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Art history professor Edzard Baumann explains to those attending a midday gallery talk the influence of 
hand-written and hand-illustrated manuscripts on the first European printed books. The gallery talk 
helped interpret for the public the exhibition " The Illuminated Manuscript Tradition and Early Printing." 



Director's Report 

The exhibition "The Illuminated Manuscript Tradition and Early 

Printing," though small, served as a good example of how universi

ty resources can be used imaginatively for educational purposes. 

Curator Patricia Condon and academic coordinator Ann Guell, 

with the help of librarian Margaret Howell , drew from the Special 

Collections of Ellis Library and the museum's own holdings a group 

of forty manuscript and early book pages and volumes. Dating 

between the mid tenth century and 1499, these objects exemplified 

the evolution of the illuminated manuscript and the origins of the 

printed illustrated book. 
Ms. Guell was at the time serving as one of the instructors for 

Humanities 102, a course focusing on the medieval world. She 

planned the exhibition for the special use of this course. A booklet 

she wrote tracing the transition from the hand lettering and illustrat

ing of books to the development of printing was distributed to the 

humanities classes as well as to other visitors. 

This collaboration of the museum and the library, an art history 

professor (shown opposite), and the staff of the humanities course 

was gratifyingly smooth and productive. We hope for more such 

joint ventures in the future . 
"British Comic Art, 1730-1830, from the Yale Center for British 

Art," the major exhibition of 1988, also resulted from a collaboration. 

The museum invited art history professor Patricia Crown, a special

ist in eighteenth- and nineteenth-century British art, to serve as 

guest curator and to write the accompanying thirty-two-page booklet. 

The exhibition included forty-three paintings, drawings, prints, and 

illustrated books. They made clear the unusual importance in their 

period of comic art, ranging from the broadest slapstick to the 

sharpest, most cunning caricature. 
"British Comic Art" was also coordinated with the university's 

sequence of humanities courses, this time with Humanities 103, 

which covers the Renaissance and the Enlightenment. Professor 

Crown lectured to the humanities classes, challenging them to 

consider issues such as how humor can be conveyed in the visual 

arts and why comic art flourished so brilliantly in eighteenth

century Britain. 
A variety of special programs accompanied the exhibition. 

Among these were lectures and gallery talks by professors of art 

history, English, and history; a theatrical reading of excerpts from 

British comedies; a performance by the university's Opera Work-
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Educational outreach is 
a high priority. Here 
public school teachers 
attend an art education 
workshop-part of a 
fourteen-week series
taught by assistant 
director Mort Sajadian. 
The museum is working 
with the schools to 
build art study into the 
basic curriculum. 

shop of portions of John Gay's The Beggar's Opera and Igor 
Stravinsky's The Rake's Progress; and a series of appropriate films. 

Three modest exhibitions in 1988 highlighted parts of the perma
nent collection. Included in "Chinese and Japanese Paintings and 
Prints" were several recently acquired works and a number of 
others that had been reattributed or reidentified as a result of new 
research. The exhibition was studied by the survey class in Asian art 
history as well as other classes. "Pre-Columbian Textiles and 
Artifacts" brought to I ight some of the most interesting of the 
museum's little-known but growing Pre-Columbian textile collection. 
It was organized by graduate student Amparo Rueda de Torres, who 
has a special interest in the fabric traditions of Latin America. For 
"Twentieth-Century Abstractions'' curator Patricia Condon chose 
works by such artists as Conrad di Marca-Relli, Adeline Kent, and 
Yaacov Agam to illustrate the variety of non-representational styles 
in modern art. 

As usual, the fall's graduate class in museum studies took as a 
project organizing a small exhibition. This year's topic, "Classical 
Revivals: Greek and Roman Themes in Western Art," is a particular
ly relevant one for a museum with strong interests in both the 
classical and modern worlds. The exhibition was also intended to 
provide a context for a major contemporary painting on a Roman 
mythological subject commissioned by the museum from the 
California artist David Ligare . The installation of the class's exhibi
tion was held off until the spring of 1989 to coincide with the arrival 
of Ligare's painting and the meeting in Columbia of the Midwest Art 
History Society. 

Planning for exhibitions to mark the university's sesquicentennial 
in 1989 occupied a great deal of time in 1988. The Missouri State 
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Capitol in Jefferson City is famous for its elaborate mural decoration . 
The muralists were chosen in the years after World War I by a 
committee of which MU art history professor John Pickard was the 
head . Dozens of the artists' preparatory and presentation drawings 
have been in the universit/s collections ever since, but have never 
been systematically displayed. An exhibition of over fifty of them, 
plus others borrowed from museums in England, Scotland, Arizona, 
and New Mexico, will open in the Capitol in March 1989. Most of 
the research and organizing was carried out by graduate student 
Jeffrey Ball under the supervision of curator Patricia Condon and 
assistant director Mort Sajadian. 

By far the most ambitious project the museum has ever undertak-
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Students in the graduate 
class in museum studies 
at work on an 
assignment. When 
presented with a variety 
of art objects, they were 
to assess their 
authenticity, quality, 
and interest and decide 
which ones they would 
want to acquire for the 
museum. 



en will be another sesquicentennial exhibition, "The Art of the July 
Monarchy: France 1830 to 1848." Paintings by Delacroix, Courbet, 
Ingres, and Corot will be among the some two hundred works 
borrowed from French and American museums. Five specialists in 
the culture of mid nineteenth-century France will contribute essays 
to the large and beautiful catalog. "The Art of the July Monarchy" 
will focus scholarly attention on an important but relatively little
studied transitional period in French art. 

These projects would not have been possible without substantial 
outside funding. A grant from the Missouri Humanities Council will 
support "Missouri Murals : Studies for the State Capitol Decoration." 
The July Monarchy show has received grants from the National 
Endowment for the Arts and the National Endowment for the 
Humanities, and we have applied for an additional and much larger 
NEH grant as well. 

Once again in 1988 the museum benefited from an Institute for 
Museum Services General Operating Support grant. It underwrote, 
in part, the British Comic Art exhibition and paid the salaries of the 
docent education coordinator and the membership coordinator. 
IMS-GOS funds were also used for such purposes as buying a 
hydraulic lifter to save the backs of the museum staff. At a time of 
chronic underfunding for the university, these outside grants are 
especially welcome. All those who use and benefit from the 
museum are indebted to the above-mentioned federal and state 
agencies . 

The collections were enriched by the addition of a number of 
notable works in 1988. For the ancient collection, a Greek 
subgeometric bowl , a Laconian kylix , and an archaistic Neo-Attic 
relief fragment of Hermes were purchased . The funds for the 
Laconian bowl were provided by Chi Omega Sorority on the 
occasion of the seventy-fifth anniversary of their organization . New 
European and American works included prints by Eugene lsabey, 
Paul Huet, and Wilhelm Lehmbruck; paintings by Douglass Freed 
and William Quinn; and a ceramic object by Linda Hoffhines. 
Alumna Elizabeth Belot donated a handsome William Morris fabric 
in honor of Dr. Vera Townsend and Dr. Hellmut Lehmann-Haupt. In 
anticipation of the "Missouri Murals" exhibition, the museum 
acquired an additional figure study for the Capitol murals by Sir 
Frank Brangwyn. For the non-Western collections, generous anony
mous donors gave interesting Gandharan objects and Pre-Columbian 
textiles and artifacts. From Catherine and Ralph Benkaim came a 
group of eighteenth- and nineteenth-century Indian drawings, many 
of mythological subjects . 

In 1988 we said goodbye and good luck to graphics designer/chief 
preparator Jim Thorne, secretaries Pat Hubbs, Gretchen Lynch, and 
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Melissa Wolfe, and academic coordinator Ann Guell. We wel
comed Mike Sleadd, Anne Brooks, and Luann Andrews to similar 
positions. Also new on the staff were associate curator of ancient art 
Dr. Susan Langdon and membership coordinator Amy Brassieur. 

The museum's conservation activities were curtailed in 1988 by 
the serious illness of conservator Maura Cornman. A project 
(financed by an IMS grant) of cleaning, repairing, and rematting 
large numbers of prints and drawings and improving their storage 
was completed by other staff members and a free-lance conservator. 
At year's end Ms. Cornman's health was improving, and we foresaw 
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year's exhibition "The 
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the happy prospect of her returning to work in February. 
In 1988 the volunteer docent program, coordinated by Luann 

Andrews, undertook the training of a new docent class. We 
anticipate the trainees' graduation to full docent status early in 
1989. The twenty-seven other docents gave 251 tours for 3,888 
students and adults in 1988. As always, congratulations and thanks 
to our docents. 

Museum Associates saw a busy and successful year. The special 
Friday evening After Hours events again drew enthusiastic crowds. 
The annual birthday party this year also celebrated the publication 
by the University of Missouri Press of research fellow Gladys 
Weinberg's Excavations at Ja/ame. Sincere thanks are due all our 
faithful friends in Museum Associates, especially those who worked 
so hard on the membership drive. 

We look forward to next year's excitement and challenges with 
enthusiasm. The university's one-hundred-fiftieth anniversary will 
see the museum not only playing a much-expanded role in the 
university's cultural life, but also taking on, for the first time in its 
history, a project of national significance. Vive l'art de la monarchie 
de juillet! 

Forrest McGill 
Director 
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Report of the 
Museum Associates 

Nineteen eighty-eight was another rewarding and fruitful year for 
Museum Associates. It saw the culmination of several years of effort 
when, with funds provided in part by Museum Associates, the 
museum purchased a bust of the Roman emperor Hadrian . This 
important acquisition fills a gap in the museum's collection of 
sculpture from antiquity. It is a major gift, and funds for its purchase 
were donated by Museum Associates, supplemented with interest 
from the Gilbreath-Mclorn endowment. We can rightly be proud 
of our achievement in fund raising and our help in acquiring this 
beautiful piece, which will add so much to the significance of the 
museum's collections. 

Our funds used for this gift came from the proceeds of our auction 
held in the fall of 1987 and from donations from Museum Associ
ates in the past few years. We are pleased that we met our goal and 
are looking forward to raising even larger amounts for gifts in the 
future. I want to express again my appreciation to all who assisted in 
the auction and to all members for their donations to the acquisition 
fund through their dues and other contributions. 

With respect to future purchases, we are pleased to announce the 
formal establishment of the Gladys and Saul Weinberg Fund from 
monies previously administered by Museum Associates. This will 
be a permanent endowment for the Museum of Art and Archaeolo
gy managed by the Boone County National Bank, with the income 
to be used for the purchase of objects of ancient, early Christian, 
and Byzantine art of Europe, the Near East, and the Mediterranean 
Basin. Gladys and Saul with their dedication and commitment 
started the fund originally, and we anticipate that it will grow 
significantly in the future. Contributions to it are always encouraged 
as tributes to the Weinbergs, as memorials for family and friends, or 
just as expressions of support for our museum. 

On the social side, three "After Hours" were held in 1988 on 
January 29th, February 26th, and October 28th. These popular 
events continue to attract a large number of people who come late 
on a Friday afternoon to celebrate the end of the work week and to 
enjoy a short talk on a subject related to the museum and the 
camaraderie of friends . The annual birthday party was held on 
November 12, 1988, and an enjoyable evening was had by all. 
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Chancellor Haskell Monroe addresses guests at a Museum Associates membership drive reception. 

Museum Associates also sponsored the opening reception for the 
British Comic Art exhibit. 

The travel committee was again very active. A bus load of 
members went to Kansas City on March 26th to see the exhibit of 
early Greek sculpture at the Nelson-Atkins Museum. The trip to 
Portugal, rescheduled from May of 1987 to May of 1988, was a 
resounding success. Led by Jane Biers, who is the best guide 
possible for a trip to Portugal, the group visited Mirobriga, where 
the university has sponsored an excavation of a Roman settlement; 
the old university town of Coimbra; Lisbon; and a number of other 
sites. By all accounts everyone had a most enjoyable time. Even the 
weather cooperated. Future trips to Europe, including one to 
Eastern Europe to visit Prague, Budapest, and Vienna, are being 
planned. Please watch for their announcements. They present a 
splendid opportunity to visit Europe with friends and a wonderful 
tour guide. Please let us know of your ideas for overseas travel. We 
always appreciate learning where our members would like to go. 

The museum shop continues to be an important source of 
revenue for the museum. Florene Fratcher does a wonderful job in 
seeing that it is always well stocked with a wide variety of 
postcards, prints, museum reproductions, jewelry, and other museum-

16 



related items fo r sa le. She and her committee spend countless hours 
as volunteers in staffin g the shop and making it an important asset to 
the museum and to Columbia. Their dedi cati on and generos ity in 
giv ing their time and talents are greatl y apprec iated. Your patronage 
is always welcomed. 

O ur support is growin g. Whil e we have not had a " hard se ll " 
membership campaign, our membership and support increase, and 
it is most gratifying. The museum's needs are many, and they must 
be met if it is to fulfill its responsibiliti es to the university and the 
central Mi ssouri community. We need to do more. Museum 
Associates activities fo r university students and the community need 
to be increased. The creati on of more activities for Co lumbia's 
schoolchildren is a pri ority. All these require the financial support of 
Museum Assoc iates if they are to be successful. Federal fundin g fo r 
museum activiti es will in all probability decrease signifi cantl y in 
future yea rs. To meet these press ing needs both for increased 
activiti es and for fund s for purchase of new objects for the museum's 
collecti ons, we need new members. A lso, please remember to 
renew your membership promptl y when you rece ive a notice that it 
is expiring, and increase your level of support if you poss ibl y can. 
Recruit your fri ends and neighbors as new members if you have not 
already done so. We need and welcome them and know they will 
enjoy our beautiful museum and all the activities. We believe the 
museum to be the jewel of the Columbia campus and one of the 
most important centers of cultural acti v ity in mid-Mi ssouri and the 
state. It is the third largest art museum in Missouri and is an 
intern ati onal asset in archaeo logica l and art hi story. We are very 
fortunate to have it. 

I want to thank all our members fo r their continued enthusiasti c 
and generous support of Museum Assoc iates and all its activiti es. It 
is most gratifying and rewarding. I would also like to th ank all the 
officers and committee chairs for their tireless work and devoti on, 
and the staff of the Museum of Art and Archaeo logy for all their 
efforts in keeping us go ing. Sue Stevens, our treasurer, and the 
museum secretari es provide the day-to-day administrati ve ass istance 
without whi ch we could not function . Amy Brass ieur, the museum's 
membership coordinator, has begun updat ing the membership 
renewal procedures and is helping in important ways with our 
fund-raising campaigns. 

The future of both Museum Assoc iates and the museum has never 
looked bri ghter, and we look forward to 1989 and the yea rs beyond 
with undiminished and boundless enthusiasm. 

Elizabeth E. Parri gin 
Pres ident 
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Missouri Visual Artists 
Biennial 

Exhibitions 

"Missouri Visual Artists Biennial" 
February 20-March 27, 1988. A joint program of the Missouri Arts 
Council and First Forum, St. Louis, this exhibition showcased the 
work of five leading Missouri artists chosen by a nominating 
committee of art professionals from all over the state. 

"Illuminated Manuscripts and Early Printing" 
March 1-May 8, 1988. The manuscripts in this exhibition exempli
fied the production of sacred and secular books in the Middle Ages. 
Ranging in date from the tenth through the fifteenth centuries, the 
assembled works demonstrated the profound impact of printing on 
European culture. 

"Chinese and Japanese Paintings and Prints from the Permanent 
Collection" 
April 5-July 3, 1988. The exhibition showcased two newly ac
quired Japanese paintings by Hoitsu and Kishi Renzan, as well as 
Chinese landscape paintings and Japanese theatrical prints. 
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"Pre-Columbian Textiles and Artifacts" 
July 9-September 9, 1988. Primarily made in Peru and northern 
Chile, the well-preserved textiles in this exhibition ranged in age 
from five hundred to twenty-four hundred years. They represented 
many of the varied textile-decorating techniques known to the 
Pre-Columbian peoples of South America . 

I 
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and Early Printing 

Pre-Columbian Textiles 



James Stephenoff, 
Falstaff at Heme's Oak, 
detail, Yale Center for 
British Art, Paul Mellon 
Fund . 

"Twentieth-Century Abstractions from the Permanent Collection" 
April 16-September 25, 1988. Included were thirty-three paintings, 
prints, sculptures, and mixed-media works by both American and 
international artists. The exhibition represented the different direc
tions and approaches taken by abstract artists, from early geometric 
constructivism to abstract expressionism, and provided a glimpse 
into the psychologically charged movement of abstract art. 

"British Comic Art, 1730-1830, from the Yale Center for British 
Art'' 
October 15-December 4, 1988. Featured were paintings, water
colors, and prints by such artists as William Hogarth, Johann Joseph 
Zoffany, Thomas Patch, and Thomas Rowlandson. These artists 
deemphasized traditional literary subjects, instead recording fash
ion, travel, theater, sexual dalliance, and the busy life of the 
marketplace. 
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Thomas Rowlandson, 
Dr. Graham's Cold Earth 
and Warm Mud Bathing 
Establishment, detail , 
Yale Center for British 
Art, Paul Mellon 
Collection. 

British Comic Art 



Hubert Robert, The 
Hermit Frere Luce, 
detail. 

Loans Out 

To Wildenstein & Company, New York, Hubert Robert's painting 
The Hermit Frere Luce for the first exhibition of Robert's work ever 
held in North America, November 15th-December 16th, 1988. 

To the Mid-America Arts Alliance, Kansas City, a painting by Fred 
Shane titled The Aesthetes, for an exhibition of Shane's work June 1, 
1988-0ctober 15th, 1989. 
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To the Knoxville Museum of Art, a fragment of a "season sarcophagus'' 
with a youth as the personification of Autumn, a Greek red-figured 
vase by the Curtius painter and for their serial exhibition "A. WO. L. 
(Art Works On Loan)" October 1-October 31 , 1988. 

To Boone County National Bank, Columbia, Missouri, eight African 
works of art for an exhibition September 28, 1988-April 1, 1989. 
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Fragment of a "Season 
Sarcophagus," Roman, 
ca. 200, marble, gift of 
Museum Associates. 



Vishnu Flanked by 
Lakshmi and Saravati, 
Bangladesh, ca. 12th 
c., basalt, detail , gift of 
Dr. Richard Nalin . 

To the Asia Society, New York, two stelae of Vishnu flanked by 
Lakshmi and Savasvati for the exhibition " The Real, The Fake, and 
The Masterpiece," June 9-August 28, 1988. 
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Events 

Lectures 

January 29 
Osmund Overby, Department of Art History and Archaeology, and 
Jane Biers, curator of ancient art, "An Evening in Portugal ," 
sponsored by the Museum Associates After Hours Committee. 

February 23 
David Young, professor of Classics, University of California-Santa 
Clara, "The Ancient Olympics : Amateur or Professional ; with a 
postscript on How Greek Athletes Broke Records," sponsored by 
the departments of Classical Studies, Art History and Archaeology, 
and Intercollegiate Athletics, and by the University Lecture Series. 

February 24 
Mieczyslaw Radziewicz, director of the Egyptian-Polish Archaeologi
cal Mission in Alexandria (1972-1984) and board member of the 
Archaeological Society of Alexandria, "Alexandrian Wall Painting," 
sponsored by the American Institute of Archaeology. 

February 26 
James Draper, curator of European sculpture and decorative arts, 
Metropolitan Museum of Art, "The Pazzi Conspiracy Medal by 
Bertoldo di Giovanni," sponsored by the Museum Associates After 
Hours Committee. 

March 7 
Carol Mattusch, Department of Art, George Mason University, "The 
Art of Greek Bronze Statuary," sponsored by the Archaeological 
Institute of America . 

April 4 
Susan Langdon, research fellow, "Casting the Homeric Pantheon," 
sponsored by the Archaeological Institute of America . 

September 29 
Narciso G. Menocal, professor of architectural history, University of 
Wisconsin-Madison, "Frank Lloyd Wright as the Anti-Victor-Hugo," 
sponsored by the University Lectures Committee, Department of Art 
History and Archaeology, and the Museum of Art and Archaeology. 
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October 3 
Laurence Bliquez, professor of classics and art history, University of 
Washington, 11 Recent Developments in the Study of Greco-Roman 

Surgical Tools, 11 sponsored by the Central Missouri chapter of the 

Archaeological Institute of America. 

October 14 
Patricia Crown, Department of Art History and Archaeology, 11Modern 
High Life Below Stairs.11 

Midday Gallery Events 

January 20 
Lecture by Patricia Condon, curator of European and American art, 
11American Realism: Twentieth-Century Works." 

