and Mrs . Norman Weinberg 
Dr. and Mrs. James M. A. Weiss 
Mr. and Mrs. S. G. Wennberg 
Prof. and Mrs. John White 
Mr. and Mrs. Jackson A. Wright 
KayM . Young 
Mr. and Mrs. Raymond A. Young 
Mr. and Mrs. Ross D. Young 

Family, Individual and Student 

Mr. and Mrs. I. C. Adams 
Hans K. Adldinger 
C. Toney Aid 
Joyce Agris 
Karla K. Albertson 
Helen Allen 
Eugene M. Amend 
Dr. and Mrs. George Amromin 
Prof. and Mrs. Donald K. 

Anderson, Jr. 
Elizabeth Anderson 
La Veta Ann Anderson 
Sara L. Andren 
Dr. and Mrs . James Andrews 
Catherine D. Anspon 
Dr. and Mrs. A. S. Artley 
Midlael H. Arwe 
Shelly Croteau Arwe 
BDR Associates 
Mr. and Mrs. William Bahr 
Dr. and Mrs. A. Sherwood Baker 
Eugenia Owen Banks 
Dr. and Mrs. Giulio Barbero 
William H. Barnes 
J. Robert Barth, S.J. 
Mr. and Mrs. William H . Bates 
Mr. and Mrs. Royal D. M. Bauer 
Mr. and Mrs. John E. Bauman, Jr. 
Richard G. Baumann 
Mr. and Mrs. Thomas 

Baumgardner 
Katy Daniel Bear 
Mr. and Mrs. James M. 

Beauchamp 
Mr. and Mrs. Paul H. Bebermeyer 
Karen Becker 
Ralph and Myra Bedell 
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Alma A. Bennett 
Mr. and Mrs. H. E. Bent 
MaryH. Bent 
Mr. and Mrs. Robert C. Berger 
Prof. and Mrs. Jerry Bemeche 
Mr. and Mrs . Van W. Best 
Alice Ann Bickley 
Mrs. W. B. Bickley 
Dr. and Mrs. Joseph Bien 
Susan Billiard 
Laura Billings 
Samuel E. Bishop 
Mr. and Mrs. Robert Blakey 
Dr. and Mrs. Paul 0. Boyle 
Bob Brady 
Dr. and Mrs. Paul Braisted 
Naomi Braselton 
Sheryl Breadman 
Prof. and Mrs . Harold F. 

Breimyer 
Jeaneice Brewer 
Dave and Terry Brown 
Gloria Brown 
Dr. and Mrs. Herbert E. Brown 
Scottie Brown 
Tom Brown 
Hillary Browne 
Barbara L. Brugger 
Diane Brukardt 
Dr. and Mrs. James Bumgarner 
Dr. and Mrs. Roger Bumgarner 
Dr. and Mrs. J. Fletcher Burge 
Paul D. Burgess 
Stephanie Burr 
Mr. and Mrs. Lawrence A. 

Callaway 
Mr. Benedict J. Campbell 
Dr. and Mrs. Rex R. Campbell 
Katharine C. Candee 
Anne Carman and JP, Powell and 

Chris 
Marjorie Carpenter• 
Barbara J. Carr 
Jean Cos ten Carr 
Mr. and Mrs. Boyd Carter 
Ron and Judy Carter 
Dr. and Mrs. A. A. Case 
Bernita Cauthon 
Mr. and Mrs. Han Chang 
Mr. and Mrs. Augustus Clark 
Francis Coffin 
Dr. and Mrs . Jack Colwill 
Robert G. Combs 
Esther Connell 
Warren L. and Elizabeth J. 