January 27 
Lecture by Forrest McGill, director and curator of Asian art, 
11 Buddhist Art from the Permanent Collection.11 

February 3 
Lecture by Norman Land, Department of Art History and Archaeology, 
11 Domenico Tiepolo's Rest on the Flight into Egypt, a Series of Four 

Etchings Recently Acquired. 11 

February 17 
Lecture by Elizabeth Windisch , Department of Housing and Interior 

Design, 11 Pilgrimage Art. 11 

February 24 
Lecture by Patricia Condon, curator of European and American art, 
11Missouri Visual Artists Biennial.11 

March 2 
Lecture by Edzard Baumann, Department of Art History and 

Archaeology, 11The Illuminated Manuscript Tradition and Early 
Printing." 

March 9 
Lecture by William Biers, Department of Art History and Archaeology, 
11 Form and Function in the Greek Figure Vase." 

March 20 
Concert by the Missouri Arts Quintet. 
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March 23 
Lecture by Alfred S. Bradford, Department of History, "Armor in 
History." 

April 6 
Lecture by Katrina Everhart, College of Education, "Museums in the 
Classroom." 

April 13 
Lecture by Susan Langdon, research fellow, "Greek Geometric 
Bronzes in the Permanent Collection." 

April 20 
Lecture by Gladys D. Weinberg, research fellow, "A Rare Roman 
Cameo Glass Fragment and Other Recent Glass Acquisitions." 

July 13 
Lecture by Jo Stealey-Brotherton, MFA candidate, Department of 
Art, "Paper as an Art Form." 

July 20 
Lecture by Jean Forrester, MFA candidate, Department of Art, 
"Snapshots and Family Albums." 

July 27 
Lecture by Robert Friedman, MFA candidate, Department of Art, 
"Organic Movements." 

August 3 
Lecture by Carole Stonner, MFA candidate, Department of Art, 
"Seeing in Value and Color." 

October 5 
Lecture by Karen Kleinfelder, Department of Art History and 
Archaeology, "The Museum as a Post-Modern Collage." 

October 12 
Lecture by Carolyn Collings, State Historical Society of Missouri, 
and Aimee Leonhard, conservation apprentice, "Print and Drawing 
Conservation in the Permanent Collection." 

October 19 
Lecture by William Holtz, Department of English, "A Rake's 
Progress, Part I." 
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October 23 
Concert by Costanza Cucca ro and the MU O pera Workshop, 
excerpts from John Gay's Th e Beggar's Opera and Igor Strav insky's 

A Rake's Progress . 

October 26 
Lecture by Willi am Holtz, Department of Engli sh, "A Rake's 

Progress, Part 11." 

November 2 
Concert by the Missouri Arts Quintet, Ca rneg ie Hall Reci tal Preview, 
Part I. 

November 9 
Concert by the Missouri Arts Q uintet, Ca rnegie Hal I Rec ital Preview, 
Part 11. 

November 16 
Dramatic reading by Barbara Korner, Department of Theater, and 
Howard Fulweiler, Department of Engli sh, " Briti sh Comedy: The 

Dramati c Perspective." 

November 30 
Lecture by John Bulli on, Department of History, " Hogarth 's A 

Rake's Progress: M oral Tale or Depi ction of Rea lity?" 

Films 

June 15 
The Unity of Picasso's Art. 

June 29 
From Stone to Bronze. 

November 6 
John Gay's Th e Beggar's Opera with Roger Daltry of The Who . 

November 13 
Igor Strav insky's A Rake's Progress, performed by the G lyndebourne 
Festival Opera. 

November 20 
Ri chard Brinsley Sheridan's School for Sca nda l (1777), a BBC 
adaptati on. 
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Acquisitions 1987 

South American Art 
Peru 

Two Wire Nose Ornaments, Chavin culture, ca. 300 B.C., gold 
(162, 163), anonymous gifts. 

Four Owl Heads, Mochica culture, ca. 300, copper (152.1-.4), 
anonymous gifts . 

Multicolored Textile with Cat Images, Recuay culture (?), ca. 300, 
wool and cotton (153), anonymous gift. 

Rectangular Textile with Geometric Design , Nazca culture, ca . 800, 
wool (156), anonymous gift. 

Ornate, Anchor-Shaped Plume, Tiahuanaco culture, ca. 1000, gold 
and copper alloy (151), anonymous gift. 

Loom with Mounted Piece of Weaving, Huacho culture, ca. 1000, 
wood and wool (157), anonymous gift. 

Red and Cold Tie-Dyed Band of Fabric, Tiahuanaco culture, ca. 
1000, wool (159), anonymous gift. 
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Cat textile from Peru 
(153) . 



Depilatory tweezers 
from Peru (149, 150). 

Ten Feather Ornaments, Tiahuanaco culture, ca. 1000, feathers and 
felt (160), anonymous gifts. 

Woven Face Covering, Nazca culture, ca. 1000, feathers, cotton, 
and wool ( 1 61), anonymous gift. 

Textile Head Band, late Nazca culture, ca. 1000, wool and cotton 
(164), anonymous gift. 

Single-Spouted Vase in the Form of a Squatting Man, Tiahuanaco 
culture, ca . 1000, ceramic (148), anonymous gift. 

Two Depilatory Tweezers with Stylized Animals, Central Coast, 
Chancay culture, ca. 1200, copper alloy (149, 150), anonymous 
gifts. 

Two Textile Bags with Geometric Designs, Inca-lea culture, ca. 
1200, wool (154, 155), anonymous gifts. 

Textile Loin Cloth Woven in Three Panels, Chancay culture, ca. 
1200, wool and cotton (165), anonymous gift. 

Textile Bag with Geometric Star Motif, Inca culture, ca. 1300, wool 
(158), anonymous gift. 
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East Asian Art 
China 

Anonymous, Portrait of a Dignitary, perhaps 17th c., paint on silk 
(107), transferred from the University Business Office. 

Japan 

Kishi Renzan, Japanese, 1805-1859, Tiger, ink and colors on silk 
(166), gift of the S. Woodson Canada and Evelyn Kehr Canada Fund 
and Professor and Mrs. Chester Starr, Josefa Carlebach, and Waldo 
E. Tyler. 

Sakai Hoitsu, Japanese, 1761-1828, Farmer Feeding a Horse (after 
Yosa Busan, 1716-1783), ink, colors, and gold on silk (167), S. 
Woodson Canada and Evelyn Kehr Canada Fund purchase. 
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Sakai Hoitsu, Farmer 
Feeding a Horse (167). 



Puja spoons from India 
(143 , 144) . 

Korea 

Three Long-Handled Spoons, probably Koryo dynasty, 935-1392, 
bronze (121, 123, 125), gifts of Professor and Mrs. Jerry Berneche in 
memory of their son John. 

Three Pairs of Chopsticks, probably Koryo dynasty, 935-1392, 
bronze (122, 124, 126), gifts of Professor and Mrs. Jerry Berneche in 
memory of their son John. 

Circular Mirror, probably Koryo dynasty, 935-1392, cast bronze 
(127), gift of Professor and Mrs. Jerry Berneche in memory of their 
son John. 

South Asian Art 
India 

Cover to a Ka/pa Sutra Manuscript Embroidered with Bird and Plant 
Motif, western India, ca. 17-1 Bth c., silk and gold thread, paper 
(147), gift of Peter and Jean Marks. 
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Two Puja Spoons, South India and Ganga-Jumna region, 18th c., 
bronze (143, 144), gifts of Peter and Jean Marks. 

Shiva Puja Water Vessel in Rhyton Form, Bengat, 18th c., bronze 
(145), gift of Peter and Jean Marks. 

Shiva and Parvati, Kashmir, ca. 8-9th c., basalt (140), anonymous 
gift. 
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Shiva and Parvati from 
Kashmir (140). 



Shiva from Nepal (141 ). 

Pakistan 

Head of a Lion, Gandhara, ca. 4th c., painted stucco (139), 
anonymous gift. 

Miniature Stupa in Three Parts, Gandhara, ca. 4th c., schist (138 a, 
b, c), anonymous gift. 

Nepal 

Twenty Carved Plaques from a Ritual Apron, Nepal or Tibet, ca. 
17-19th c., human bone (146.1-.20), gifts of Peter and Jean Marks. 

Four-Armed Standing Shiva, Nepal, ca. 9-1 lth c., schist (141 ), 
anonymous gift. 

Four-Armed Goddess Seated Cross-Legged, Nepal, ca. 9-1 lth c., 
schist (142), anonymous gift. 
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West Asian Art 
Jordan 

Bowl, Nabatean, 1st c. B.C.-1 st c., ceramic (83), Weinberg Fund 
purchase. 

Egyptian Art 

Faience Shawabti with Hieroglyphs, Egypt, Late Period, white 
fabric, blue glaze (88), gift of Vera and Boyd O'Dell. 

Fragment of a Dark Blue Faience Shawabti, Egypt, Late Period, 
white fabric, dark blue glaze (89), gift of Vera and Boyd O'Dell. 

Upper Half of a Turquoise Faience Shawabti, Egypt, Late Period, 
white fabric, turquoise glaze (87), gift of Vera and Boyd O'Dell. 

Greek and Roman Art 
Greek 

Relief Bowl, Hellenistic, 3rd-1st c. B.C., ceramic (137), Weinberg 
Fund purchase. 

Plastic Vase in the Form of a Siren, Middle Corinthian, ca. 600-590 
B.C., ceramic (106), Weinberg Fund purchase. 

Hadra Ware Hydria, Hellenistic, beginning of 3rd c. B.C., ceramic 
(82), gift of Professor and Mrs. Chester G. Starr in memory of Elsa 
Nagel, and of Dorothy and Charles Mullett and the Weinberg Fund. 

Base of a Hydria Handle with Female Protome, Laconian (?), ca. 
580 B.C., bronze (1 ), Weinberg Fund purchase. 

Drachma, Hispania, Segobriga, 204-154 B.C., silver (176), gift of 
Marguerite Mitchel in memory of Fordyce Wood Mitchel. 

Triobql, Bruttium, Kroton, 4th c. B.C., silver (178), gift of Margue
rite Mitchel in memory of Fordyce Wood Mitchel. 

Oba/, Macedonia, Aegae, 500-480 B.C., silver (175), gift of 
Marguerite Mitchel in memory of Fordyce Wood Mitchel. 

Oba/, Macedonia, Eion, 500-480 B.C., silver (177), gift of Margue
rite Mitchel in memory of Fordyce Wood Mitchel. 
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Greek drachma (176). 



Greek vase in the form 
of a siren (106) . 

Drachma, Macedonian Kings, Philip Ill Arrhidaeus, 323-316 B.C., 
silver (174), gift of Marguerite Mitchel in memory of Fordyce Wood 
Mitchel. 

Coit:, Acarnania, Oiniadai, 219-211 B.C., bronze (95), gift of 
Gladys D. Weinberg in memory of Lucy Miller. 

Hemiobol, Attica, Athens, 527-430 B.C., silver (172), gift of 
Marguerite Mitchel in memory of Fordyce Wood Mitchel. 

Trihemitartemorion, Attica, Athens, 380-297 B.C., silver (173), gift 
of Marguerite Mitchel in memory of Fordyce Wood Mitchel. 

Coin, Attica, Athens, 87-86 B.C., bronze (97), gift of Gladys D. 
Weinberg in memory of Lucy Miller. 

Coin, Mysia, Apollonia ad Rhyndacum, ca. 450-330 B.C., silver 
(94), gift of Gladys D. Weinberg in memory of Lucy Miller. 

Drachma, Islands of Caria, Rhodes, ca. 166-88 B.C., silver (96), gift 
of Gladys D. Weinberg in memory of Lucy Miller. 

Coin, Phrygia, Nacoleia, Trajan, 98-117, bronze (84), Weinberg 
Fund purchase. 

Coin, Pisidia, Antioch, Philip II, 247-249, bronze (85), Weinberg 
Fund purchase. 
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Hellenistic H d 
hydria (82). a ra Ware 
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Greek handle fragment 
with female protome 
(1). 

Roman 

Flask, Roman, early 4th c., glass (108), gift of Kate Ellen Rogers. 

Bowl, Roman, 1st c., glass (105), Weinberg Fund purchase. 

Fragment of a Mosaic Class Vessel, Roman, 1st c., glass (90), gift of 
Vera and Boyd O'Dell. 

Fragment of a Cameo Class Cup, Roman, early 1st c., blue and 
white glass (86 a, b), gift of John and Elsbeth Dusenbery in honor of 
Gladys and Saul Weinberg. 

Denarius, Rome, ca. 83 B.C., silver (98), gift of Gladys D. 
Weinberg in memory of Lucy Miller. 
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Tetradrachm, Provincial silver coinage, mint of Ephesos, 27-20 
B.C., silver (99), gift of Gladys D. Weinberg in memory of Lucy 
Miller. 

Cistophoric Tetradrachm, Hadrian , 117-138, silver (100), gift of 
Gladys D. Weinberg in memory of Lucy Miller. 

Denarius, Faustina I, 141-?, silver (101 ), gift of Gladys D. Wein
berg in memory of Lucy Miller. 

Denarius, Geta, 200-202, silver (102), gift of Gladys D. Weinberg 
in memory of Lucy Miller. 

Antoninianus, Victorinus, 268-270, bronze (103), gift of Gladys D. 
Weinberg in memory of Lucy Miller. 

Coin, Crispus, Caesar 317-326, Siscia, 317-321, bronze (104), gift 
of Gladys D. Weinberg in memory of Lucy Miller. 
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Fragments of Roman 
cameo glass (86 a, b) . 



John Sites Ankeney, 
Mountain Shower (70). 

European and American Art 
Paintings 

John Sites Ankeney, American, 1870-1946, Colorado Landscape, 
1932 or 1933-1945, oil on canvas (68); Mountain Shower, date 
unknown, oil on canvas (70), transferred from the University 
Business Office. 

Anonymous, American (?), Governor David R. Francis, oil on 
canvas (68), transferred from the University Business Office. 

Anonymous, Untitled, 1940, oil on canvas mounted to board (92), 
gift of Mr. and Mrs. George Schriever. 

Tom P. Barnett, American, 1870-1929, Riches from the Mines, 
1922, oil, charcoal, and gold paint on canvas (40), transferred from 

1e University Business Office. 

40 



Oscar E. Berninghaus, American, 1874-1952, Surrender of the 
Miamis to Gen. H. Dodge, 1814, 1920-1921, tempera, charcoal, 
and pencil on paper (47); The Attack on Saint Louis, 1780, 
1920-1921 , tempera on composition board (49), transferred from 
the University Business Office. 

Frank Brangwyn, British, 1867-1956, Fire, 1922-1925, tempera 
and white chalk on composition board (19); Water, 1922-1925, 
tempera and charcoal on composition board (15); Air, 1922-1925, 
tempera and pencil on composition board (10), transferred from the 
University Business Office. 

Fred G. Carpenter, American, 1882-1965, The Entry into Havana, 
1898, 1920-1921, oil on canvas (33); The Entry into Havana, 1898, 
1920-1921, oil on composition board (34); The Battle of Sacramento, 
1847, 1920-1921, oil on canvas (35); The Battle of Sacramento, 
1847, 1920-1921, oil on canvas (36), transferred from the Universi
ty Business Office. 

E. Irving Couse, American, 1866-1936, Osage Village, 1923-1924, 
oil on masonite (37); Log Cabins, 1923-1924, oil on masonite (38); 
Osage Hunters , 1923-1924, oil on masonite (38), transferred from 
the University Business Office. 
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Oscar E. Berninghaus, 
Surrender of the Miamis 
to Gen. H . Dodge, 
1814 (47). 



Richard E. Miller, 
Assembling of the First 
Legislature at St. Charles 
in June, 1821 (45) . 

Jacob Drachler, American, b. 1909, Untitled, 1952, watercolor and 
ink on paper (120); Untitled, 1953, watercolor and ink on paper 
(118); Untitled, 1954, watercolor and ink on paper (116); Untitled, 
1980, watercolor and pencil on paper (109); Untitled, 1980, 
acrylic on paper (11 O); Untitled, 1980, watercolor and ink on paper 
(111 ); Untitled, 1980, watercolor and ink on paper (112); Untitled, 
1981, watercolor and ink on paper (113); Untitled, 1981, watercol
or on paper (114), gifts of the artist. 

Edward Fitzgerald, American, Late Call, 1971, oil on canvas board 
(91): gift of Mr. and Mrs. George Schriever. 

R. A. Kissack, American, 1878-1958, The Father of Waters, ca . 
1922-1923, oil on canvas (41), transferred from the University 
Business Office. 

Lorenz Kleiser, American, 1879-1963, "The Zinc Mines" Tapestry 
Study, ca. 1923, oil on paper mounted to composition board (54); 
"Agriculture" Tapestry Study, ca. 1923, oil on paper mounted to 
composition board (55); "Santa Fe Trail" Tapestry Study, ca. 1923, 
oil on paper mounted to composition board (56); "Lead Mining" 
Tapestry Study (upper section) and "Lead Mining" Tapestry Study 
(lower section), ca. 1923, oil on paper mounted to composition 
board (57, 58); "River Traffic" Tapestry Study (upper section) and 
"River Traffic" Tapestry Study (lower section), ca . 1923, oil on 
paper mounted to composition board (59 ,60); "Mining Equipment" 
and "Hunting Equipment" Tapestry Studies, ca. 1923, oil on paper 
mounted to composition board (61); "Fishing Equipment" and 
" Farming Equipment" Tapestry Studies, oil on paper mounted to 
composition board (62), transferred from the University Business 
Office. 
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Richard E. Mi Iler, American, 187 5-1943, Assembling of the First 
Legislature at St. Charles in June, 1821, 1924-1925, oil and 
charcoal on composition board (45), transferred from the University 
Business Office. 

L. C. Mitchell, American, Untitled, oil on canvas (67), transferred 
from the University Business Office. 

Bert Greer Phillips, American, 1868-1952, Trail to the Happy 
Hunting Grounds, 1924-1925, oi I on canvas (93), anonymous gift; 
Meeting of Calaway's [sic] Rangers, 1924-1925, oil and pencil on 
canvas (52); Cooper Emigrant Train, 1924-1925, oil and pencil on 
canvas (53), transferred from University Business Office. 

Henry Reuterdahl, American, 1870-1925, The Navy Guarded the 
Road to France, 1920-1921, oil on masonite (42), transferred from 
the University Business Office. 

Allen T. True, American, 1881-1955, The Trapper, 1922-1923, 
tempera and charcoal on upson board (27); The Aborigines, 1922-
1923, oil on upson board (28); Spanish Governors, 1922-1923, oil 
on upson board (26); A Facteur, 1923-1925, tempera and charcoal 
on upson board (25); Buffalo Hunter, 1923-1925, tempera and 
charcoal on upson board (24); Early Riverman, 1923-1925, oil on 
upson board (23); Pioneer Mother, 1923-1925, tempera and char
coal on upson board (21); Missionary Explorers, 1922-1923, oil on 
upson board (22), transferred from the University Business Office. 

Walter Ufer, American, 1876-1936, Chouteau's Treaty with the 
Osages, 1924-1925, oil and pencil on canvas (46), transferred from 
the University Business Office. 
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N. C. Wyeth, Sketch for 
the Fight at Wilson's 
Creek, August 10th, 
1867 (31). 



Frank Brangwyn, Study 
for " Home Makers." 

N. C. Wyeth, American, 1882-1945, Sketch for Battle of Westport, 

October 21 [sic], 1864, 1920-1921, tempera and charcoal on 
brown paper (32); Sketch for the Fight at Wilson's Creek, August 
10th, 1861, 1920-1921, tempera, pastels, and charcoal on brown 
paper (31); The Battle of Westport, October 23, 1864, ca. 1921 , oi I 
on canvas (30); The Battle of Wilson 's Creek, August 10, 1861, ca. 
1920-1921, oil on canvas (29), transferred from the University 
Business Office. 

Drawings 

Anonymous, Thirty sketches of renovation plans for Old Academic 
Hall, University of Missouri, ca. 1884-1885, ink on paper (72-80.20), 
transferred from the University Business Office. 