Conner 
Mr. and Mrs.• Albert Cooper 
Dr. and Mrs. J. C. Cope 
Clarence M. Corbet 
Leslie Cornell 
Maura F. Cornman 
David L. Cowan 
Bill Cowgill 
Phyllis Cree 
Dr. and Mrs. Donald Creighton 
Mr. and Mrs. Edgar M. Crigler 
Les Crocker 
Mrs. William B. Crowder 
Deborah Crowe 
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Noble E. Cunningham, Jr. 
Daniel Daigle 
Mrs . S. P. Dalton 
Constantinos Danopoulos 
Dr. and Mrs. David Davis 
Mrs. Fred Davis 
John N. Davis 
Mrs . Haskell S. Dawson 
Anthony C. DeBellis 
Fortune Decker 
Shelly Gay Dedmon 
Dr. and Mrs. William D. Dellande 
Roger and Carolyn deRoos and 

Family 
Prof. and Mrs. Leon T. Dickinson 
Mr. and Mrs. Charles W. Digges 
Dorothy A. Divilbiss 
Jay D. Dix 
Joan Doherty 
Annice Donavan 
Dr. and Mrs. H . Denny Donnell, 

Jr. 
Bridget Doyle 
Pamela A. Draper 
Edwin A. DuBois, Jr. 
Mr. and Mrs. George F. DuBois 
Mr. and Mrs. Donald W. Dugan 
Dr. and Mrs. Donald P. Duncan 
Susan G. Duncan 
Mr. and Mrs. Robert Eastman 
Mr. and Mrs. Willard Eckhardt 
Alice Edwards 
Mrs. N. W. Edwards 
Mr. and Mrs. Brent Eelman 
George Ehrlich 
Dr. and Mrs. A. Eisenstark 
Mr. and Mrs. Stanley Elmore 
Mrs. H. H. Elwell 
Linda M. Emanuel/Carl S. 

Berkowitz 
Dr. and Mrs. Joseph A. Engelman 
Mary S. Enns 
Mr. and Mrs. Robert Epple 
Mrs. Alex D. Estes 
Virginia Etheridge 
Mr. and Mrs. Earl Evans 
Jonette L. Evans 
Dr. and Mrs. W. H. Eyestone 
Charlaine Ezell 
Dee Abadir Fabacher 
Dr. and Mrs. W. H. Fales 
Dr. and Mrs. Mehdi Farhangi 
Corinne Farrell 
Trudie Fasel 
Mr. and Mrs . Boyd Faulkner 
Mr. and Mrs. Martin L. Faust 
Armando R. Favazza 
Arthur Feldman 
Mr. and Mrs. Charles Ferguson 
Dr. and Mrs . Marion Fields 
Mr. and Mrs. David A. Fischer 
Dean and Mrs. Roy M. Fisher 
Georgia Fitzgerald 
Mrs. M. D. W. Folk 
Mary Louise Fritz 
Dr. and Mrs. Bartley R. Frueh 
Alice E. Fugate 
Prof. and Mrs. Howard W. 

Fulweiler 

Mrs. Robert W. Gaines 
Jean Garrett 
Joe Gaschen 
Ors. Richard and Beverly Gelwick 
Dr. and Mrs. Melvin D. George 
Marilyn Gerrard 
Mary E. Gibbs 
Libby Gill 
Newell S. Gingrich 
Steven and Renee Klish Ginsberg 
Noel P. Gist 
Stephen C. Glover 
Herbert S. Goldberg 
Samuel S. Goldberg 
Prof. and Mrs. Alvin G. 

Goldstein 
Sidney M. Goldstein 
Dr. and Mrs . Robert N. Goodman 
Ellen Gough 
Mr. and Mrs. Charles Gowans 
Madeleine K. Grapes 
Avis Graham 
Mrs. Harold A. Graver 
Mrs . J. E. Graves 
Marcia Grawunder 
Mary Jo Green 
Susan E. Green 
Mrs . William H. Green 
Mr. and Mrs. John H. Gribbin 
Ann E. Guell 
Mr. and Mrs. James Gulacsik 
Anna Sophocles Hadgis 
Richard Hagelberger 
Virginia Hagemann 
Donna Haley 
Dee and Peter M. Hall 
Judy Halla 
Heather Hallenberg 
Mr. and Mrs . Fowler Hamilton 
Dene Hammond 
Marie Hanna 
Sheila Hannah 
Linda D. Harper 
Prof. and Mrs . Mark P. Harris 
Mrs. Marshall M. Harris 
Barbara Harrison 
Helen K. Harrison 
Rona Harth 
Glen D. Hartley 
Caroline E. E. Hartwig 
Dr. and Mrs. J. C. Hawkins 
Lola M. Hawkins 
Pauline D. Heinberg 
Keith Heligman 
Mr. and Mrs. Richard Helmick 
Prof. and Mrs. Delbert D. 