Oscar E. Berninghaus, American, 1874-1952, The Attack on Saint 

Louis, 1780, 1920-1921, pencil on composition board (50); Surrender 

of the Miamis to Gen. H. Dodge, 1814, 1920-1921, pencil on 
composition board (48), transferred from the University Business 
Office. 
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Frank Brangwyn, British, 1867-1956, Study for " Earth," 1922-1925, 
charcoal and pastels on composition board (11 ); Two Studies for 
"Home Makers, " 1920-1923, charcoal with yellow and white 
chalk on gray paper (12, 16); Detail of "Fire" Showing Pottery 
Making, 1924-1926, charcoal on composition board (18); Two 
Studies for " Water, " 1922-1925, charcoal and pastels on composi
tion board (14, 17); "Science" from the Lower Dome, 1922-1925, 
charcoal and pastels on composition board (13); Lower Dome 
Arrangement, 1922-1925, charcoal and white chalk on cardboard 
(9), transferred from the University Business Office. 

Jacob Drachler, American, b. 1909, Untitled, 1959, ink and ink 
wash on paper (119); Untitled, 1957, ink on paper (117); Untitled, 
1956, ink on paper (115), gifts of the artist. 

Richard E. Miller, American, 1875-1943, Landing of DeSoto, ca. 
1921, pastels and charcoal on paper mounted to composition 
board (44), transferred from the University Business Office. 

Frank B. Nuderscher, American, 1880-1959, The Artery of Trade, 
1922-1923, pastels and charcoal on brown paper mounted to 
composition board (43), transferred from the University Business 
Office. 

Graphics 

Jerry Berneche, American, b. 1932, Snow Birds, 1956, lithograph 
(134), gift of Esther Randolph in memory of John Randolph . 

Oscar E. Berninghaus, American, 187 4-1952, The Attack on Saint 
Louis, 1780, 1920-1921, photostat with red ink and pencil (51), 
transferred from the University Business Office. 

Honore Daumier, French, 1808-1879, Physionomie de l'Assemblee, 
lithograph (168), anonymous gift through the Museum Associates, 
and Country Men, lithograph (3), gift of Aimee Leonhard. 

Eugene Delacroix, French, 1798-1863, L'Ombre de Marguerite 
apparaissant a Faust (The Shade of Gretchen Appearing to Faust), 
from Goethe's Faust, 1828, lithograph (2), purchased with funds 
generated from gifts of Lillian Bischoff, J. Lionberger Davis, Joseph 
Fischer, Mr. and Mrs. Cedric H. Marks, David T. Owsley, Doreen 
Canaday Spitzer in memory of Ward and Miriam Canaday, and 
Octavia Triplett. 
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Eugene Delacroix, The 
Shade of Gretchen 
Appearing to Faust (2). 

. .... ,..,,,.,,.__ 
fa1.1u,_..,,...,.,..,1,..,.,..,.,...,.h,,,#i:.t'«"- 1oo •• ,.,,.,.,.,...,,.,.11~ .......... ~-.•~ r"'"'' ,.,.,.,..,,,,,.,..,,....,i;.i:..,'l'"Hl""..,.,1 "''"* ......... ~ •• ,.,.., r,..., ,,... c.w, ....... , ,i .. ~_,,,., .... c,.,.. ...... 1,,~,,• -•"'•"'J•• ,,.,,., 

Ludwig Grimm, German, 1790-1863, Portrait of Nicolo Paganini, 
1830, etching (4)✓ purchased with funds generated from gifts of Mr. 
and Mrs. Martin Goodman, James V. Moseley, Dr. and Mrs. Werner 
Muensterberger, Samuel Rubin, Mrs. Walter G. Staley, and the 
estate of Ann Sorency Bedell, and "Ego Sum Vita" John XIV, 6, 
1847, etching (5), purchased with funds generated from gifts of 
Alvin John Accola in memory of his wife Katherine Mize Accola, 
Ingeborg de Beausacq, Barbara Stratton Bolling and Deborah S. 
Booker in memory of Arthur Mills Stratton, and George H. Dougherty, 
and At Albrecht Darer's Crave on April 6, 1828 in Nuremberg, 
etching (6), purchased with funds generated from gifts of Mrs. D. 
David Mclorn. 

Birger Sandzen, American, b. in Sweden, 1871-1954, Creek with 
Sandstone Banks, 1923, lithograph (133), gift of Esther Randolph in 
memory of John Randolph. 

Ben Shahn, American, b. in Lithuania, 1898-1969, Untitled, date 
unknown, woodcut (136), gift of Esther Randolph in memory of 
John Randolph. 

I. P. Simon (after Henry Fuseli, British, b. in Switzerland, 1741-
1825), The lnchanted [sic] Island before the Cell of Prospero
Prospero, Miranda, Caliban and Ariel, Act I, Scene II of "The 
Tempest" by William Shakespeare, 1797, engraving (128), pur
chased with funds generated from a gift of Mrs. D. David McLorn. 
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Ludwig Grimm, At 
Albrecht Darer's G . rave 
on Apr,/ 6, 1828 in 
Nuremberg (6) . 

Birger Sandzen, Creek 
with Sandstone Banks 
(133). 



G. D. Tiepolo, On the 
Way to Egypt (130). 

Giovanni Domenico Tiepolo, Italian, 1724-1804, Four plates from 
the series !dee Pittoresche Sopra la Fugga in Egitto (Picturesque 
Ideas of the Flight into Egypt): "Joseph Announcing to Mary That 
They Must Depart," plate 4, etching (129); "On the Way to Egypt," 
plate 10, etching (130); "Joseph and Mary Passing a Goatherd," 
plate 11 , etching (131); "A Rest on the Flight into Egypt," plate 23, 
etching (132); purchased with funds generated from gifts of Dr. 
William Curtis, Dr. and Mrs. Milton Gross, and Mr. and Mrs. Irwin 
Vladimir. 

Victor Vasarely, French, b. in Hungary 1908, Sirius, 1969, seri
graph (135), gift of Esther Randolph in memory of John Randolph . 

Sculpture 

Thomas Hart Benton, American, 1889-1975, Study Model for the 
Mural "Jacques Cartier and the St. Lawrence" at the New York 

Power Authority, Massena, New York, painted plasticene and wood 
(71 ), transferred from the University Business Office. 
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Frank Brangwyn, British, 1867-1956, Model for Lower Dome of the 
Missouri State Capitol, 1922-1925, tempera on plaster on wood 
support (20), transferred from the University Business Office. 

Sherry E. Fry, American, b. 1879, Ceres, 1922-1926, plaster (65), 
transferred from the University Business Office. 

Adolph Alexander Weinman, American, 1870-1952, "Centaur" 
(for Fountain of Centaurs), 1924-1927, painted plaster (63); "Sea 
Urchin" (for Fountain of Centaurs), 1924-1927, painted plaster (64); 
Pediment for the South Entrance, 1924-1926, painted plaster (66), 
transferred from the University Business Office. 
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Thomas Hart Benton, 
Study Model for the 
Mural " Jacques Cartier 
and the St. Lawrence" 
(71 ). 



Sherry Fry, Ceres (65). 
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Kalavasos-Kopetra, 1988 
Marcus L. Rautman 

University of Missouri-Columbia 
and Murray C. McClel Ian 

Emory University 

The second campaign of the joint Missouri-Pennsylvania mission 
to Kalavasos-Kopetra took place during a seven-week field season in 
July and August 1988. 1 The project continued to explore the setting 
and settlement of a small, previously undocumented Late Roman 
town located in the lower Vasilikos valley on the south coast of 
Cyprus. The site's importance in antiquity is emphasized by its 
strategic location perched atop a tall bluff overlooking communica
tion routes along the island's southern shore and inland along the 
Vasilikos River (fig. 1 ). Survey work in previous years detected 
evidence for the area's habitation in the Chalcolithic, Bronze Age, 
and Cypro-Archaic periods, but noted that Kopetra's phase of 
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1 . Kalavasos-Kopetra, 
from the west. 



2. Survey team 
sampling part of the 
habitation site. 

greatest activity occurred during the fourth through seventh centu
ries A.D., a period when it served as the primary settlement of the 
lower valley. 2 Topographic reconnaissance conducted in 1987 was 
followed this year by expanded survey of the Late Roman settlement 
and excavation in one part of the habitation site. 

The intensive surface survey of the Kopetra region is an integral 
part of the overall project design . Spurred by the lower valley's 
increasing commercial use, the survey is systematically recording 
land in imminent danger of development. Our objectives include 
delineating settlement patterns in the Kopetra vicinity and analyzing 
the distribution of artifacts on the intrasite level. The basic unit of 
survey is the twenty-meter grid, of which alternate squares are 
sampled for diagnostic materials . The northwest quadrant of each 
grid square is independently sampled by total artifact collection, 
thus permitting quantified comparisons among different parts of the 
site (fig. 2) .3 Selective excavation of different parts of the site will 
test the Kopetra survey results and refine its methods. 

The 6,800-square-meter area sampled in 1987 was expanded this 
summer by an additional 14,000 square meters. Since the project 
design aims at a 50 percent coverage of available parts of the site, 
our total area sample now exceeds four hectares. The urgency of the 
field survey is emphasized by the valley's rapid agricultural and 
residential development, which over the last two years has con
sumed several large fields within the Kopetra region. 

Field conditions in high summer directed attention primarily to 
the relatively level area lying between the high bluff ridge of 
Kopetra and the Sirmata mound further east. 4 Most of this area was 

52 



well suited to survey, consisting of open, recently cut wheat fields 
with good artifact visibility. Aided by such conditions, systematic 
sampling revealed clear contrasts among otherwise indistinguish
able plots . To our surprise, the distribution of artifacts around the 
Sirmata hillock appears limited to the mound itself, with a sharp 
drop in collected materials observed on all sides of that sector. 

Equally striking is a dense concentration of artifacts encountered 
in the fields between Sirmata and the Kopetra ridge area. This focus 
is distinct from both the mound and the presumed urban center at 
Kopetra and includes heavy accumulations of brick, tile, and 
pottery. The greatest concentration of finds occurs in SG26A, where 
peak densities of 3.27 sherds and 7.00 artifacts per square meter 
were recorded . Total artifact densities drop to half this level at 
radiate distances of twenty to forty meters, and then rapidly 
descend to quantities less than a tenth of the peak further west and 
east. This clearly delimited distribution suggests the presence of a 
subnucleus of Late Roman occupation measuring approximately 
sixty meters across (SG24-27). Amphora sherds constitute the 
greatest portion of the ceramic finds and are primarily of a type 
probably produced on Cyprus and in Syria. 5 Fine wares include 
mostly bowls of probable Cypriot manufacture as well as imported 
vessels from North Africa, western Asia Minor, and Egypt (fig. 3). As 
was observed in the 1987 season, the preponderance of Kopetra's 
fine wares apparently belongs to the late sixth and seventh centuries. 6 

Their association with other artifacts suggests that a small habitation 
center may have stood in the area, close to, yet slightly apart from, 
the primary settlement at Kopetra. 
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3. Selected fine wares 
from SG24-27. 



4. Sirmata, top of 
mound before 
excavation. 

Guided by earlier survey results, in 1988 we initiated excavations 
at the low mound known as Sirmata. The hill stands about 300 

meters east of the Kopetra ridge. Occupying about 800 square 
meters in area, it rises to an average height of 5.0 meters above the 
surrounding fields. Dense surface accumulations of brick, stone, 
and other building materials have long rendered it useless for 
agricultural purposes, with the result that the hill has remained 
relatively undisturbed until recent times (fig. 4) . During construc
tion of the new limassol-Nicosia highway, it briefly served as the 
site of an asphalt works, at which time it suffered significant damage 
around its west, south, and east perimeters . The trauma of this 
recent bulldozing emphasized both the presence of major architec
ture at the site and the need to salvage and conserve the destabi
lized building remains . 

During the 1988 season we opened a total of ten trenches at 
Sirmata. Excavation was carried out in five-meter squares, leaving 
0.5-meter balks on all sides to aid in recording stratigraphy and 
features. Several of these balks were later removed in order to 
resolve architectural problems with the excavated remains. We 
were pleased to find that floor levels, which lay 0.4 to 1.5 meters 
below ground level , were generally well preserved. Fig . 5 records 
the architectural features as they stood exposed at the close of the 
season. 

Our work at Sirmata revealed substantial parts of a building 
complex of Late Roman date. The largest identified structure is a 
three-aisle basilica oriented toward the northeast, which stands on 
the south half of the hilltop. Extending northward from the building's 
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west end is a range of small spaces that were probably related to the 
basilica's original use. In its present state the building complex 
preserves most of its paved interior floors and lower walls, which 
stand as high as 1.2 5 meters. Objects recovered from the latest 
phases of the building give a date in the sixth and seventh centuries 
for its latest occupation and ultimate abandonment. 

In its present, partially excavated state the Sirmata basilica 
comprises a three-aisle hall with single apse and narthex. The 
basilica stands 9.0 meters wide and extends 16.0 meters from the 
broad doorway in its west wall to the apse (fig. 6A). Two rows of 
composite gypsum piers separate the nave from the 1.8-meter-wide 
side aisles and originally supported an open-work timber roof. 
Small windows in the outer walls would have brought the strong 
Mediterranean light into the church. All three aisles were paved 
with large, carefully laid gypsum blocks, most of which survive (fig. 
7). 

The sanctuary of the basi I ica stands at the east end of the central 
aisle or nave. Preceding the apse is an almost square, raised 
platform or bema that occupies the first two intercolumniations (fig. 
8). Paved with large gypsum slabs at a level approximately 0.25 
meters above the nave floor, this surface preserves traces of the 
sanctuary's original liturgical furnishings . A slightly recessed edge 
along the perimeter of the platform may have anchored an enclo
sure screen. Before the center of the apse is the probable base of the 
main altar. This base consists of a single block of gypsum, measur
ing 1.21 by 0.92 by 0.11 meters, that was mortared onto the floor. 
Five 0.12-meter-square holes originally held the legs of the altar 
top. A second, similarly cut base was found along the south edge of 
the chancel platform and may have supported a second table, 
perhaps for offerings. 7 The area enclosed by the apse wall, of which 
the north half has survived to a height of 1 .0 meters, remains to be 
explored next year. 
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7. Sirmata basilica . .. . -' nave from th e north . 
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Sirmata basT , ,ca, east end of nave. 
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9. Gypsum plaster 
pilaster capital from 
Sirmata basilica. 

A broad narthex precedes the basilica to the west. Two uneven 
steps rise 0.5 meters from the paved floor of this vestibule to the 
three doorways of the nave and side aisles . Between these openings 
the east narthex wall was articulated by a row of applied half
column shafts; their symmetrical reconstruction would have reflect
ed the tripartite division of the basilica's interior. The 1.6-meter
wide central doorway preserves its threshold with traces of its 
original iron pivots and fittings. To the south opens a 1.2-meter
wide lateral doorway. The west limits of the narthex remain to be 
explored in a future season. 

Despite its limited surviving height, the Sirmata basilica preserves 
significant traces of its original interior decoration . All three aisles 
were paved with carefully laid gypsum blocks, a material known on 
the island as marmara. 8 A row of 0.6-meter wide slabs extends the 
length of the nave, marking the basilica's central axis. The rest of the 
interior's floor was laid in a roughly symmetrical pattern outward 
from this axis. The building's rising walls and interior piers were 
built of mortared gypsum blocks, which were internally clad in 
slabs of marmara revetment and plastered over. Sections of rounded 
gypsum moldings recovered about the sector probably once articu
lated doorways and window openings. Pilaster capitals, molded of 
gypsum plaster in low foliage relief, further enlivened the building's 
interior (fig. 9). 
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Excavation at the south end of the narthex revealed part of an 
apparent crypt attached to the basilica. This space was accessible 
from the narthex by a stairway of six steps which descended about 
two meters to a packed earthen surface (fig. 10). While the original 
date and use of the space are still unclear, at one point a spacious 
tomb built of carefully cut and incised gypsum slabs was installed in 
its northeast corner. 9 Recovered from the fi 11 within the chamber 
were the skeletal remains of two or three individuals. Fragments of 
fifth- to seventh-century glass, pottery, and a terracotta lamp were 
found nearby (fig. 11 ).10 It is interesting to note that the tomb 
remained in use even after an initial collapse, perhaps reflecting the 
importance of its occupants. A second phase of destruction includ
ed the fall of surrounding walls and the chamber's roof. 
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10. Sirmata, west end 
of basilica and 
north-lying spaces. 



11 . Selected finds from 
chamber south of 
narthex: neck of 
glass vessel , glass 
polycandela, and 
terracotta lamp. 
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In its partially excavated state, only the general outlines of the 
Sirmata basilica's plan are clear. With its three aisles and narthex, 
the building belongs to a group of small basilicas found throughout 
the Late Roman empire, of which several are known in Cyprus. 11 Its 
modest dimensions rank the building among the island's smaller 
churches, comparable to Ayios Georgios Ill at Peyia and the 
Asomatoi at Aphendrika. 12 The close 1.8- to 2.0-meter spacing of 
the nave piers would have supported a lightweight timber architrave, 
as likely also found at Ayios Philon. 13 The furnishings and decora
tion of ·the Sirmata basilica are not unusual for Cyprus. The raised 
bema is found in most of the early basilicas on the island. Similarly, 
the use of stucco for architectural moldings and pilaster capitals 
occurs across the island, reflecting the excellent quality of local 
gypsum deposits .14 More distinctive is the casting of gypsum in a 
structural role at Sirmata; its use in floors, rising walls, and piers in 
lieu of marble is eloquent witness to its local availability as well as 
the modest resources of the Vasilikos community. 15 

A group of related spaces lying immediately to the north of the 
Sirmata basilica was also explored in 1988. Isolated sections of 
gypsum paving and wall foundations were visible before excavation 
began in the natural escarpment of the hillock. Other parts of these 
spaces were studied in four five-meter trenches, which revealed at 
least six intercommunicating rooms to the north of the church. 
None of these spaces has been completely cleared, and questions 
of shape and function await further excavation. 

The six identified spaces flank a continuous wall that projects 
along the approximate line of the basilica's westernmost nave piers 
(figs. 6B, 10). Adjoining the basilica's northwest corner is a small 
trapezoidal room . The space preserves a sturdy gypsum floor, as 
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well as its plastered lower walls, and was probably originally 
roofed. Immediately to the north of this room is a space whose 
battered walls stand to a height of only 0.25 meters. Its eroded floor 
suggests an open court, and a shallow pit installed in its southeast 
corner was apparently used for cooking in a late phase of the 
building's occupation. 

Four larger adjoining spaces also occupy the north part of the 
hillock. At least one of these rooms retains vestiges of its coarse 
gypsum paving along its north wall, together with a low platform or 
bench in one corner. Further north is another space whose gypsum 
floor extends to the eroded edge of the hillock. Although its original 
function is unclear, in its last phase of use this space featured a 
small oven built atop its floor (fig. 12) . The oven, constructed of 
reused brick and stone, was circular in plan with an interior 
diameter of 1.6 meters. Its floor was covered with thick square 
bricks, and an opening to the north provided access for fuel and 
oxygen. Sparse contextual finds offer only an approximate sixth- to 
seventh-century date for the area's latest use, which was probably 
for domestic cooking. 16 

The second season of work at Kalavasos-Kopetra has provided the 
first detailed glimpse of Late Roman occupation in the Vasilikos 
valley. Surface survey work is intensively recording the archaeologi
cal topography of a rapidly changing landscape. Guided by the 
surface distribution of artifacts, the initial excavations at Sirmata 
have revealed an important architectural landmark of the valley in 
Late Roman times and provided the first view of an unexplored 
phase of the valley's history. Future seasons will further expand our 
understanding of the final flourishing of this modest Roman settle
ment of late antiquity. 
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north range of 
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A Syro-Palestinian Bowl Type 
Saul S. Weinberg 

University of Missouri-Columbia 

A single type of artifact surviving from the ancient world can often 
give us a broad insight into many aspects of the culture from which 
it derives. Such a piece is a pottery bowl recently acquired by the 
Museum of Art and Archaeology at the University of Missouri
Columbia. 1 The bowl is said to have come from the Syro-Palestinian 
coastal area, which in the Hellenistic period was under the strong 
Hellenizing influence that moved eastward in the wake of the 
conquests of Alexander the Great and took hold in the kingdoms 
ruled by his successors. Greek pottery, especially the so-called 
black-glazed wares (really covered with a sintered slip, often with 
stamped and rouletted decoration) and the molded relief bowls, 
were assiduously imported and then imitated in the Hellenized 
east. What is particularly interesting about the bowl published here 
is that it seems clearly to be a product of the Syro-Palestinian coastal 
area, imitating a shape that was imported from Greek lands . Its 
decoration, however, is unknown in Greece proper and is dependent, 
as we shall see, on east Mediterranean craft production. 

The Missouri bowl (fig. 1 a-c) is, I believe, the only intact 
example of the type extant. 2 The fabric is a fine, light-buff clay, 
grainy but with no inclusions. The vessel is covered both inside and 
out with a black slip, applied by dipping from two sides, causing a 
darker vertical stripe where the slip overlapped. On the exterior, the 
slip is a dark reddish-brown in a circle at the bottom. The shape is 
approximately conical, with gently curving walls and a very slightly 
pointed bottom, without a foot. The walls are 3-5 mm. thick, but 
the vessel is thickened at the lip, which is decorated on the interior 
with a heavy molding formed with a template; one of the lower 
grooves is further adorned with beading, made with a stamp or 
roulette. The far larger group of similar bowls with a molded interior 
rim, but without beading, will not be considered here. The shape, 
the mastos (breast-shaped), had a long development in Greek lands, 
but not in this ware . 

There are several almost complete examples, as well as numer
ous fragments from such bowls, found particularly at sites on the 
east Mediterranean coast from Tarsus in the north to Ashdod in the 
south, but also known from much farther inland at Tell Halaf and 
Dura Europos in eastern Syria. 
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1 a-c. Black-glazed 
conica l bowl , Syri a, 
Hellenisti c, Museum 
of Art and 
Archaeology, 
Wei nberg Fund 
purchase (80 .249) . 



A brief catalogue of these finds is informative; we begin with 
Tarsus, the northernmost of the coastal sites, and move eastward 
(inland) after citing those in the coastal plain: 
Tarsus 3 : only one fragment of a beaded-rim bowl is published, 
found in a context of the late first century B.C. to the early second 
century A.O.; the presence of more is implied . The clay is 
described as orange-red, very fine, with mica; the glaze is black, 
gleaming, of good quality. 
Antioch4 has produced a number of fragments, with both black and 
red glaze on fabrics that vary from yellowish pale buff to light 
brown. 
Gezer5 was the source of two fragments of beaded-rim bowls, 
which are of great importance since they come from the most 
closely dated context of any of the known fragments. 6 These are 
discussed in more detail by S. Gitin in his dissertation / where they 
are said to appear only in the mid-second century B.C. horizon. Of 
this type, and of the same type without the beaded molding, Gitin 
writes, "All examples of types 209-A, B have a black or dark grey 
glaze decoration and appear in the non-local reddish-yellow, well 
levigated, metallic fabrics . .. . These examples ... have a fabric 
indistinguishable from those forms designated as Eastern Sigillata 
A." 
Ashdod8 flourished in the Late Hellenistic period, yet the beaded
rim bowls are few. However, two complete profiles for such bowls 
were preserved and there is one other rim fragment. The two more 
complete bowls, similar in size to the Missouri example, are 
described as having yellowish clay and core; one is covered with 
dark red glaze, the other with black glaze. The rim fragment is of 
fine, pinkish-buff ware, with thin orange-red glaze. 

Paralleling the line of coastal sites is a row of sites farther inland , 
which are considered here from north to south: 
Tell Rifa'at, 9 twenty kilometers north of Aleppo, has thus far yielded 
to survey activities a single fragment of a beaded-rim mastos. It is 
made of fine cream clay with smooth, semi-lustrous black slip. 
Hama, 10 with a rich Hellenistic level, has only a single fragment of 
a beaded-rim bowl, with light yellowish clay and glaze which is 
brownish on the interior and the upper part of the exterior, but turns 
to a reddish-brown on the lower part of the exterior. The molded rim 
on the interior is said possibly to have been black. 
Tel Anafa, 11 which has produced much the largest amount of Late 
Hellenistic red-slipped pottery known from any ancient site, has 
from the first five campaigns but one fragment of a beaded-rim 
bowl, which is in the usual light buff clay with a red-slipped 
surface. One beaded fragment from the excavations of 1978-1981 
is not yet reported. 
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Samaria, another rich Hellenistic site, has furnished three fragments 
of beaded-rim bowls from the excavations of 1930, 1 2 and one from 
the supplementary excavations of 1968. 13 All of these have a fine 
fabric in shades of buff, from pale yellowish to pinkish, and all have 
red glaze on both interior and exterior. 

The other two sites which have yielded beaded-rim bowls are 
much farther to the east: Tell Halaf in northeastern Syria and 
Dura-Europos on the Euphrates River in eastern Syria: 
Tell Halaf, despite its remoteness from most of the other sites 
yielding beaded-rim bowls, has the largest number of them-two 
almost complete examples, which give a full profile, and four other 
fragments .14 They are described as having fine, yellowish clay and 
reddish or brownish glaze. The almost complete examples are very 
similar in size to the Missouri bowl. 
Oura-Europos 15 offers but a single fragment of a beaded-rim bowl, 
its clay "bright buff," the glaze brownish. 

The beaded-rim bowl thus was widespread in the Near East, but 
nowhere in any large quantity, possibly because of the time
consuming, and probably somewhat difficult, job of adding the 
beading to the molding on the inside of the rim. The type without 
the beading, but with similar molded rims, usually occurs at the 
same sites, as well as at many others, and in greater quantities. In 
his study of the material from Gezer, Gitin notes that while the 
beaded examples occur only in contexts of the mid-second century 
B.C., those without the beading are attested in contexts of the late 
second century and the early first century.16 

The Missouri bowl thus represents a type of decorated vessel that 
was made, largely along the Syro-Palestinian coastal region, in the 
mid-second century B.C. and was widely distributed in the Near 
East. The beaded-rim bowl seems not to have been made in large 
numbers. The fabric of this bowl , and seemingly of the other 
fragments reported here, is the light buff, finely levigated clay which 
we know to have been used for the very large quantities of 
red-slipped pottery found at Tel Anafa, where it appeared first in the 
third quarter of the second century B.C. 17 This ware is known not 
only from the Near East, but from all of the eastern Mediterranean 
area. But at Tel Anafa it is also known in many examples of fine 

black-glazed ware, as well as in a number of vases which are partly 
black and partly red or brown, 18 as is the Missouri bowl. So, it 
epitomizes, as well, the change-over from the black-glazed to 
red-glazed, or red-slipped, wares, a process which took place, it 

now seems, within the third quarter of the second century B.C. The 
method of application of the slip, black or red, by dipping from two 
sides, is already in evidence on the Missouri bowl, as on other black
slipped wares in the local light-buff fabric. 19 
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2 a, b. Fragment of 
a beaded-rim glass 
bowl from Ashdod. 
Courtesy of D. 
Barag. 

It has often been observed that along with the appearance of the 
red-slipped ware at Tel Anafa, there appeared fo r the first time great 

quantities of molded glass bowl s, either in conica l shapes, like our 
pottery bowl , or in hemispheri ca l fo rms. 20 Such glass vessels were 
used widely in the Syro-Palestini an area, but nowhere have they 
been found in anywhere near the quantity that has been uncovered 
by nine seasons of excavations at Tel Anafa. In addition, another 
considerable amount of such glass fragments, not so large as that 
found at Tel Anafa, was found on the surface in the area of Kibbutz 
Hagoshrim, some five miles north of Tel Anafa . 2 1 Thi s suggests that 
the molded glass vessels, like the red-slipped wares, may have been 
made in thi s area . 22 
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What is of particular interest here is that a few examples of the 
contemporaneous molded, conical glass bowls have beading as 
part of the interior decoration. Their rarity is understandable, since 
cutting the beaded molding on the glass bowl would have been 
even more time consuming than stamping or rouletting it in the 
pottery bowls. They are, indeed, much scarcer and we know of 
only three fragments of such glass bowls; two are from Palestinian 
sites-Ashdod and Samaria-while the third is from Herakleion on 
Crete. The first two are sites where much red-slipped ware has been 
found, including (as was mentioned above) pieces of beaded-rim 
clay bowls. The single fragment from Ashdod (fig. 2b) was pub
lished by D. Barag in Dothan, "Ashdod 11-111" (see footnote 8), p. 
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2 c. Fragment of a 
beaded-rim glass 
bowl from Samaria, 
Harvard Semitic 
Museum. 

2 d. Fragment of a 
beaded-rim glass 
bowl, Herakleion 
Museum, Crete. 



3. Beaded-rim conical 
silver bowl found at 
Santisteban del 
Puerto, Spain . 

203, fig. 105.8 and Pl. XCVlll:6. 23 It is dated by its context "not 
later than the second century B.C.E. and perhaps earlier."24 The 
Samaria fragment is now in the Harvard Semitic Museum (fig. 2c). 25 

The third beaded glass fragment (fig. 2d), in the Herakleion 
Museum in Crete, was examined, recorded, and photographed by 
Dr. Gladys D. Weinberg, who brought it to my attention. 

It is now clear that both clay and glass were used to make conical 
bowls in the second century B.C. In each case, bowls with beaded 
rims are very few as compared with the unbeaded ones in the same 
material. It would be difficult to determine which may have had 
precedence, clay or glass, for both appeared in the same quarter 
century. In publishing the Ashdod glass fragment, Barag says: 
"Since the pottery bowls were cheaper than such glass vessels, it is 
plausible to assume that the potter imitated a current glass type."26 

But Barag also writes: "Both the glass and the pottery type imitate in 
a general way a metal prototype, but they are so much alike that 
there must be a direct link between them."27 

It is, then, to the metal prototype that we must now turn . The 
mastos bowl in silver is well known and is described and illustrated 
by D. E. Strong in Greek and Roman Gold and Silver Plate, 28 where 
a number of examples, most of the late Hellenistic period, are cited, 
one of them with a beaded molding on the interior, as well as two 
on the outside, of the rim . One of these last (fig. 3) is from a treasure 
found at Santisteban del Puerto in Spain. 29 The identical shape, 
with beading on the interior of the rim, occurs in bronze as the bowl 
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of a simpulum in the Brooklyn Museum (fig. 4) .30 Similarities in 
form and decoration, as well as their contemporaneity, can leave 
little doubt that the craftsmen in one medium knew and imitated 
bowls in other media. As Barag suggested, 3 1 the more precious 
material, in this case metal, probably had precedence over the 
baser ones; within the metals, silver most likely had precedence 
over bronze. Such an assumption is strongly supported by the fact 
that the beaded band is rather easy to create in metal, by punching 
from the interior. Making a beaded band in clay, or even more in 
glass, is a much more arduous task. 

When the Missouri bowl was acquired by the museum in 1980, 
its interest lay particularly in its fabric, identical with that of the 
pottery we had been finding, in both black and red wares, during 
nine seasons of the museum's excavations at Tel Anafa, 32 as well as 
its shape and decoration, including the double-dipping technique 
ubiquitous on the Anafa pottery. The bowl grew much in interest 
and importance as its glass and metal cognates came to our 
attention . It was not until quite recently, however, that we realized 
that our study was in concurrence with a much wider one, 
culminating in an exhibition at the Ashmolean Museum at Oxford 
in 1985, 33 which illuminated clearly and precisely the influence of 
metalwork on pottery in several places in the ancient and medieval 
world . The Missouri bowl takes that study one step farther in that it 
relates pottery to luxury products in both metal and glass. 
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3rd-1st c. B.C., 
bronze, Brooklyn 
Museum, Charles 
Edwin Wilbour Fund 
(58.127). 
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Southeast Asian Traces 
of the Buddhist Pilgrims 
Hiram W. Woodward, Jr. 

Walters Art Gallery 

A small bronze image of the Buddha given to the museum in 1984 
depicts the sage in the posture known as "the victory over Mara." 
He makes the "earth-touching gesture." At the time of his enlighten
ment the Buddha conquered the devil Mara, representing death and 
the last remnants of impure thought, and he touched Earth with his 
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1. Enthroned Buddha. 
Bronze with traces 
of gilding. Height 
14.8 cm. Museum of 
Art and Archaeology, 
anonymous gift 
(84.120). 

2. Back of the image 
seen in fig. 1. 



right hand, asking her to bear witness to his resolve. It is a pose 
found in countless images, no two ever quite the same. In this one 
the rounded and expanding shoulders of the Buddha are framed by 
a lobed triangular throneback. In the Buddha's head, the curving 
features seem on one hand a distant reflection of exquisitely refined 
ideals and on the other an expression of a down-to-earth approach
ability. 

The interest of this work does not lie primarily in its aesthetic 
qualities. It is rather that the pursuit of answers to the art historian's 
elementary questions-Where was it made? When?-leads down 
fascinating pathways, in the direction of significant moments in 
both Indian and Japanese sculpture in the period around 700 . The 
image forces some rethinking about the development of Southeast 
Asian art in the seventh and eighth centuries. Along the way, the 
questions of where and when unfortunately remain not easily an
swered. The identification in the museum's records, "Thailand 
or Malaysia, perhaps 9th- l 0th century," cannot be disproven. (The 
image was cast by the lost wax process and the ceramic core 
remains, but no thermoluminescence dating of this core has been 
carried out.) The identification must be broadened, however, to 
include Borneo, Sumatra, and Java in the late seventh or the eighth 
century, when the region was host to the Buddhist pilgrims responsi
ble for carrying sacred texts from India to China. 

Of the cultures of Southeast Asia, it is Cambodia in which the 
developments of the seventh and eighth centuries are best understood. 
A number of factors are responsible: dated inscriptions, temple sites 
that can be tied to the inscriptions, sculptures that can be tied to the 
sites, a body of capable modern scholars. In Indonesia the situation 
is much different. "What led up to this?" we might ask at 
Borobudur, central Java's greatest Buddhist monument, dating from 
the decades around 800. The answers that can be provided do not 
tell the whole story. We could say that one element was the arrival 
of a priest from Bengal and the construction of a temple (Candi 
Sewu) for the image of the bodhisattva Manjushri by 782. 1 One 
element was the establishment of a Buddhist dynasty, the Shailendras, 
before 778. Another element was the art of the hitherto-dominant 
Hindu dynasty, which can be traced back to the temple of Canggal 
of 732. 2 Yet another consists of the Javanese Buddhist traditions
today the most elusive of all. In the seventh century the western 
Javanese kingdom of Ho-ling (no satisfactory lndic equivalent for 
the Chinese toponym has ever been proposed) was the site of 
important monasteries visited by Chinese Buddhist pilgrims. 3 Later, 
in the 740s, the great translator Amoghavajra stopped in Ho-ling on 
a return voyage from China to India, and this stopover (or an earlier 
or later visit) may well have sewn the seeds for the immensely 
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sophisticated Buddhist doctrines embodied at Borobudur itself, 
which have roots in Amoghavajra's thought. 4 

The monasteries or temple sites of Ho-ling have never been 
archaeologically identified, but Ho-ling Buddhist culture can be 
considered an offshoot of Shrivijayan Buddhist culture. The tradi
tions of the maritime kingdom of Shrivijaya, which controlled much 
of Sumatra and the Malay peninsula in the seventh and eighth 
centuries, are, unfortunately, equally elusive. Because of the 
paucity of inscriptions, temples, and stone images, and the absence 
of links among them, Shrivijayan art history remains largely a matter 
of trying to group numerous metal images and clay votive tablets, 
few of which need have been made where they were found. 5 

Nevertheless two votive tablets (figs. 3 and 5) associated with 
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3. Votive tablet 
depicting the 
Buddha and eight 
bodhisattvas. Clay. 
National Museum of 
Singapore. 



4. Votive tablet 
depicting the 
Buddha and eight 
bodhisattvas. Grey 
terracotta. Height 
12.1 cm. The 
Metropolitan Museum 
of Art, New York, 
Rogers Fund, 1933. 

5. Votive tablet 
depicting the 
twelve-armed 
Avalokiteshvara. 
Clay. Diameter 10 
cm . From Kurong 
Batang Cave, Perlis, 
Malaysia. National 
Museum of 
Malaysia, Kuala 
Lumpur. 
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cave sites in southern peninsular Thailand and northern peninsular 
Malaysia provide good entry points into the worlds of Shrivijaya and 
of the Buddhist pilgrims. According to traditional belief, such 
tablets were sun dried, not fired (although some seem to have been 
lightly fired) , because the raw clay was mixed with the ashes of the 
deceased monks, making the tablet in a sense already "fired."6 

Tablets of the type seen in fig. 3 have been found in the cave of Gua 
Berhala, Perlis, which has a natural stone pillar in the center that 
could well have had cosmological significance of a sort like that of 
central pillars in the Buddhist cave temples of China. 7 Depicted in 
the middle of the tablet is a Buddha, possibly Vairocana, and he is 
surrounded by eight bodhisattvas, evidently eight bodhisattvas of the 
A?_tamar:icja/aka-sOtra. This was a text that Amoghavajra himself 
translated from Sanskrit into Chinese after his return to China in 
746, 8 and it was a text that played a significant role in several 
central Javanese temples-in the exterior reliefs of Candi Mendut 
(ca. late eighth century), and in the arrangement of seated bodhisatt
vas in the interior sanctuaries of Candi Sari and Candi Pawon (ca. 
first half of the ninth century). The tablet has a northern Indian 
counterpart, seen in fig. 4. It is possible that both the Indian and the 
Southeast Asian tablets date from the time of Amoghavajra's travels 
in the first half of the eighth century, but it is also possible that they 
are somewhat earlier. 9 

The second tablet (fig. 5) comes from another Perlis cave, Gua 
Kurong Batang, and in a collection made there in 1961 tablets of 
this sort outnumbered those of other types. 10 Some of the fragments 
had stamped inscriptions in northern Indian characters (unlike the 
script of the general run of seventh- to eighth-century Southeast 
Asian inscriptions). The deity is a twelve-armed form of the 
bodhisattva Avalokiteshvara, with two attendants. The body is 
composed in long arcs, and the shoulders are fully rounded. The 
graceful curves of the body's contours and the position of the feet 
on the lotus pedestal, when seen in relationship to the sequence of 
sculptural styles in mainland Southeast Asia, suggest--'----though not 
conclusively, by any means-a date in the late seventh century. It 
would be more cautious to say seventh to eighth century. 11 

In 1971 one of the great masterpieces of Indian sculpture was 
uncovered at Nalanda (fig. 6). It also represents the twelve-armed 
Avalokiteshvara, one of the rarer forms of this bodhisattva. A recent 
study of Nalanda sculpture places it in the period 700-725. 12 The 
attendants at the bottom, if they match up with the representations 
on later images, are, from left, Tara, Sucimukha, HayagrTva, and 
BhrkutT.13 Their proportions, if not necessarily their actual identity, 
appear to be echoed by the attendant figures on the Malay tablet. 

Together, the two Malay tablets suggest something about religious 
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6. Twelve-armed Avalokiteshvara from Site 3, Nalanda. Stone. Nalanda Museum. 
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and cultural intercourse between India and Southeast Asia in
quite probably-the first half of the eighth century, or possibly 
earlier. Information about the movement of Chinese pilgrims is 
more abundant in the earlier period, thanks to the brief biographies 
recorded by the pilgrim I-ching (Yijing). I-ching himself arrived in 
Shrivijaya (Fo-shih, Foshi) in Sumatra in 671, and in the following 
year he sailed up the western Malay coast to Kedah (Chieh-ch'a). In 
673 he embarked for the Indian port of Tamralipti. 14 Not until a 
dozen years had passed-ten of them spent in the great monastery 
at Nalanda-would I-ching leave India. The second stay in Shrivijaya 
was longer than the first, lasting from 685 to 692. 15 Apparently 
during this period Srivijaya's power grew, and the state of Kedah, on 
the west side of the coast of the peninsula, became a dependency of 
the great maritime kingdom. 16 Shrivijaya's rise is also recorded in 
Sumatran inscriptions of the 680s. 17 The kingdom sent missions to 
China in 702, 716, 728, and 742. 18 

The overwhelming importance of Nalanda to the experiences of 
I-ching and of the dozens of pilgrims whose lives he recorded-as 
well, presumably, as the pilgrims who continued to visit Nalanda in 
subsequent years-surely helps account for the appearance of 
images of the twelve-armed Avalokiteshvara in Southeast Asia. 
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7. Votive tablet 
depicting an 
enthroned Buddha. 
From Sian. 
Terracotta. Height 
7 cm. Field Museum, 
Chicago. 