Hemphill 
Prof. and Mrs. Gary L. Hennigh 
Karen I. Henricks 
Kae Hentges 
Mr. and Mrs. Paul Hess 
Mr. and Mrs. Ernest Hilderbrand 
Martha E. Hildreth 
Prof. and Mrs. Charles H. 

Hinnant 
Mrs. John Hinton 
Florence Hitzel* 
Claudia Hochberg 
Louis V. Holroyd 

Margaret Howie 
Prof. and Mrs. Justin C. Huang 
John S. Huffstot 
L. Stanley Humphreys 
Doug Hunt 
Elizabeth Hunter 
Prof. and Mrs. E. H. Hunvald, Jr. 
Audrey L. Hurley 
Mr. and Mrs . Donald Huston 
Mrs. M. E. Jackso_n 
Dr. and Mrs. Raymond Jahn 
Bruce Jarvis 
Dr. and Mrs. Harlan Jensen 
Mr.• and Mrs. Hurst John 
Barbara L. Johnson 
Cyndee Johnson 
Elizabeth Johnson 
Mr. and Mrs. H. E. Johnson 
W. McAllister Johnson 
Willoughby H . Johnson 
Mrs. Louise Jones and Family 
Prof. and Mrs. Russell M. Jones 
Roger L. Jungmeyer 
Robert Ka bak 
Kathleen Kaiser 
Audrey J. Kalafatich 
Larry A. Kantner 
Debra Karwoski 
Nancy Katzman 
C. Bud Kaufmann 
Mrs . Everett Keith 
Deborah Kempe 
Elizabeth L. Kennedy 
Mr. and Mrs. John P. Kennedy 
Katherine Ellen Kime 
Edward King 
Mr. and Mrs. John G . King 
Treva Kintner 
Patricia Klobe 
Lois Knowles/Beulah McFarland 
Mr. and Mrs. Fred E. Koehler 
Marcia Koenig 
Dr. and Mrs. Owen Koeppe 
Mr. and Mrs. C. J. Krauskopf 
Aaron and Nikki Krawitz 
Barbara Kriz 
Doris R. Kriz 
Elizabeth Kroeker 
Mr. and Mrs . F. H. Kruse 
Donna Kuizenga 
Mr. and Mrs. Ferd LaBrunerie 
Dr. and Mrs. R. P. Ladenson 
Jo Ladwig 
Mr. and Mrs . Gladwyn V. Lago 
Dawn Lambert 
Prof. and Mrs. Eugene N. Lane 
Mrs. Russell Larson 
Mr. and Mrs. Sidney Larson 
Jeanne Stephens Lee 
Claude K. Leeper 
Hellmut Lehmann-Haupt 
Pamela Mary Lenck 
Dr. and Mrs. J. Levitt 
Dorothy Roe Lewis 
Prof. and Mrs. William H. Lichte 
Leslie Anne Liedtka 
Charline Lindsay 
Betty J. Littleton 
Mr. and Mrs. Donald W. Littrell 



Mrs. Waldo Littrell 
Dr. and Mrs. Alfred S. Llorens 
Susan Lloyd 
Dr. and Mrs. Charles C. 

Lobeck, Jr. 
Mrs. John T. Logue 
Dr. and Mrs. J. H. Longwell 
Allyn Lord 
Joan H. Lowenstein 
Fae E. Lowry 
Dr. and Mrs. C. J. Lucas 
Susan Luipersbeck 
Louise Luthi 
Mr. and Mrs. Paul Lutz 
Nancy Lysen 
W. V. MacDonald 
Mr. and Mrs. Harvey C. McCaleb 
Jean Ann McCartnev 
Mr. and Mrs. Rav c'. McClure 
Frances McCurdy 
Emma Jean McKinin 
Prof. and Mrs. Fred McKinney 
Laure A. McKinnon 
Dean and Mrs. J. Wendell 

McKinsey 
Rud McKuen 
Mr. and Mrs. Roy McMullan 
Alan McNairn 
Maryellen Harshbarger McVicker 
Stanley and Anne Manahan 
Dr. and Mrs. Clarke W. 