In contrast to this iconographic type, one of the most striking 
motifs dating from the lifetime of I-ching (who died in 713) can be 
traced to China, Japan, and Southeast Asia, but not yet within India. 
This is the lobed throneback. The first example (fig . 7) is a small 
votive tablet from Sian, the ancient T'ang capital. A Buddha, 
probably Vairocana, sits on a supported lotus pedestal , flanked by 
two stupas. Behind the Buddha's head is a triangular device with 
crockets, a much-simplified rendition of a lobed throneback . The 
second example (fig. 8), more fully realized , is at Kuyang (Guyang) 
Cave, Lungmen (Longmen), and is shown here in a rubbing; this 
niche is an addition to the cave and may belong to about the 
670s. 19 The third example (fig. 9) is Japanese, from a temple said to 
have been established in 703, a year that can be tentatively taken as 
the date of the tablet itself. The Buddha sits with pendant legs, his 
left hand in his lap, his right raised in the gesture of instruction (a 
pose found also in the Dvaravati art of Thailand). Rampant lions rise 
from the seat of the throne, and makaras extend from the sides of the 
upper triangular portion. 20 One of the monuments of Japanese 
sculpture, the Tachibana shrine, which dates from about this time, 
also reflects the influence of the lobed throneback (and its lotus
borne figures recall the secondary figures on the Nalanda Avalok
iteshvara, fig. 6). 

In Southeast Asia the lobed throneback is equally-or even 
more-rare, and it appears in two different forms. One type is like 
the East Asian examples, complete with lions and makaras, and can 
be seen in the example from Sambas, West Kalimantan (Borneo), 
fig. 10. In a variant from Palembang, Sumatra, the lions are absent 
(fig. 12). 2 1 A similar arrangement can be seen in a mold for a votive 
tablet from central Java. 22 The second type is exemplified by the 
Columbia image (fig. 1) and would appear to be the result of 
adopting the first type for the purposes of framing a cross-legged 
figure. Other examples include one of the images from the Sambas 
hoard23 and a gold and gilt-bronze Buddha in the museum in 
Jogjakarta, central Java. 24 

The occurrence of an unusual motif, it is rightly assumed, can 
help pinpoint the date of a work of art. The East Asian examples of 
the lobed throneback provide valid evidence for dating the South
east Asian works in the late seventh century or the first half of the 
eighth, earlier than has been generally thought. They also raise 
tantalizing questions about the role of Chinese pilgrims in the 
development of Southeast Asian art. Resolution of the dating 
problem ultimately depends not just on the spotting of single motifs, 
however, but on the isolation of regional schools and the discovery 
of some sort of developmental sequence. It is a measure of the state 
of our knowledge that we cannot say where the Columbia Buddha 
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8. Rubbing of a niche 
at Kuyang Cave, 
Lungmen , China. 
After Seiichi 
Mizuno, Asuka 
Buddhist Art: 
Horyu-ji (New York: 
Weatherh i 11 and 
Tokyo: Heibonsha, 
1974), plate, pp. 
168-69. 

9. Tablet with figure of 
seated Buddha. 
Terracotta. Height 
6.2 cm. From 
Kok0z6-ji, Oita. 
After Nihon bukkya 
bijutsu no 
genryu/Sources of 
Japanese Art (Nara: 
Nara National 
Museum, 1978), 
144, fig. 89. 



image was made or w hether it is ea rlier or later than the scul ptures it 

to some degree resembles. 
D iscovery of an important hoard of go ld , sil ver, and gilt-bronze 

images from Borneo was announced in 1948 by Y. S. Tan. The 

introduction to his account is suffi c iently co lorful that it is worth 

quotin g in full : 

Shortl y before the first bomb was dropped on Singapore 

island in 1941 , an inland trader from Borneo came to a 

go ldsmith at Tanjong Pagar Road with a strange fi gure of 

an Indian deity, and offered it fo r sa le. He insisted that 

the image was of prec ious metal and demanded a high 
pri ce. The goldsmith after ca refull y examining it was 

ready to pay fo r its bullion value. A lengthy barga ining 

went on. From the meagre info rmation given to me by a 

sa ilor connected with him I succeeded in locatin g the 

trader. It was such a dazz ling sight w hen he placed 

before me the complete treasure. There were nine go ld 

and sil ver images and a strange bronze vessel. They 

impressed me greatl y. From him I lea rnt that things had 

been unearthed in Sambas by some Chinese workmen. I 

was taken to them and was able to enquire about the 

find . They were all waiting to return to China fo r good . 

Apparentl y the trader had sati sfactoril y rewarded them 

for the find . They to ld me that, w hile excavating a 
mound by the bank of a small stream on the outskirts of a 

vill age known as "Pa langa i Sabong" about 15 mil es 

from the town of Sambas, they dug out an ea rthern jar 

about two feet in height. It was covered with a bronze 
cymbal-shaped di sc and was standing on a bronze plate 

of considerable size which was badly decayed . Acc i

dentally they broke the jar and were dumbfounded at the 

sight of the treasure. The jar also contained some black 

sands. Thus these sacred images, after the lapse of 

centuri es of Ka/pa once aga in beheld the blue sky. 2 5 

Sambas lies in the northwestern corner of Borneo in the Indo

nes ian province of Kalimantan Barat, about fifteen mil es east of the 

sea and fifty miles west of the Sa rawak border. O ther antiquities 

have been found further south , along the Kapuas River, and the text 

of one Buddhist insc ripti on suggests c lose contact between Kedah 

and Borneo Buddhists. 26 There has been I ittl e or no archaeologica l 

investi gati on at any of the Kalimantan Barat sites. Littl e also can be 

gleaned from Chinese sources, but here may have been establi shed 
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the state of "Vijayapura," transcribed by 1-ching as Fo-shih-pu-lo 
(Foshibulou) and in an earlier record, in 607, as Chin-li-p'i-shih 
(Jinlipishi). 27 It is entirely possible that the images found near 
Sambas were made in Vijayapura. 28 Ancient gold mines are report
ed in the area. 29 
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10. Throne back. Gilt 
bronze. Height 
18 cm . From 
Sambas, West 
Kalimantan. 
Courtesy of the 
Trustees of the 
British Museum, 
London 
(1960.7-19.1) 



11 . Seated Buddha. 
Gold (image) and 
gilt bronze (base). 
From Sambas, West 
Kalimantan . British 
Museum, London 
(1956.7-25 .2) . 

The Sambas images cannot establish the place of manufacture for 
the Museum of Art and Archaeology Buddha, however. There are 
too many stylistic differences between fig. 1 and 11 (and the other, 
rather different-looking Sambas pieces) to associate the two. (In the 
initial publication the fig . 11 Buddha was photographed upon the 
fig. 10 throne.) But Borneo cannot be eliminated as a place of 
manufacture either; nor can Sumatra, for the differences in model
ing apparent in figs. 1 and 12 are considerable. Nevertheless it is 
indeed possible that the Columbia figure was made in Sumatra. The 
evidence from peninsular Malaysia and southern Thailand is nega
tive; no examples of lobed thronebacks have come to I ight there, 
yet the peninsula cannot be entirely eliminated. The remaining 
possible site is Java. There are a certain number of Buddhist bronzes 
found in Java that probably predate the mid-eighth century and may 
belong to the culture of I-ching's Ho-ling. One standing image 
appears in fig. 13. Once again, it is possible to imagine that the 
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1 2. Seated enthroned 
Buddha. Bronze. 
Height 15 cm. 
From Palembang, 
South Sumatra. 
Tropenmuseum, 
Amsterdam. 



13. Standing Buddha 
with aureole. 
Bronze. Height 12 
cm . Raja Pustaka 
Museum, Solo, 
Java, Indonesia. 

Columbia sculpture was made in Java, but fig. 13 cannot demon

strate that. There are too many differences in the modeling of the 

torso. 
The dating question must remain equally unsettled, and with it 

broader conclusions about the nature of Southeast Asian relations 

with East Asian Buddhist culture. The datable Chinese and Japanese 

examples of lobed thronebacks (figs. 8 and 9) make it quite possible 

that the Southeast Asian examples belong to the second half of the 

seventh century. But how do we know that we are not dealing with 

a handful of late examples of a motif that lingered on many decades 

after its introduction? What customarily passes for scholarly proof 

depends on the stylistic analysis of a broader corpus of objects, an 

analysis in which the throneback would be merely one motif among 

many. Let the Columbia image rest with a seventh- or eighth-century 

tag for the present. Additional research may narrow this date, as 

well as uncover how exactly the lobed throneback reached South

east Asia. 

I, •• 
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1 . Alexander, Apel/es, 
and Campaspe . Oil 
painting by 
Antoine-Jean-Joseph
Eleonore-Antoi ne 
Ansiaux. Museum of 
Art and Archaeology, 
G i I breath-Mc Lorn 
Museum Fund 
purchase (86 .25) . 

Artist/Model/Patron in 
Antiquity: Interpreting 
Ansiaux's Alexander, Apel/es, 
and Campaspe 
Wendy Wassyng Roworth 

University of Rhode Island 

Antoine-Jean-Joseph-Eleonore-Antoine Ansiaux (1764-1840) was 

a Franco-Flemish painter who trained in Paris during the years in 

which neoclassicism developed and became the dominant style 

under the leadership of Jacques-Louis David. Ansiaux joined the 

school of the Royal Academy in 1783 and studied painting under 

Frarn;ois-Andre Vincent, a member of David's circle. He became 

proficient at portraiture, religious subjects, and history painting. 

At the Paris Salon of 1831 Ansiaux exhibited seven paintings: a 
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pair depicting the Elevation and Descent from the Cross; two 
mythological subjects featuring Venus and Cupid; an allegorical 
Oath of Louis-Philippe I, King of the French; and a pair of antique 
histories, Socrates and Alcibiades in the Home of Aspasia (fig. 2) 
and Alexander, Apel/es, and Campaspe (fig. 1 ). 1 The subject of this 
last painting, which is now in the collection of the Museum of Art 
and Archaeology,2 is a scene from the life of Apelles, who was 
celebrated as one of the greatest painters of classical antiquity. 
According to the Greek author Pliny, while painting a portrait of the 
king's beautiful concubine, the court artist Apelles had fallen in 
love with her: 

... Alexander conferred honour on him in a most 
conspicuous instance; he had such an admiration for the 
beauty of his favorite mistress, named Campaspe, that 
he gave orders that she should be painted in the nude by 
Apelles, and then discovering that the artist while execut
ing the commission had fallen in love with the woman, 
he presented her to him, great-minded as he was and 
still greater owing to his control of himself, and of the 
greatness proved by this action as much as by any other 
victory: because he conquered himself, and presented 
not only his bedmate but his affection also to the artist, 
and was not even influenced by regard for the feelings of 
his favorite in having been recently the mistress of a 
monarch and now belonged to a painter .... 3 

This is the moment depicted by Ansiaux. The three figures are 
grouped in a triangular composition in the foreground, and a view 
into the room beyond allows us to see part of an Ionic pilaster and 
arches. Just behind Apelles an easel holds an unfinished sketch, and 
his palette and brushes rest on a decorated console. 

The companion to this painting is another subject taken from 
classical Greek history, the life of Alcibiades by Plutarch, although 
the exact scene seems to have been invented by the artist (fig. 2) . 4 

Aspasia was the concubine of Pericles, another heroic king, and 
here she is depicted reclining on a lavish bed in relaxed conversa
tion with the philosopher Socrates and his protege Alcibiades. The 
seated philosopher in the center of the composition links the three 
figures through the gestures of his hands. Ansiaux seems to have 
taken pains to render an accurate antique palace with elaborately 
carved furniture, a smoking altar, a statue of Venus on a half
column, and two majestic carved caryatids on either side of the 
entrance at the rear. 

At the 1831 Salon this pair of paintings was among the very few 
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2. Socrates and 
Alcibiades in the 
Home of Aspasia. 
Oil painting by 
Antoine-Jean-Joseph
Eleonore-Antoi ne 
Ansiaux. Current 
location unknown. 

3. Sketch for Apel/es in 
His Studio with 
Alexander. Oil 
painting by Jean 
Restout. © 1987 
Sotheby's, Inc. 

94 



works with subjects from classical history exhibited. The vast 
majority of paintings were portraits, landscapes, religious themes, 
scenes from literature (especially Sir Walter Scott's popular novels), 
or subjects from French and English history. There were a few 
mythological or classical compositions, but the most significant 
paintings were the twenty-three which portrayed the recent battles 
of the Revolution of 1830. The most well-known of these was 
Delacroix's imposing allegory Liberty at the Barricades (Louvre), 
which has since become an icon of that important moment in 
French history as wel I as of the history of painting. 5 In contrast to 
Delacroix's dynamic, painterly, emotional masterpiece, Ansiaux 's 
Alexander, Apel/es, and Campaspe and Socrates, Alcibiades, and 
Aspasia appear conservative in both subject and treatment; they 
have more in common with the themes and style associated with his 
formative years and early training in the academic style. In fact, 
Ansiaux's 1831 Salon paintings as a group were not well received 
by the critics; one writer described his style and execution as 
commendable, but lacking in inspiration and passion. 6 

Nevertheless, Ansiaux's curiously old-fashioned style and his 
treatment of the Alexander-Apel les-Campaspe story can be interpret
ed within the broad cultural context to provide a basis for appreciat
ing it as a work of art and illuminating its significance as a pictorial 
document of political as well as art history. This antique subject
the heroic king in the company of his court painter and beautiful 
concubine-can be understood as a commentary on the role of 
painting and the relationship between painters and official patrons 
in the early moments of the July Monarchy. 

Since the Renaissance the anecdote of Apelles and Alexander 
had been represented by artists, poets, and art theorists to i 11 ustrate 
the ideal relationship between a royal patron and court painter. 7 

Alexander exemplified the virtuous, wise ruler by exhibiting control 
over his own passions and at the same time demonstrating his 
magnanimity. This was also flattering to the artist, for it showed how 
much he was valued by the powerful monarch, who recognized 
Apelles' superior appreciation of Beauty. Campaspe's desires seem 
not to have played much part in this relationship, although at least 
one English play of 1584 presented the story as a love triangle in 
which Campaspe, characterized as more than a passive love object, 
reciprocates Apelles' love. 8 

Beginning in the sixteenth century, many paintings of this subject 
were commissioned by princes or presented to them by grateful 
artists who wished to flatter them. For example, in the 1739 Salon, 
Jean Restout exhibited a painting of Apelles in his studio with 
Alexander and Campaspe in which the monarch graciously offers 
her to the painter by joining their hands (fig. 3). 9 The scene takes 
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4. Apel/es Painting 
Campaspe in the 
Presence of 
Alexander. Oil 
painting by 
Jacques-Louis David. 
Musee des 
Beaux-Arts, Lille . 

place in an elegant, spacious setting with many bystanders, soldiers, 
and artists, who react with approval to this gesture. In this luxurious 
rococo representation, a lovely, undraped Campaspe lounges confi
dently among the men, the object of admiration, as the lovers gaze 
longingly into each other's eyes. 

In contrast, Ansiaux's version of this story suggests the serious 
philosophical nature of the antique legend rather than the erotic, 
light-hearted qualities. The king stands in the center on a raised, 
carpeted platform where Campaspe has just been posing on an 
elaborate throne. Wearing a bright red tunic, white cloak, and 
military helmet, Alexander turns towards Apelles, graciously extend
ing his right arm, while holding Campaspe's limp right hand. 
Campaspe sits modestly with downcast eyes, as she clutches the 
sheer, bright-green drapery to her breast. At the left, just below the 
platform, Apelles leans forward and looks up at Alexander from an 
inferior position with an expression of joyful gratitude. He assumes 
the posture of a supplicant and seems more awed by Alexander's 
action than by Campaspe's compliant, passive beauty. 

A comparison with a painting of the same story painted by 
Jacques-Louis David in 1814 underscores these points (fig. 4). 10 In 
David's version, Apelles sits before an unfinished picture on a large 
easel which compositionally divides the picture in half. This is not 
the moment in which the enlightened monarch makes his gift. The 
painter is still at work on the nude portrait of Campaspe, as 
described by Pliny, while a heroic nude Alexander stands behind 
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the artist, pointing, and presumably commenting, on his progress. 
Directly opposite, at the far right of the painting, Campaspe poses 
on a raised platform, the object of Alexander's and Apelles' gaze. 
She is not seated on a throne, but on an unmade bed, face averted, 
turning away the upper half of her nude body. 

David's placement of the figures and their poses create a strong 
erotic tension. The nudity of both male and female, the bed, 
Campaspe's turning away, and the intense staring of the men 
emphasize the sexual nature of this anecdote. The assertive mascu
line power of king and painter challenge the shy, female beauty. In 
contrast, Ansiaux's treatment is almost completely unerotic, and the 
compositional organization as well as gestures, expressions, and 
other details suggest a rather different interpretation. The two men, 
Alexander and Apelles, focus on each other, while the modest but 
comfortable Campaspe silently acquiesces. Ansiaux's primary mes
sage is the generosity and noble self-restraint of the patron/ruler and 
the humble gratitude of the painter. 

In Socra tes and Alcibiades in the Home of Aspasia, the compan
ion to Ansiaux's painting, he similarly minimized any erotic conno
tations by depicting the subject in a properly decorous manner. 
Although this is the bedroom of a notorious courtesan, Aspasia is 
fully clothed and appears to be engaged in a philosophical discus
sion with Socrates, while the young Alcibiades listens raptly to his 
mentor. Even Alcibiades' dog pays attention to the philosophical 
discourse. As a pair, these paintings represent the triumph of art and 
philosophy under the wise patronage of rulers whose actions serve 
to promote harmony and to encourage art. 

Ansiaux's two pictures are fairly small, about half the size of 
David's Apel/es Painting Campaspe in the Presence of Alexander, 
which lends them an intimacy suitable for private rather than public 
display. This is consistent with the general shift in the 1830s from 
the old monarchical and religious patronage to the wealthy mer
chant class, who lived in more modest dwellings that could only 
accommodate ease l-sized paintings. In fact, artists in this period 
were concerned about the future of patronage under a bourgeoisie 
who no longer had a taste or desire for large-scale history paintings 
of grand, classical, heroic subjects .11 This explains the scarcity of 
such pictures in the 1831 Salon, as cited above, and makes 
Ansiaux's pictures seem like rare throwbacks to the Davidian 
tradition. 

Ansiaux's pictures may be compared to a similar pair of small 
paintings that portrayed a different ancient Greek arti st and model, 
Praxiteles and Phryne (fig. 5), 1 2 and the same woman as a courtesan 
with a philosopher, Xenocrates and Phryne (fig. 6). 13 These were 
painted in Rome in 1794 by Angelica Kauffman, a Swiss artist, for a 
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5. Praxiteles and 
Phryne. Oil painting 
by Angelica 
Kauffman. Museum 
of Art, Rhode Island 
School of Design, 
Providence, R.I. 

6. Xenocrates and 
Phryne. Oil painting 
by Angel ica 
Kauffman. Current 
location unknown. 
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private patron in England, and although Kauffman's figures are 
depicted half-length and take up the whole composition, their 
decorous treatment and neoclassical style are similar in spirit to 
Ansiaux's moralized interpretation .14 Praxiteles was one of the 
greatest sculptors of antiquity, and Phryne had supposedly served as 
the model for his famous statue of Aphrodite. He had fallen in love 
with her, and to demonstrate and symbolize this love he presented 
her with another of his renowned statues, an eros. 15 Kauffman's 
composition, in which artist and model pose sweetly and decor
ously, is the only known painting of the subject. In the companion 
picture she illustrated another episode in Phryne's life when this 
notoriously sensual and beautiful woman attempted but failed to 
seduce the abstinent philosopher Xenocrates. As the embodiment 
of physical beauty she was an appropriate subject for representing 
the triumph of art and philosophy. In the work of both Kauffman and 
Ansiaux, desirable women are represented as the inspiration for art, 
philosophy, and noble actions. 

Apelles and Praxiteles were not the only ancient artists cited in 
the Renaissance as examples of artistic genius. Zeuxis, another 
Greek painter, also appeared in the texts of Renaissance theorists of 
art and rhetoric as an example of the ideal artistic creator. 16 
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Maidens of Crotona. 
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on paper by Otto 
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University of 
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According to legend, when Zeuxis was commissioned by the city of 
Crotona to paint a picture of Helen of Troy, the artist could find no 
single perfect model to imitate for the representation of Helen, the 
most beautiful woman who ever lived . Instead he created an ideal 
image by selecting the best features from the five most beautiful 
maidens of the city. The story of Zeuxis and the maidens of Crotona 
became an important metaphor for the academic method of 
creating ideal images through judicious, intellectual choices rather 
than direct imitation of any single person or object as it might 
appear in nature. The Renaissance art theorist Alberti and the 
seventeenth-century writer Bel lori uti I ized the story in order to 
illustrate the intellectual nature of artistic creation, which depended 
upon the mind as much as, if not more than, skillful hands and a 
judicious eye. 17 

Many artists since the Renaissance have portrayed the story of 
Zeuxis and the maidens of Crotona in paintings, drawings, and 
prints. An example of this subject can be seen in a sixteenth-century 
drawing by the Flemish artist Otto Van Veen, which is also in the 
Museum of Art and Archaeology (fig. 7) .18 In the center the artist sits 
before his easel with his back turned to the picture plane. He 
appears to concentrate deeply as he draws a standing female figure 
on his panel. Four unself-consciously nude women stand by the 
artist, discussing the picture or intently watching, and the fifth , 
seated at the left, looks out of the picture . Ironically, while the 
women take an active interest in his work, Zeuxis appears so 
absorbed that he is unaware of their presence. The women's serious 
attention to Zeuxis's painting and their dream-like classical nudity 
suggest the inspiration of muses as much as real flesh-and-blood 
models. 