Mangun, Jr. 
Mrs. Floyd Marcum 
George Marecki 
Christine Marshall 
Dr. and Mrs. C. Edmund 

Marshall 
Mrs. R. J. Martin 
Carol B. Mason 
Mr. and Mrs. Jack Matthews 
Neal A. Matticks 
Margaret C. Maxwell 
Amy L. Mechlin 
Candace W. Megahan 
Mrs. James E. Meyer 
Mr. and Mrs. Walter Meyer 
Janice T. Miele 
Janni R. Miele 
Dr. and Mrs. John Mikrut, Jr. 
Carolyn Miller 
Robert Y. Miller 
Shirlev Miller 
Dr. an'd Mrs. Andrew C. Minor 
Galla M. Minor 
Prof. and Mrs. F. W. Mitchel 
Bonner Mitchell 
Moberly Junior College 

Art Department 
Clotilde M. Moller 
Ruth Anne Monsees 
B. Alisha Moore 
Judith Moore 
Rosalyn R. Morgan 
Kathy Morris 
Clara Louise Myers 
Dr. and Mrs. Murari Nagar 
Prof. and Mrs. Charles G. 

Nauert, Jr. 
Harold Nelson 

Mr. and Mrs. Monte Nevins 
Virginia M. Newland 
Mr. and Mrs. Donald H. Niewald 
Betty L. Nixon 
William A. Noble 
Dr. and Mrs. Karl D. Nolph and 

Family 
Virginia Norris 
Mr. and Mrs. Alan V. Norton 
Dixie Norwood 
Mr. and Mrs. Terry Novak 
Mrs. John M. Nowell 
Dr. and Mrs. John O'Connor 
Cynthia Oehler 
Dr. and Mrs. Al Oestreich 
Mrs. D. T. O'Neal 
Janice E. Ostrand 
Astrid R. Otey 
Dr. and Mrs. Osmund Overby 
Elise Overholser 
Prof.• and Mrs. George Pace 
Shirley Pales 
Tina Pappas 
Elaine A. Parisi 
Catherine Neal Parke 
Dr. and Mrs. Brent M. Parker 
Mary Caroline Parker 
Nora D. Parks 
Simone R. Parks 
Prof. and Mrs. Perry G. Parrigin 
Frank N. Pascoe 
Betty C. Pate 
Prof. and Mrs. Dale Patrick 
David C. Patterson 
Mr. and Mrs. Donald C. Patterson 
Kim Payne 
Mr. and Mrs. George W. Peak 
Dr. and Mrs. Raymond E. Peck 
Dr. and Mrs. Carlos Perez-Mesa 
Dr. and Mrs. Gera ld T. Perkoff 
Mr. and Mrs. Malcolm Perryman 
Mr. and Mrs. Clinton M. Petty 
Prof. and Mrs. Edward E. Pickett 
Mr. and Mrs. Kenneth Pike 
Dr. and Mrs. James R. Pinkerton 
John G. Pitsilis 
William H. Pittman 
M. G. and G. B. Porter 
Mary Frances Potter 
Ruby Potter 
William Jay Powell 
Emily A. Prather 
Ruie Pritchard 
Martha Proctor 
Jane S. Putnam 
Prof. and Mrs. Norman Rabjohn 
Charles J. Ralston 
Mary Louise Ramsey 
Mr. and Mrs. John W. Randolph 
Mr. and Mrs. Harvey Rathert 
Mr. and Mrs. David Rawlings 
Jim Ray 
Nancy B. Reed 
David Rees 
Prof. and Mrs. Loren Reid 
Prof. and Mrs. M. Reinhold 
Mrs. S. V. Renden 
Anna Resovich 
Dr. and Mrs. V. James Rhodes 

Harriett Rimmer 
Prof. and Mrs. Arthur J. Robins 
Arlene M. Robinson 
Betty Robley 
Mrs. Bob Rodgers 
Mr. and Mrs. David Rogers 
Mr. and Mrs. Jim Rogers 
Kate R. Rogers 
Mary Rogers 
Juliet Bowling Rollins 
Mr. and Mrs. Robert Roper 
Dr. and Mrs. M. J. Rosenholtz 
Mr. and Mrs. R. J. Rosier 
Dr. and Mrs. Gilbert Ross, Jr. 
Bill Rossi 
Frank Rossi 
Lynne Rossi 
Ray Rothenberger 
Betty C. Rottmann 
Prof. and Mrs. Lawrence Rugolo 
Mr. and Mrs. G. Andy Runge 
Garland Russell 
Marjorie J. Rutledge 
Gordon R. Sanders 
Jan Sanders 
Doris G. Saxon 
Alida Scarbrough 
Greta Schaffer 
Jorlee A. Scheesley, lnc. 
Prof. and Mrs. Adolf E. 

Schroeder 
Drs. Ann Kier-Schroeder and 

Friedhelm Schroeder 
Mr. and Mrs. Guy Schupp 
Florence R. Scorah 
Frances G. Seither 
Norma D. Servi 
Paul Shackelford 
Eleanor Shaheen 
Mr. and Mrs. Marvin Shamberger 
Louis Sherman 
James Shirky 
Rabbi Mark L. Shook 
Virginia Sinclair 
Mrs. M. M. Slaughter 
Edie Smith 
Dr. and Mrs. J. Ned Smith, Jr. 
Jerry R. Smith 
Mrs. Leeon Smith 
LouAnne Smith 
Mr. and Mrs. Richard C. Smith 
Mr. and Mrs. Stewart P. Smith 
Debbie Snyder 
Sherry Snyder 
Mr.• and Mrs. Robert Solter 
Lee Soltow 
Dr. and Mrs. Carey T. Southall 
Katherine Spande 
Dr. and Mrs. Milo J. Spurgeon 
Mr. and Mrs.• Conrad Stawski 
Nina Stawski 
Hanna Stazewska 
Mr. and Mrs. S. C. Steinberg 
Mrs. A. B. Stephenson 
Mr. and Mrs. William Stephenson 
Michael Stieber 
Ruth E. Stone 
Annette Strack 
Dr. and Mrs. H. Todd Stradford 

Phyllis Strawn 
Kwang Hee Streiff 
Mary Evelyn Stringer 
Mr. and Mrs. Robert Sunkel 
Mr. and Mrs. Beverly Swearingen 
Mr. and Mrs. H. W. Swearingen 
Pali Teer 
Prof. and Mrs. Homer L. Thomas 
Richard and Jeannette Thompson 
William Thompson 
Lois M. Thorburn 
Herbert K. Tillema and 

Family 
Charles E. Timberlake 
Mr. and Mrs. Jack D. Timmons 
Patrick Trader 
Mr. and Mrs. Richard B. Tyler 
Loeta Tyree 
Barbara S. Uehling 
Prof. and Mrs. A. G. Unklesbay 
Ruth C. Upchurch 
David Anthony Utz 
David M. Van Dever 
Dr. and Mrs. Gary Van Gelder 
Raquel T. Vega 
Mrs. Fred Venrick 
Prof. and Mrs. George W. Viehle 
Dr. and Mrs. Alexander von 

Schoenborn 
Carla Waal 
Mr. and Mrs. Donald L. 

Waidelich 
Prof. and Mrs. Paul Wallace 
Dr. John' and Dr. Laura Walters 
Elizabeth L. Walther 
Mr. and Mrs. Vinci) P. Warren 
Mrs. Ralph K. Watkins 
Dorothy J. Watson 
Prof. and Mrs. Richard A. 

Watson 
Sarah Weems 
Dean Weiker 
Sy Weintraub 
Mrs. Michael A. Welber 
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