Angelica Kauffman also painted this subject in a composition 
which has several provocative differences from Van Veen's drawing 
(fig. 8). 19 In Kauffman's composition the emphasis is on Zeuxis's 
study of the models, rather than his absorption in his work. She 
portrays Zeuxis engaged in looking at the women as he makes his 
selection, while the panel on the easel remains blank. The maidens 
pose to exhibit their best features-shoulder, face, or torso-and 
they seem to be aware of each other as they admire one another's 
beauty. The only maiden who stands behind Zeuxis watches, 
herself unseen, as he makes his choices, and she lifts the paintbrush 
from the table to assist him. Perhaps she herself intends to paint. 
This figure resembles self-portraits of Kauffman, and it is possible to 
suggest that this woman represents the female artist in the ambigu
ous position of being both a beautiful woman and a painter. 20 

Ansiaux's paintings Alexander, Apel/es, and Campaspe and Socrates, 
Alcibiades, and Aspasia can be related thematically to David's late 
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paintings of mythologica l lovers, such as the Apel/es Pain ting 
Campaspe in the Presence of Alexander of 1814 (fi g. 4), d iscussed 
above, or Cupid and Psyche (1818) and Mars and Venus (1824). 2 1 

A lthough Ansiaux's pa intings are nearer to these chronologica ll y, 
they are much c loser in concepti on and style to David 's ea rlier, 
pre-Revo lutionary painting of Paris and Helen (1789, fi g. 9)_22 In 
fact, the large number of nea rl y identica l elements in architectural 
detail s, costumes, and furniture suggests a deli berate reference to 
David 's painting. 

For example, Aspas ia's bedroom in Ansiaux's work resembles 
Dav id 's representation of Helen's bedchamber in a number of ways. 
Both have draped half wall s whi ch separate the antique beds from 
the room behind, a smoking altar, a statue of Venus on a co lumn, 
and decorati ve swans and harp ies on the furni ture. These could be 
considered standard neocl assica l furnishings in a generalized an
tique setting; however, the unusual use of ca ryatids supporting the 
entrance wa ll is suggesti ve . In a recent article on Dav id's Pa ris and 

Helen, Yvonne Korshak pointed out that the ca ryatids are a direct 
and deli berate quotati on from the actual Tribune des Caryati des in 
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the Louvre Palace which had been designed in the Renaissance. 23 

Since David would have known that these were not true Greek 
caryatids, but later imitations, Korshak believes that David intended 
the bedroom to be identified with the French royal palace. Thus the 
caryatids not only serve as architectural decoration, but also imply 
a connection between the illicit love affair of Paris and Helen and 
the amoral behavior of the Comte d' Artois, Louis XVl's libertine 
brother, and the queen Marie-Antoinette. However, it should not be 
forgotten that in 1787-1789, when this work was painted, the 
Louvre was no longer a royal residence but housed the Academy, 
the membership of which included Jacques-Louis David and the 
young painter Ansiaux. 24 

The furnishings in Alexander, Apel/es, and Campaspe are also 
decorated with Graces, harpies, and other elements which can be 
related to those in Paris and Helen, but the most meaningful links 
between the two works are the visual references to Paris in 
Ansiaux's painting. David's Paris holds a lyre, the musical instru
ment for which he was mocked in the Iliad. 25 A lyre also appears 
carved on the console that holds Apelles' palette and brushes just 
above Ansiaux's signature. Even more significant is the unfinished 
image sketched on Apelles' easel. This is not the nude portrait of 
Campaspe as specified by Pliny's text and portrayed in David's 
version and other representations of the theme. Apelles' drawing 
clearly represents the embracing figures of Paris and Helen posed 
very much like David's couple in reverse. Paris can be identified by 
his distinctive Phrygian cap, and Helen is fully draped in a Greek 
garment resembling the one worn by her in David 's picture. 26 

The embracing figures of Paris and Helen as the subject of 
Apelles' painting are unusual, if not unique. The implication of this 
image is, it seems, that Alexander and Campaspe have been posing 
together as Paris and Helen for Apelles' painting. We may observe, 
too, that Ansiaux's Apelles paints Helen from a single ideal model 
in contrast to Zeuxis's method, as described above, of combining 
the best features of five beautiful maidens to create her image. 

Ansiaux's treatment of the subject extends and enhances the 
artistic flattery of the patron/ruler. This imagery implies that Alexan
der is the model for the mythological Paris; however, unlike the 
self-indulgent Paris, who chose private pleasure over the public 
good, Alexander represents the virtuous leader who can restrain his 
passion for a more important benefit, namely the support and 
encouragement of art. It is interesting, too , that according to ancient 
history, Alexander the Great disdained the lyre of the adulterer 
Paris, preferring to admire the lyre of the true hero Achilles. 27 

In her article Korshak argues that David's Paris and Helen was not 
just an amorous sujet galant, but must be understood as a veiled 
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political allegory. The painting embodies the same moralizing, 
anti-monarchical sentiments that have been identified in David 's 
paintings such as The Lictors Returning to Brutus the Bodies of His 
Sons (Louvre), also shown in 1789, or The Death of Socrates (1787, 
Metropolitan Museum of Art). Several scholars have interpreted 
these grand neoclassical history paintings in the context of the 
contemporary French political climate which led to the Revolution, 
as expressions, intended or implied by circumstances, of current 
issues of patriotism, civic duty, virtue, and the public and private 
roles of individuals seen through classical parallels. 28 According to 
Korshak, Paris and Helen provided a contrasting pendant to Brutus, 
the Roman citizen who was willing to make a personal sacrifice for 
the good of the state, by representing his amoral opposite. 29 

Can Ansiaux's paintings be interpreted similarly as allegories 
based on the political and social climate around 1830? One can 
only speculate, since there is virtually no documentation regarding 
Ansiaux's career or ideas, beyond general studies of the period. 
Nevertheless, his works can be seen as an optimistic hope for an 
enlightened, virtuous government which would support the arts. 
Ansiaux's paintings may have been intended to recall, through their 
retardataire style, an earlier time when art and politics benefited 
one another under the old monarchy and in the early heroic years of 
the Revolution when neoclassic history painting flourished . 

In support of this view it is important to consider one of the other 
paintings Ansiaux exhibited at the Salon of 1831. This painting was 
an allegory called The Oath of Louis-Philippe I, King of the French . 
As described in the Salon catalogue, this elaborate allegory utilized 
personifications to portray victorious France, lighted by Wisdom, 
who presents the charter and throne to the I ieutenant-general of the 
realm. The prince, accompanied by his sons, is escorted by Liberty, 
who, leaning on Justice and supporting Truth , leads a retinue 
representing the Arts and Commerce. The National Guard stands 
near the throne, while Fame announces to the world the triumph of 
the Virtues who hover around the king. 30 Ansiaux had exhibited 
the same painting the previous year in the unofficial exposition held 
to honor those wounded in the July 1830 uprising with the title of 
The Oath Taken, 7 August 1830 . .. by Louis-Philippe /. 3 1 

This allegory was an emphatic visual statement in support of the 
new monarch, and it expressed through pictorial means his role in 
maintaining the liberty necessary for the arts to flourish. Other 
academic artists created similar allegories. For example, an oil 
sketch by Mery-Joseph Blondel represented the female personifica
tion of Truth holding the Charter over the vanquished figures of 
Discord, Hypocrisy, and Despotism, and Ingres had sketched a 
similar unexecuted allegory of The People Victorious in July 1830. 32 
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9. Paris and Helen . Oil 
painting by 
Jacques-Louis David . 
Musee du Louvre, 
Paris. 

Ansiaux's allegory is notable for specifically including the arts 

and commerce as the direct result of good government. His two 

antique history paintings suggest the same idea in narrative rather 

than allegorical form . Alexander, the virtuous ruler/patron, and 

Socrates, the philosopher of Periclean Athens, exemplify the triumph 

of art and philosophy in times of peace and wise government. Their 

essentially conservative, idealized neoclassic style and decorous 

treatment underscore the message of harmony and traditional 

values which should have appealed to the citizen-monarch of the 

French people, Louis-Philippe, or at least would have been appreci

ated by some less well-born citizen-art collectors. 
Ansiaux's Alexander, Apel/es, and Campaspe seen against this 

background of theoretical academic art history and practical patron

age enlarges our understanding of art's role in politics and society. 

In addition, the painting, with its theme of ideal artistic creation and 

appreciation, adds yet another perspective to the long line of 

images of artist/model/patron in antiquity that illuminate the artist's 

position as the possessor of the power to invent and imitate reality 

who is yet dependent on the power of political and commercial 

interests for reward . 
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UPPER VOLTA 

Gulf of Guinea 

An Asante Sculpture 
Robert T. Soppelsa 

Washburn University 

The subject of this article is a seated female figure from the Asante 
of Ghana, members of the Akan , a large family of closely related 
ethnic groups that occupy an area extending from central Ivory 
Coast to eastern Ghana along the Guinea Coast of West Africa (see 
map). It was acquired by the museum with little information on 
provenance and function . In this article, I will discuss the piece 
under the following subheadings: form, style, iconography, and 
contextual information . I will attempt to identify the origin, function, 
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and cultural significance of the sculpture through descriptive analysis, 
comparison with other pieces of similar type, and examination of 
the available literature on the Asante. 1 

I. Form 

Figs. 1 through 3 are three views of a seated female figure, 31 .1 
cm high, from the Asante of west-central Ghana. 2 She is represent
ed nude, wearing strings of glass and metal beads around her neck, 
wrists, waist, and just below both knees. Her hair is very carefully 
arranged in corn-row fashion, plaited close to the head. The head 
itself is large and almost perfectly ovoid, with large, wide-set eyes, a 
short, narrow nose, and a small, thin-lipped mouth. The eyes are 
slightly veiled, and the figure looks straight out to the front. Her 
neck is long, thin , and annulated. She is seated bolt-upright on a 
Western-style chair, her back having been carved away from the 
back of the chair (fig. 2) . Her seat appears to be an open-back side 
chair, of a type that is commonly used as a dining room chair in the 
West. Her breasts are rather small and high, jutting out from the 
torso at an angle of almost ninety degrees. Her arms are held close 
to the body, bent at the elbows and extended at right angles in front 
of the torso with palms turned upward, the right crossed over the 
left. Her legs, slightly parted, are identical, tapered cylinders that 
terminate in rudimentary feet resting on low platforms; the plat
forms themselves terminate before ground level, so that her feet do 
not quite touch the ground on which the chair rests. The figure is 
made from a single piece of wood as are most figure sculptures from 
sub-Saharan Africa. The surface of the sculpture was once almost 
·completely coated with a matte, greyish mixture of kaolin (fine, 
white clay), ash, and possibly egg, the type of surface usually 
referred to as "sacrificial patina ." The coating, which was rubbed 
onto the raw wood surface of the piece, never adhered very 
securely, and it is now flaking off in several places, revealing the 
pale wood underneath. 

II. Style 

Stylistically, this piece can probably be identified as the work of 
Yaw Mprah, an Asante sculptor (b. ca. 1912; d. 1979) from the 
village of Nyamfa in Asokore, one of the recognized Asante 
paramountcies . 3 Thus, it dates from some time in this century, 
probably between 1940 and 1950. Other pieces known to be by 
Yaw Mprah's hand, photographed in shrines and state treasuries in 
Ghana (figs. 4 and 5), have been dated to this period. 4 Mprah was 
apparently most active during the 1950s, carving shrine images and 
state regalia. His figures are characterized by large, almost perfectly 
ovoid heads; long, high-arched brows and large, veiled eyes; 
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1. Asante seated femal e figure. Museum oi Art and Archaeology, gift of 
Dr. and Mrs. Milton Gross. 
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2. Missouri seated 
figurine, side. 

3. Missouri seated 
figure, back. 



4. Asante shrine 
figures; two outside 
figures carved by 
Yaw Mprah, ca. 
1955 . Field 
photograph by 
Doran H. Ross, 
1976. 

5. Umbrella top carved 
by Yaw Mprah, state 
treasury of 
Juabenhene. Field 
photograph by 
Doran H. Ross, 
1976. 
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narrow mouths with almost no indication of lips; and rather long 
chins. Viewed from the front, they look prognathous. The ears are 
characteristically geometric in shape (fig. 2), and rather large. 
Mprah's figures have very narrow, perfectly cylindrical, evenly 
annulated necks, and rather stout limbs. They also have slight 
indentations just below the knees. These indentations are not 
readily apparent in the Missouri piece, which wears strands of 
beads just there. The Missouri piece is one of Mprah 's finer works, 
exhibiting great control over the medium. 

Compared to the works of other Asante sculptors, Mprah's pieces 
occupy a middle ground between the elongated abstraction of some 
(figs. 6 and 7) and the elegant, mannered naturalism of Osei Bonsu 
of Kumase, the most renowned Asante sculptor of this century (fig. 
8). Little documentary evidence is available on Mprah's work or his 
training. 5 However, it is safe to assume that he knew the works of 
Osei Bonsu, and their influence is probably apparent in the realism 
of Mprah's sculptures. In spite of this, his personal style is clearly 
independent and well-established, if we accept the few known 
pieces as examples of what must have been a much greater oeuvre. 
The Missouri figure is also more traditional in iconography than 
other pieces by Mprah, in which he was either encouraged by 
patrons to use his imagination in creating new "throne" forms for 
shrine sculptures, or responding to very specific demands from 
patrons regarding the iconography of shrine figures. It is similar to 
figures by Nana Osei Bonsu (figs. 8 and 9)6 in that the seat is a chair 
of apparently Western manufacture, rather than a symbolic animal 
or a stool carved in the shape of an animal. 

111. Iconography 

The following elements in this sculpture probably have symbolic 
meaning within the matrix of Akan cultural traditions, and deserve 
comment: scarification on the figure's cheeks, jewelry, shape and 
position of breasts, nudity, seated posture, European-style chair, 
placement of hands, treatment of feet, patina, and general demea
nor of the person depicted in the piece. I will discuss these points in 
turn , commenting on possible symbolic interpretations for each. 

The figure's cheeks are marked with incised crosses, apparently 
indicating scarification. During their documented history, the Asante 
have been known for their opposition to facial scarification except 
for medicinal purposes. 7 However, facial scarification is apparent 
on many wood and terracotta sculptures that are attributed to the 
Asante. Moreover, these marks are quite common in all Akan figure 
sculpture, not just Asante examples. How can this apparent contra
diction be explained? There are several possibilities. Antubam, a 
Fante, states in The Cultural Heritage of Chana that Ghanaians 
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6. Asante mother and 
child. Collection of 
Mr. and Mrs. 
Gustave Schindler. 
Reproduced from 
Cole and Ross, Arts 
of Chana, fig. 223. 



7. Mother and child. 
Collection of Irwin 
and Marcia Hersey. 
Reproduced from 
Cole and Ross, Arts 
of Ghana, pl. 11. 

8. Osei Bonsu, Ntan 
figure, ca. 1930. 
Collection of Mr. 
and Mrs. Gustave 
Schindler. Photo: 
UCLA Museum of 
Cultural History. 
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often indulge in akambo, or face-marking.8 This is clearly visible in 
figs. 7 and 8. 9 Akan facial scars consist of crosses, parallel lines, or 
simple incised horizontal or vertical lines at the temples, between 
the brows, and on the cheeks and neck in different combinations. 
Brain discusses traditional African scarification as a rite of passage, 
as well as a strictly cosmetic custom. 10 Ebin states: "Through 
decorating his body in some permanent form the individual express
ly conveys his allegiance to his own group, making a precise 
distinction between those in society and those beyond its confines: 
it is the crucial factor in his relations with the rest of the world .... " 11 

Cole and Ross discuss the practice of facial scarification in Ghana, 
stating that it was once apparently common in the south (the Akan 
area), but is now I imited to northern, non-Akan groups. 12 Ho las 
illustrates twenty-five different patterns of facial scarification used 
by the Baule, an Akan group of central Ivory Coast, and states that 
these once served as identification, marking men and especially 
women as members of particular lineages or subgroups. However, 
Halas wrote in 1949 that the practice was becoming increasingly 
rare among the Bau le, and that the marks seemed more for cosmetic 
purposes than for identification. 13 I saw old women and men whose 
cheeks were marked with scars in Akan villages in southeastern 
Ivory Coast during visits in 1979, but saw no young men or women 
who had them . The practice seems to have been completely 
abandoned in recent years, discouraged first by missionaries and 
later by colonial and post-colonial governments. 14 Though the 
presence of scarification on Asante pieces indicates it was also once 
practiced by the Asante, Rattray's books on the anthropology of the 
group, which are remarkably thorough, discuss no such custom. 15 It 
is possible that the custom died out earlier in southern Ghana, 
where contacts with the West were made earlier than in Ivory 
Coast. It is also possible that facial marks have always been 
acceptable decorations on sculptures, though they were never 
considered acceptable on living persons among the Asante. 

What, then, do the scars signify? If we accept the theory that they 
once identified members of various subgroups, they are marks of 
identity, similar to Scots tartans. However, Antubam's writings 
about facial marks indicate that symbolically significant marks are 
made only on the faces of children who die, to mark them in case 
they should return. 16 Scars are also aesthetic alterations, marks of 
adult beauty, like the Edwardian gentleman's carefully trimmed 
moustache or modern pierced ears. The scars complement other 
elements of composure and refinement about the figure, like her 
carefully arranged tresses and upright posture. They also mark her 
as a lady of tradition, as they recall a practice that was abandoned 
some time ago. 

11 3 

9. Osei Bonsu, Ntan 
figure, ca. 1935. 
Collection of Mr. 
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Her jewelry, in like manner, marks her as a beautiful and refined 
person. Akan women seldom appear in public without some form 
of jewelry. The strings of beads worn around the neck, especially 
the gold bauble, are signs of prestige and wealth, as are the beads at 
the wrists and around the waist. The large number of strands is a 
further indication of prestige associated with jewelry: the more a 
figure wears, the higher is his or her prestige. This is apparent in 
sculptures, 17 and in actual practice among the Akan (fig. 11). 18 

There is no apparent symbolic meaning in the types or colors of 
beads used. 

The strands of beads worn below the knees, however, represent 
protective amulets, and therefore serve a symbolic function in the 
sculpture. The decorative function of these strands of beads, always 
worn just below the knees, is not to be ignored: they appear on 
many Akan figure sculptures, and I have seen them worn by real 
people in Akan villages . They are a common aspect of body 
decoration among the Akan. However, they often serve a protective 
purpose as wel I. I was offered several strands of these "knee beads" 
by an Akan woman in southeastern Ivory Coast in 1979 and 
instructed to wear them to protect myself against the interference of 
malefactors. The woman suggested that I put strands of beads on my 
son's legs just below the knees to protect him also (he was then a 
toddler, and small children are considered particularly vulnerable 
to spirit influences). Upon inspecting the strands, I found that bits 
of herbs were wrapped among the glass beads of these decorations. 
Rattray records that Asante infants are decorated from birth with 
amulets of fiber and beads as protection against interference from 
malevolent spirits. 19 Debrunner likewise mentions the alleged 
effectiveness of charms worn on the body as protection against 
witchcraft. 20 

The figure's breasts are remarkably high, jutting out from the torso 
just below the shoulders at almost a ninety-degree angle. Compared 
to the breasts of a maternity by Mprah (fig. 4), they are quite small . 
However, the other figure is a nursing mother (commonly referred 
to as a "maternity" in writings on African art), whose breasts would 
logically be large. Compared with other Akan pieces by Mprah and 
others (figs . 5, 8, 9, 10), the Missouri figure's breasts are not 
remarkably small. Little has been written on breast size and angle of 
presentation in African figure sculpture, 2 1 but two recent discus
sions of this subject in Bau le female figures by Ravenhill and Vogel 
both state that high, firm-looking breasts are preferred, as signs of 
youthfulness and potential fecundity: a young woman is potentially 
fertile, and she is therefore admirable. 22 The breasts of the Missouri 
piece are probably to be interpreted as signs of beauty and 
preference. 
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The figure's nudity, likewise, deserves comment. I have written 
about this issue in relation to Akan terracottas, concluding that the 
figures, though nude when displayed in Western collections, were 
probably dressed in real cloth in their original context. 2 3 The 
practice of carving statues nude, then dressing them in cloth, is 
common in Asante. Rattray mentions it, and Cole and Ross illustrate 
several examples of the practice, as does Mcleod . 24 Asante shrine 
figures are not necessarily dressed, however; akuamma, the Asante 
fertility figures often referred to as "dolls," are commonly displayed 
without dress, 25 and shrine figures are known both nude and with 
garments carved into the sculpture itself. In her original context, the 
subject of this paper may have been dressed; if so, the dress would 
have contributed to the prestige of the figure, just as dress contrib
utes to the prestige of women in Asante society. 

The figure's posture indicates that she is a person of high prestige. 
In Akan society, only persons of very high rank are seated on chairs 
with legs pendant. 26 Her bolt-upright posture on the chair reflects a 
virtually universal convention in Asante figure sculpture. I am not 
aware of any seated Asante figure whose body is not aligned on a 
perfectly vertical axis. This gives the figures a great air of dignity 
and control. Thompson discusses Akan seated figures thus: " The 
position of the body in Akan sitting is strictly chiseled. The limbs 
cannot be crossed. The head and torso are maintained erect. Gaze 
is straightforward; a person does not look down , a sign of sadness, 
evil, or heavy unwillingness. A person makes of his seated body, in 
other words, a frontal vision, symmetrically disposed." 2 7 The chair 

itself, undoubtedly representing an import from Europe, indicates 
high prestige. Figures of this type, seated on concave Akan stools, 
asipim chairs, 28 or more recently on other Western-style chairs, 
have traditionally been referred to as "queen mothers" in the 
literature. However, this designation is not always accurate. The 
queen mother, as the mother of the pretender to the throne or 
chieftancy, is represented in sculptures that wear sandals and sit on 
asipim chairs (fig. 7) 29 and our figure displays neither characteristic. 
McLeod mentions that chiefs always wear sandals, whereas priests 
are always barefooted. 30 Thus, our figure, sculpted on a regular side 
chair and without sandals, is unlikely to represent a royal personage. 
It is much more likely that she is associated with the priesthood . 

Her chair is of European style, with an open, curved back and 
stretchers connecting its legs. Chairs of this kind , being light and 
easily portable, were undoubtedly among the first furniture import

ed by European colonials . Though the piece is small and the shapes 
of the chair are summarily indicated, it looks very much like a late 
Victorian side chair. As a piece of imported manufacture, this type 
of chair would be greatly valued by the Asante, just as Renaissance-
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10. Kwaku Bempah, 
Shrine figure, ca. 
1925. Private 
Collection. Photo: 
UCLA Museum of 
Cultural History. 
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style chairs first imported by the Portuguese have been prized in 
Ghana fo r centuries, eventuall y becoming the priv ileged posses
sions of kings and queen mothers as as ipim chairs. The appearance 
of European-style furniture as an element of presti ge in Asa nte fi gure 
sculpture is quite common. Two seated female fi gures ca rved by 
O sei Bonsu in the 1930s (figs. 8 and 9) include w hat appear to be a 
piano bench or high footstoo l and a revolving desk chair. Both these 
pieces were carved fo r Ntan groups, assemblages of figure sculp
tures carved fo r di splay during perfo rmances of musica l societies 
whi ch are referred to as Ntan, after thei r ca rved drums. Ntan 
sculptures are intended excl usively fo r presti gious di spl ay. 3 1 The 
chair in the Missouri piece, like the chairs of Ntan sculptures, 
reinfo rces the presti ge of the fi gure who sits on it. However, it is 
unlikely that the piece was carved for an Nta n assemblage since its 
powdery surface coating, to be di scu ssed below, is assoc iated wi th 
shrine sculptures, not with fi gures ca rved for presti gious di splay. 

The fi gure's feet are bare, but rest on little platfo rms just above 
ground level. Footstools, both decorated and undecorated, are 
commonl y used by Asante roya ls fo r state appearances . 32 The 
Columbia piece is not a roya l personage; if she were, she would be 
w earin g sandals. However, the elevation of her feet above ground 
level is another undeniable indi cation of her presti ge. Her feet are 
not corrupted by contact with the ground . Several other sculptures 
of seated females from the Asante, also barefoot, are portrayed with 
feet ending just above the ground. They are not roya l ladies, but 
they are ladies who are very much to be respected. 

The placement of the fi gure's hands, whi ch are quite large and 
prominentl y pl aced before the torso, is intri guing. I have seen thi s 
pl acement of hands in Anyi v ill ages, among o ld women who were 
greeting persons of great presti ge. I am aware of onl y one other 
Asa nte sculpture in whi ch thi s pl acement of the hands is present: a 
seated female ca rved by Kwaku Brempah (fi g. 10). Ross, who 
published the piece, ca ll s the hand placement a " begging gesture." 33 

Thi s is certainl y pl ausible, as beggars often extend their hands when 
asking for alms. A begging gesture stands in apparent contradiction , 
though, to the signs of presti ge apparent elsewhere on the figure. 
However, if the extended hands are intended to rece ive gifts, whi ch 
are prerequisites to any shrine vi sit in Afri ca, the gesture becomes 
comprehensible. As a shrine fi gure, she would be accustomed to 
receiving offerings. In additi on, persons of high presti ge in Akan 
society often rece ive gifts, and with the greatest aplomb. 34 

The powdery surface coa ting of the sculpture is assoc iated in 
Afri ca with shrine fi gures, onto whi ch offerings are rubbed or 
poured when spirits are consulted. Thi s supports my assertion that 
the piece was intended for a shrine. The surface of the piece has 
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further significance as wel I. Its whiteness indicates that it probably 
consists largely of kaolin , which is used widely as a cleansing agent 
in Africa . Cole and Ross have published a photograph of an Akan 
priestess holding three sculptures during a festival (fig. 11 ).35 Both 
priestess and sculptures are liberally coated with kaolin. They also 
note the common practice of covering cult images with white 
chalk, as a sign of purity. 36 Ebin discusses the use of kaolin as a 
facilitator for communication with spirits as well. 37 The so-called 
"sacrificial patina" on the Missouri piece associates it with ideas of 
spirituality and cleansing, both of which are central in the control of 
witchcraft. 

Finally, the general demeanor of the figure deserves comment. 
She is perfectly balanced and poised, impeccably coiffed, clean 
and youthful in appearance, and represented with many signs of 
prestige. In short, she is beautiful. These are qualities associated 
with a civilized person who is well-integrated in society. She 
embodies the Akan concepts of emudi or emaye; according to 
Antubam, she is complete, full, or perfect. 38 A young Suku man, 
evaluating a similar piece for Thompson, stated the case thus : "She 
is purely there .. . She is sitting well , like a person of character. " 39 

IV. Contextual Information 

The contextual information on this piece in the museum records 
in Columbia is predictably terse: the donor, a New York collector, is 
mentioned, and the piece is called an Asante figure of a queen 
mother. No date of acquisition in the field is available . Stylistically, 
it appears to fit into the 1950s, and it was in Missouri by 1971, so it 
is probably safe to assume a field acquisition date some time in the 

early 1 %Os. The piece is undoubtedly Asante and of a type that has 
frequently been identified as probably intended for a shrine. Three 
types of shrines are common in Asante: shrines to royal ancestors, 
shrines to river deities, and witch-catching shrines. All three types 
of shrines can include wooden sculptures, though they are unusual 
in "stool rooms," or ancestral shrines .4 0 Thus, our figure is most 
probably from a shrine to a river deity or a witch-catching shrine. 
According to Warren, figure sculpture is much more common in the 
latter than in the former, 41 so a witch-catching shrine seems the 
logical conclusion as the sculpture's first abode. The figure does not 
represent a deity, but the child of a deity, a spiritual assistant, as it 
were .4 2 River deities are represented by brass pans filled with 
various ritual substances, while witch-catching deities are most 
often represented by rectangular leather-covered boxes containing 
ritual substances. The sculptures in these shrines are called the 
"children" of the deities. 

Descriptions of witch-catching shrines in Asante are lamentably 
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lacking in descriptive details of sculptures contained therein. 
Rattray and Debrunner both describe shrines, but waste few words 
on their sculptures. 4 3 McLeod describes witch-catching shrines and 
their sculptures generally, but states, "The images are rarely carved 
with any great skill .... " 44 The few available photographs of 
witch-catching shrines appear to bear this contention out, but 
figures identified by Cole and Ross and Preston as being from 
witch-catching shrines contradict this assertion. Moreover, both 
these sources claim that figures in these shrines are often covered 
with "materia mystica," to quote Mcleod. 4 5 Cole and Ross note, 
however, that sacrificial matter seldom obscures sculptural form in 
such pieces.46 This is clearly the case for the Missouri piece: her 
surface is encrusted, but the forms of the sculpture are clearly 
apparent. 

No absolute identification of this piece is currently possible. 
However, my research indicates that she was probably carved by 
Yaw Mprah for an Asante witch-catching shrine some time during 
the 1950s. Preston's discussion of a similar figure states that such 
figures reassert important ideas about civilized behavior and soci
etal values of control in their balanced, beautiful forms. 4 7 As 
embodiments of social propriety, they act against the forces of 
witchcraft, which is greatly feared in Akan society. Their beauty is 
emblematic of their power: the power of civilized society, which 
must struggle constantly against the forces that would bring it down. 

120 



11 wish to thank Doran Ross of the Museum of Cultural Hi story, UCLA, for 
hi s comments on an earli er draft of thi s paper. 

2Acc. no. 71.144. The piece was a gift from Dr. and Mrs. Milton Gross. 
31 am indebted to Doran Ross for thi s identificat ion (personal communication: 

11 /9/85). 
4 Doran H. Ross and Timothy F. Garrard , eds., Akan Transformations: 
Problems in Ghanaian Art Histo ry, UCLA Monograph Series no. 21 (Los 
Angeles: Museum of Cultural Hi story, 1983), 98. According to Ross, the 
central piece in fig. 4 was ca rved by Mprah's son, Kojo Obeng. 

5Ibid. , 97-99. 
6For other examples of Bonsu's work and a di scuss ion of hi s style, see 
Doran H. Ross , " The Art of Ose i Bonsu," African Arts XVII, no . 2 
(February 1984) 28-40. 

7Thi s is discussed in McLeod, " Three Important Roya l Kudou ," British 
Museum Occasional Paper No . 3 (1979) 28-29. 

8 Kofi Antubam, Ghana's Heritage of Culture (Leipzig: Koehl er & Amelang, 
1963), 146. 

9See also Herbert M. Cole and Doran H . Ross, The Arts of C hana (Los 
Angeles: UCLA, 1977), human fi gures passim; George Nelson Preston, 
" Mother and Child," in Susa n M. Vogel, ed., For Spirits and Kings (New 
York: The Metropolitan Museum of Art, 1981 ), pis. 28-30; and Robert T. 
Soppelsa, " Terracotta Traditions of the Akan of Southeastern Ivory Coast" 
(Ph.D. diss., Ohio State University, 1982), 130,131,215,226. 

10Robert Brain , The Decorated Body (New York: Harper & Row, 1979), 
70-81. 

11 Victoria Ebin, The Body Decorated (London : Thames and Hudson, 
1979), 230. 

12Cole and Ross, The Arts of C hana, 26-27. 
13 Bohumil Ho las, "Note sur le vetement et la parure Baoule (Cote 

d'Ivoire)," in Holas, La Pensee africa ine (Paris: Geuthner, 1972), 453-457. 
14Brain , The Decorated Body, 70. 
15Robert S. Rattray, Ashanti (Oxford: Clarendon Press, 1923); Religion and 

A rt in Ashanti (London: Oxford University Press, 1927). 
16Antubam, C hana's Heritage of Culture, 146. 
17Cole and Ross, The Arts of C hana, 8, 104, 11 2- 13. 
18 Ibid. , 22, 201. 
19Rattray, Religion and Art in Ashanti, 57, 62. 
20 Hans Debrunner, Witchcraft in C hana, 2nd ed. (Accra : Presbyteri an Book 

Depot Ltd., 196 1), 95. 
2 1An exception is Bohumil Holas's arti c le on Baule maternity figures, " Une 

genitri x baoule" (1952), reprinted in Ho las, La Pensee africa ine, 91-96. 
The art icle di scusses six Baule fi gures in the Abidjan Museum, all of 
which have large breasts they hold in their hands, as if proferring them. 
He posits that these figures may represent a primordial Baule mother. 

22 Philip L. Raven hill , Baute Sta tuary Art: Meaning and Modernization, 
Working Papers in the Traditional Arts no. 5 (Philadelphi a: Institute for the 
Study of Human Issues, 1980), 12; and Susan Mullin Vogel, Beauty in the 
Eyes of the Bau te: Aesthet ics and Cultural Values, Working Papers in the 
Trad itional Arts no. 6 (Philadelphia: Institute for the Study of Human 

121 



Issues, 1980), 11. 
23 Soppelsa, " Terracotta Traditions," 73-75. 
24Rattray, Religion and A rt in Ashanti, 275; Cole and Ross, The A rts of 

C hana, fi gs. 198 and 201, pl ate XV; M alco lm D . McLeod, The Asa nte 

(London: British Museum, 1981 ), 71. 
25Cole and Ross, The Arts of C hana, 102-5. 
26Antubam, Ghana's Heritage of Culture, 114. 
27 Robert Farri s Thompson, African Art in M otion (Berkeley and Los 

Angeles: University of California Press, 1974), 68. Thompson is para

phrasing Antubam, Ghana's Heritage of Culture, 69 , 11 3, and an Akan 

informant from Accra in thi s description. 
28As ipim chairs are imitati ons of Renaissa nce-style Portuguese and Dutch 

chairs which are reserved for roya l personages in Akan soc iety. They have 

probably been in use since the seventeenth century. For discussions of 

these chairs, see Rattray, Religion and Art in Ashanti , 273-74; Co le and 

Ross, The Arts of C hana, 140-42. 
29See also Cole and Ross, The Arts of C hana, 111 . 
30McLeod, The Asa nte, 64. 
31Co le and Ross, The Arts of C hana, 170-76. 
32 Vi sible in McLeod, The Asa nte, 114, and in Cole and Ross, The Arts of 

C hana, 24. 
13 Ross, " The Art of Osei Bonsu," 40. Ross has confirmed thi s interpretation 

for me more recentl y, referrin g to an unpubli shed study of symbo lic 

gestures in Ghanaian culture by a Ghanaian Akan: I. B. Ohene, 

"Gesture- Language of the Hand," Senior Thes is, University of Science 

and Techno logy, Kumase (G hana), 197 1. I was unable to consult this 

source. 
34Thomas D. Blakely of Brigham Young University has remarked that this 

gesture of supplicat ion counterbalances the iconic form ality of the piece, 

making it more approachable. Personal communication , November 21, 

1987 . 
35Cole and Ross, The Arts of C hana, 21. 
31'1bid ., 111. 
37Ebin, The Body Decorated, 18- 19 . 
rnAntubam, Ghana's Heritage of Culture, 45. 
39Thompson, Africa n Art in Motion, 48. 
4°Cole and Ross, The Arts of C hana, 100. 
4 1 Denni s Mi chae l Warren, " Bono Shrine Art," African Arts IX , no. 2 

(J anuary 1976) 33. 
42 Debrunner, Witchcra ft in C hana, 122; Co le and Ross, The Arts of C hana, 

111. 
4 3Rattray, Religion and Art in Ashanti , 31-32; Debrunner, Witchcra ft in 

C hana, 121-23. 
44McLeod, The Asante, 71. 
45 Ibid., 71. 
4 r,Co le and Ross, The Arts of C hana, 8. 
4 7Preston, " Mother and Child ," 84. 

122 



About the Authors 

Murray C. McClellan received the Ph.D. degree in c lass ical archae
ology from the University of Pennsylvania in 1984. As a fi eld 
archaeologist he has excavated in Israel, Jordan, Libya, Greece, 
Cyprus, and Egypt. Co-director of the Kal avasos-Kopetra Project, he 
holds appointments in the Class ics departments at Emory University 
and Agnes Scott College in Atlanta. 

Robert T. Soppelsa is assoc iate professor of art hi story at Washburn 
University in Topeka, Kansas, where he has taught since 1981. He 
holds graduate degrees from Ohio State University and New York 
University. His areas of spec ial interest are West African art and 
archaeology, with concentration on the Akan of southeastern Ivory 
Coast and southwestern Ghana. Recent publi ca tion s inc lude 
"Assongu: A Terracotta Tradition of Southeastern Ivory Coast," 
Africa vol. 57 (1987) and "Western Art Historical Methodology and 
African Art: Panofsky's Paradigm and lvoirian Mma," Art Journal 
vol. 47 (1988). He is currently working on a cata logue raisonne of 
the bronze relief pl aq ues from the kingdom of Benin. 

Marcus L. Rautman, ass ista nt professor of art hi story and archaeolo
gy at the University of Missouri-Columbia, received the Ph.D. from 
Indi ana University in 1984. His resea rch interests in Late Roman 
and Byzantine archaeology have led to fi eldwork in Greece, Turkey, 
and Cyprus. He is co-director of the Kalavasos-Kopetra Project. 

Wendy Wassyng Roworth is the chair of the Department of Art and 
associate professor of art hi story at the University of Rhode Isl and . 
She holds degrees from Bryn Mawr College and Harvard University 
and has published and lectured widely on Angelica Kauffman and 
eighteenth-century painting. Her publica tion s include arti c les on 
the seventeenth-century Italian artist Salvator Rosa, and the book 
" Pictor Succensor": A Study of Sa lvator Rosa as Satirist, Cyn ic, and 
Painter (1978). 

123 



Saul S. Weinberg was a founder of the Museum of Art and 

Archaeology and its director until 1977. He was also professor of 

classical archaeology in the Department of Art History and Archae

ology at the University of Missouri-Columbia. From 1968 to 1973 

he directed the museum's excavations at Tel Anafa in Upper 

Galilee, Israel , from which much material pertinent to his article 

was derived . 

Hiram W. Woodward, Jr., has been curator of Asian art at the 

Walters Art Gallery in Baltimore since 1986. After receiving his 

Ph.D. from Yale he taught at the University of Michigan and the 

University of Vermont. He has written extensively about the art of 

Thailand, where he served in the Peace Corps. 

124 



Museum Associates Membership 
through December 31, 1988 
*indicates recently deceased 

Endowment Members 

Life Benefactors 
Lifetime gifts of 
objects of art and/or cash 
of at /east $10,000 

Mrs. A. M. Adler 
Dr. and Mrs. Renato Almansi 
Frederick Altman 
Ames Partners 
Adam Aronson 
Theodore E. Bachman 
Suzanne Bladow 
Boone County Community Trust 
Boss Partners 
Carol Brewster 
Ella Brummer 
Mr. and Mrs. Marshall Butler 
Josefa Carlebach 
Joseph P. Carroll 
Ronald Clyne 
Ingeborg de Beausacq 
Harry B. Cohen 
Michael de Havenon 
Development Fund, M. U. 

Life Sponsors 
Lifetime gifts of 
objects of art and/or cash 
of at least $5,000 

Ancell Enterprises, Inc. 
Robert A. Seifer 
Aaron Bohrod 
Barbara S. Bolling 
Dr. and Mrs. John Crouch 
Judy Culley 
Thomas S. Culley 
Donald S. Dawson 
John and Elsbeth Dusenbery 

George H. Dougherty 
Samuel Eilenberg 
Mrs. Milton Fischmann 
J. Russel I Forgan 
Dr. and Mrs. Arthur F. Furman 
Mrs. Martin J. Gerson 
Nea I and Carol Gordon 
Dr. and Mrs. Christopher A. Graf 
Mrs. Milton Gross 
Mr. and Mrs. Andrew Gyenes 
Mr. and Mrs. Justin Kerr 
Samuel H. Kress Foundation 
Robert Landers 
Mr. and Mrs. Sam Langsdorf, Jr. 
Leon Levy 
Mr.• and Mrs. Howard R. Long 
W. James Lopp II 
Maureen Cobb Mabbott 
Mr. and Mrs. Cedric H. Marks 
Mr. and Mrs. Edward H. Merrin 
Joseph Milgram 
Mr. and Mrs. Paul L. Miller, Jr. 
Missouri Arts Counci I 
Dr. and Mrs. Werner Muensterberger 

Mr. and Mrs. John Epple, Jr. 
Lawrence Fane 
Marie Farnsworth 
Mr. and Mrs. Robert Linton 
Mr. and Mrs. Howard W. Lipman 
Dr. and Mrs. Gwilym S. Lodwick 
Susan Long 
Stanley Marcus 
Katherine McKinin 
Jeremy Merrin 
Lucy Miller 
Mr. and Mrs. Earl Morse 
Professor and Mrs. Charles F. Mullett 

Museum Associates 
David R. Nalin 
Richard Nalin 
National Endowment for the Arts 
Eric Neff 
David T. Owsley 
Philip Pearlstein 
Esther Randolph 
Dr. Daniel B. Rifkin 
Mr. and Mrs. George Schriever 
Milton J. T. Shieh 
Mr. and Mrs. Marvin Small 
Bernard Sperling 
Mrs. Lyman Spitzer 
Student Fee Capital Improvements 

Committee, M.U. 
Mr. and Mrs. Mark A. Turken 
Mrs. Irwin A. Vladimir 
Jim Wamhoff 
Ors. Saul and Gladys Weinberg 
Mr. and Mrs. Stanley Westreich 
Alan D. Wolfe 
Wunsch Americana Foundation 

Dr. and Mrs. Frederick P. Nause 
Herbert S. Podell 
W. Tjark Reiss 
Mr. and Mrs. D. A. Ross 
Samuel Rubin 
Linda Schildkraut 
Herbert H. Sternlieb 
Dr. and Mrs. M. W. Sorenson 
Mr. and Mrs. James Symington 
Mrs. Irene S. Taylor 
Mrs. Linda Trogdon 

125 



life Patrons 
Lifetime gifts of 
objects of art and/or cash of at /east 
$2,500 or of $1,000 for those over 60 

American Academy and 
Institute of Arts and Letters 
Arts and Science Student Government 
Mr. and Mrs. Russe ll M. Arundel 
Mr. and Mrs. Robert M. Aulgur 
Estate of Ann Sorency Bedell 
Frank M. Berger 
Professor and Mrs. Jerry Berneche 
Mr. and Mrs. John N. Booth 
Mrs . John Buchroeder 
Dr. J. C. Cope 
Joseph 0. Fischer 
Mrs. Burdett Green 

Patrons 
Lifetime gifts of 
objects of art and/or cash of at /east 
$1,500 before 1985 

Edzard Baumann 
Professor and Mrs. Robert F. Bussabarger 
Mrs. William H. Byler 
Dr. and Mrs. Robert Burns 
Herbert Cahn 
Chesebrough Ponds, Inc. 
James Peter Chin 
Florence G. Dolgin 

Life Members 
Lifetime gifts of 
objects of art and/or cash of at /east 
$ 1,000 before 1985 

Mr. and Mrs. Allen Baker 
Catherine Balton 
Charles U Irick and 
Josephine Bay Foundation 
John Hart Benson 
W. R. Benson Ill * 
Mr. and Mrs. A. L. Berliner 
Mrs. Egon Bernath 
Mrs. Judson Biehle 
Professor and Mrs. William Biers 
Lillian Bischoff 
Mr. and Mrs . Menefee D. Blackwell 
John S. Blakemore 

126 

Caroline E. E. Hartwig 
Pauline D. Heinberg 
Esther 0. Hepple 
M. William Joe l 
Peter W. Josten 
Mrs . Ely Jacques Kahn 
George Lazarnick 
Frances Maupin 
Forrest McGill 
Jean A. Mann 
Maya Corporation 
Esther Merri n 
Samuel Merrin 
Seth Merrin 
Mrs. H. A. Metzger 
Mayme Neel 
Mr. and Mrs. Robert G. Osborne 

Fortnightly Club, M.U. 
William H. Gaede 
Mr. and Mrs. Martin Goodman 
David F. Grose 
Robert Haber 
Douglas R. Hansen 
Mr. and Mrs. Ralph A. Hovey 
George M. Jaffin 
Mary Paxton Keeley* 
Mrs. Milton McGreevy 
Nicholas McKinin 
Peter and Jean Marks 

Mr. and Mrs. Arthur Brin 
Professor and Mrs. Rex R. Campbell 
Dr. and Mrs. Gerald Cupp 
President Emeritus* and Mrs. Elmer Ellis 
Professor and Mrs. William F. Fratcher 
Graduate Student Association 
Allen Heflin 
James A. Hourigan 
Dr. and Mrs. Robert F. Karsch 
Dr. and Mrs. Jerry D. Kennett 
Frank L. Kovacs Ill 
Gawain McKinley 
Mr. and Mrs. Robert Manhart, Sr. 
Ramona Morgan 
Mr. and Mrs. H. K. Negbaur 
Alice A. Pauw 
William Quinn 

Mr. and Mrs. Perry Philips 
Mr. and Mrs. Harvey Rathert 
Harold Riback Memorial Research Fund 
Bernard Richter 
Warren Robbins 
Bess Schooling Memorial Fund 
Frederick Shane 
Mrs. Robert L. Salter 
Professor and Mrs. Chester G. Starr 
Dr. and Mrs. Martin H. Stein 
Waldo E. Tyle r 
Professor and Mrs. Allen S. Weller 
Mr. and Mrs. Raymond A. Young 

Mrs. Frederick Matson 
James V. Mose ley 
Al Ian Parker 
Mrs. Floyd Pea rman 
Mr. and Mrs. Charles J. Proctor 
Oswald D. Reich 
Mrs. Seymour J. Schoenfeld 
Jean-Pierre Selz 
Ors. Ann and Robert Walzer 
Duane Wilder 
Mr. and Mrs. Laurence Witten 
Mr. and Mrs. Samuel Zeigen 

Hazel Ribac k 
Mr. and Mrs. James Rogers 
Elizabeth M. Rozier 
Mr. Norbert Schimmel 
Mrs. Herbert W. Schooling 
Mr. and Mrs. John Shoenberg 
Professor and Mrs. David Soren 
Professor and Mrs. Frank H. Stack 
Mrs. Walter G. Staley 
Mrs. Leonard W. Staples 
Mrs. Roy Swindell 
Mrs. Joseph Ternbach 
Anna Marguerite McCann Tagga rt 
Margaret Thompson 



Annual Members during 1988 
Contributors of $50 or more 

A. Sterl Artley 
James and Patricia Atwater 
Dr. and Mrs. A. Sherwood Baker 
Dr. and Mrs. Wilson Beckett 
Ra I ph and Myra Bede I I 
H2rry and Lina Berrier 
Professor and Mrs. William R. Biers 
William Bondeson 
Dr. and Mrs. Herbert E. Brown 
Allan Burdick and Betty Revington-Burdick 
Mr. and Mrs. Ronald Burgess 
Dr. and Mrs. Donald Creighton 
Lois B. DeFleur 
Carolyn and Roger deRoos 
Martin L. Faust 
Mr. and Mrs. Charles Ferguson 
Marion and Anna Margaret Fields 
Ann E. Guell 
Mrs. Henry V. Guhleman 
Wink Henson 
Holme Hickman 
James R. and Carolyn Jacob 
Dr. and Mrs. Robert Kahrs 
Dr. and Mrs. Paul E. Kaplan 
Mr. and M•s. Ferd LaBrunerie 
Dr. and Mrs. Leo R. Landhuis 
Mr. and Mrs. Marquis C. Landrum 
Doris, Don, and Will Littrell 
C. Peter Magrath 
Chri;tine Marshall and David Rees 
Dallas and Lou,se Meyer 
Margaret J. Mier 
Mr. and Mrs. Sidney Neate 
Virginia Norris 
lvir. 2nd Mrs. Alan V. Norton 
Dr. and Mrs. Boyd O'Dell 
Mr. and Mrs. David A. Oliver 
Barbara and Osmund Overby 
Jean Elise Overholser 
William Parks and Sheila Greenberg 
Professor and Mrs. Perry G. Parrigin 
Professor and Mrs. J. M. Poehlman 
Martha Proctor 
Loren and Augusta Reid 
Martin Riback and Nola Ruth 
Mr. and Mrs. Arthur J. Robins 
Mr. and Mrs. Thomas Rogers 
Don and Sally Schilling 
Dr. and Mrs. Donald Silver 
Bernhard H. Singsen 
Professor Mary Evelyn Stringer 
Robert C. and Mary Jane Sunkel 
Joanna Todd 
Samuel and Laura Werner 
Melissa Williams 
Arthur and Ruth Witt 
Mrs. J. A. Wright 

Contributors of up to $49 per year 

Beth and Denny Abernathie 
John E. Adams 
Stephanie R. Agan 
Mrs. Thomas B. Alexander 

Robert Almony 
Mr. and Mrs. Eugene M. Amend 
Dr. and Mrs. George Amromin 
Alice Padova Anderson 
Erleen Anderson 
Kathleen H. and Dona ld K. Anderson, Jr. 
Dr. and Mrs. James Andrews 
Douglas Anger 
Steve and Kelly Archer 
Lavinia Asbury 
C. W. Ballew 
Eugenia Owen Banks 
Dr. and Mrs. Giulio Barbero 
Mrs. Andrew Bass, Jr. 
Mr. and Mrs. William H. Bates 
Professor and Mrs. John E. Bauman, Jr. 
Mr. and Mrs. Thomas Baumgardner 
Frances Beach 
Dr. and Mrs. Marcus R. Beck 
Leona Bell 
Mr. and Mrs. Robert B. Benson 
Tootsie Benson 
Mrs. Franklin Bent 
Professor William Berry 
Francoise and Joseph Bien 
Mr. and Mrs. John H. Biggs 
Mr. and Mrs. Keith Birkes 
Samuel E. Bishop 
Mary Ann and Robert Blakey* 
Mary T. Bosch 
Lilian B. Boyle 
Paul and Anne Braisted 
Caro l Bramon 
Jean Brand 
Amy Burgess Brassieur 
Sheryl Breadman 
Professor and Mrs. Harold F. Breimyer 
Vera Brenesell 
Jennie Bridgewater 
Brian and Anne Brooks 
Dana F. (Sally) Brown 
Irene M. R. Brown 
Barbara Brugger 
Diane T. Brukardt 
Rita Buchanan 
J. Fletcher Burge 
David and Holly Burgess 
Dr. and Mrs. W. J. Burggraaff 
David L. Butler 
William and Shirley Bynum 
Virginia Bzdek 
Mr. and Mrs. Benedict J. Campbell 
Dr. and Mrs. James D. Campbell 
Annabelle Carr 
Jean Costen Carr 
Ron and Judy Carter 
Marilyn Caselman 
Dr. and Mrs. D. H. Chitty 
Larry and Yvonne Clark 
Mrs. William F. Clymer 
Carolyn Collings 
Dr. and Mrs. Jack Colwil l 
Patricia Condon 
Mr. and Mrs. Frank Conley 

W. A. and Averil Cooper 
Ann and John Corn 
Maura F. Cornman 
Diana C. Cotton 
Johnnye Beth Coulter 
David and Joanne Cowan 
Bi ll Cowgill 
John and Emmy Croll 
Shelly Croteau and Kevin Miller 
Dr. Betty J. Crouther 
Sue and Don Crowley 
William and Agnes Crowley, Jr. 
Dr. and Mrs. T. Z. Csaky 
Dr. and Mrs. Noble E. Cunningham, Jr. 
Hommie Curtis 
Ors. James and Donna Curtis 
James and Betty Dack 
Mr. and Mrs. Robert S. Daniel 
Barbara Davis 
John D. Davis 
Dr. and Mrs. William Dellande 
Mr. and Mrs. Albert Delmez 
Carol Denninghoff and Bob Cosati 
Dr. and Mrs. James C. Denninghoff 
June and Gary DeWeese 
Edward B. Dickey, Jr. 
Carolyn and Leon Dickinson 
Dorothy A. Divilbiss 
Dr. and Mrs. Robert M. Doroghazi 
Lt. Col. and Mrs. James N. Dowdell 
Patti Doyle 
Jacob Drachler 
Phyllis D. Drennan 
Victor and Elizabeth Drapkin 
Marc Drye 
Scott C. Dulebohn 
Donald and Mercein Duncan 
Lynda Dunham 
Dave and Susan Dunkin 
Shirley G. Durfee 
Lynne M. Dykstra 
Parmelee B. Eastman 
Mr. and Mrs. Robert Eastman 
Earl and Lavina Ebbe 
Dean and Mrs. W. L. Eckhardt 
Barbara Edwards 
George Ehrlich 
Abraham Eisenstark 
Mrs. J. C. Ellington 
Mr. and Mrs. Stanley Elmore 
Dr. and Mrs. Joseph A. Engelman 
Evelyn Schrom Estes 
Mrs. Gentry Estill 
Virginia Etheridge 
Dr. and Mrs. W. H. Eyestone 
Dr. and Mrs. Mehdi Farhangi 
Gretchen Feh ler 
Kathryn Fellows 
Amy L. Ferrier 
Marcia Fewell 
Barbara Fischer 
Mr. and Mrs. David A. Fischer 
Norma J. Fisk 
Heather Foote 

127 



Jean Francis 
Mr. and Mrs. Fred Frazier 
Sally Nelson Froese 
Dawn and Joseph Garlich 
Dr. and Mrs. Lewis Garrotto 
Marianna Georgantas 
Carol George 
Nora Gibbons 
Marjorie Gibson 
Elizabeth H. Gill 
Newell S. Gingrich 
Milton and Peggy Glick 
Stephen C. Glover 
Anne F. Goad 
Janis 8. Godfrey 
Scherrie Goettsch and Steve Weinberg 
Sidney Goldstein 
Mr. and Mrs. A. C. Goodding 
Eleanor Goodge 
Dr. and Mrs. Robert N. Goodman 
Mary Rogers Gordon 
Mr. and Mrs. Charles Gowans 
Billie Granneman 
Madeleine K. Grapes 
Mrs. Harold A. Graver 
Ruth 0. Graves 
Steve Green 
S. Marguerite Greene 
Kee and Diana Groshong 
Bettina M. Gross 
Linda M. Gurka 
Mrs. Landon H. Gurnee 
Margie Gurwit 
Darren Lee Hackler 
Adnan Hadidi 
Virginia Hagemann 
Peter M. Hall 
Mrs. A. R. Hamilton 
Alma Hammer 
Marie Hanna 
Sheila Hannah 
Vicki L. Hardcastle 
Marilynn). Harris 
Professor and Mrs. Mark P. Harris 
Arthur P. Harrison, Jr. 
Barbara Hass 
Susan and Bob Hawkins 
Richard Helmick 
Delbert and Miriam Hemphill 
Christy M. Henley 
Susan and Haskell Hinnant 
Mrs. John Hinton 
Peg Holcomb 
Helene M. Holroyd 
Susan Hood 
Loretta W. Hoover 
Guy and Linda Horton 
Mary Helen Horton 
Margaret and John Howie 
Professor and Mrs. Justin C. Huang 
Patricia A. Hubbs 
Mrs. Leonard). Huber, Jr. 
Catherine L. Hunt 
Dorothy 8. Hunt 
Professor and Mrs. E. H. Hunvald, Jr. 
Patricia H. Hutchinson 
Carol C. Inge 

128 

Patricia K. Ives 
Mrs. Sterling H. lvison 
Ginger Jones and Olaf Kula 
Louise 8. Jones and Family 
Pamela L. Jones 
Dr. Russel I M. Jones 
Weldon Jones 
Evelyn Jorgenson 
Mr. and Mrs. Kary L. Kabler 
Kathleen Kaiser 
Larry A. Kantner 
Donald R. Kay and Sara E. Walker-Kay 
Kaye Kellogg 
Mr. and Mrs. John P. Kennedy 
Mary F. Kenney 
Helen). Keown 
Mr. and Mrs. John G. King 
Paul and Jean King 
Marie). Klein 
Karen L. Kleinfelder 
Patricia Klobe 
Kirstin Knutson 
Dr. and Mrs. Fred E. Koehler 
). Christopher Kraemer 
Aaron and Nikki Krawitz 
Thomas Krens 
Sandra Kubal 
Professor and Mrs. Toimi Kyllonen 
Dr. and Mrs. R. P. Ladenson 
Ramona Lamberti 
Donald M. Lance 
Mr. and Mrs. Eugene N. Lane 
Mary Kay and Howard Lang 
Elizabeth Anne Lange 
Lori Laqua 
Gregory Launhardt 
Mr. and Mrs. Bill Laurie 
Vesta LaZebnik 
Shirley Lenhardt 
Mr. and Mrs. William C. Lenox 
Aimee and Heinrich Leonhard 
Mr. and Mrs. Raymond C. Lewis, Jr. 
Greta Ley Kauf 
William H. Lichte 
Don and Roberta Light 
Anna Lingo 
Mr. and Mrs. Andy Lister 
Nana Lister 
Charles and Sandra Litecky 
Mildred Littrell 
Richard N. Loeppky 
Mrs. John T. Logue 
Kimberley S. Long 
Allyn Lord 
Molly Lovinggood 
Dr. and Mrs. H. A. Lowe, Jr. 
Henry and Nancy Lowe 
Bill and Marci Lower 
Mr. and Mrs. Earl H. Lubensky 
Gwen K. Lucas 
Linda K. Lyle 
Marcella MacDermott 
Mrs. W. V. MacDonald 
Bonnie Macewan 
Mary Manderino 
Margaret Mangel 
Lea H. Marienfeld 

Thomas). Marshall 
Mr. and Mrs. Jack Matthews 
Neal A. Matticks 
Sandi Davis Mauch 
Miriam McCaleb 
Thomas McCalla 
Mr. and Mrs. Ray C. McClure 
Tom McCormick 
Margie McCrabb 
Sarah T. McElroy 
Carmen K. McEwen 
Ni Chea McHargue 
William and Doyne McKenzie 
Emma Jean McKinin 
Ruhamah McKinsey 
Mr.• and Mrs. Roy McMullan 
Paula McNeil! 
Maryellen H. McVicker 
Gloria S. Merker 
Mr. and Mrs. James E. Meyer 
John and Lois Mikrut 
Janet Miller 
Ken Miller 
Andrew C. and Catherine Minor 
Marguerite Mitchel 
Professor Bonner Mitchell 
Clotilde M. Moller 
Cathy Monholland 
Haskell and Jo Monroe 
Janet F. Montgomery 
Tracy Montminy 
Dr. and Mrs. Richard A. Moore 
Ed and Pat Moore 
Mrs. L. G. Morehouse 
Wilna and Leslie Morgan 
Ezio A. Moscatelli 
Joe Moseley 
Professor and Mrs. Charles Mullett 
Laurie Musgrove 
Clara Louise Myers 
Melody Nashan 
Jean and Charles Nauert 
Peter). Nefergall 
Mr. and Mrs. Troy Newman 
Anne H. Nielsen 
Marta Nolin and Bill Clark 
Dr. and Mrs. Karl D. Nolph 
Dixie Norwood 
John and Joane O'Connor 
Marvin and Cheryl Odneal 
Cynthia Oehler 
James and Kristin Offutt 
Joy N. Oldham 
Alice M. O'Leary 
Judith F. Ostrow 
Marie Paiva 
Shirley A. Pales 
Eevi K. Palo 
Dr. and Mrs. Brent M. Parker 
Gudrun Parmentier 
Joye Patterson 
John W. and Maxine E. Payne 
Vaona Peck 
William and Margaret Peden 
Lelia Schulz Pederson 
Elizabeth Pendergrass 
Sarah Penick 



Dr. and Mrs. Carlos Perez-Mesa 
Marion Perkoff 
Marilyn Perry 
Neila T. Pettit 
Marcia Ann Pfost 
Edward E. Pickett 
James and Marjorie Pinkerton 
Joan M. Pinnell 
Otho and Patricia Plummer 
Elaine Pohl 
Timothy J. Polson 
Tom C. Porter 
Mary Nell Porter 
Alan and Mary McCleary Posner 
Mary Frances Potter 
Ruby Potter 
Toni M. Prawl 
Mr. and Mrs. George W. Preckshot 
Evan Prost 
Paul and Bernice Prost 
Jane S. Putnam 
Norman and Dora T. Rabjohn 
Joan Ragsdell 
Jill Raitt 
Dr. and Mrs. C. B. Ratchford 
Marcus and Susan Rautman 
Nancy B. Reed 
Elizabeth Reinert 
Mrs. V. James Rhodes 
Sabra Rice 
Allen and Sue Richardson 
Linda M. Ridgeway 
Dr. and Mrs. Arthur E. Rikli 
Harriet Rimmer 
Christina and George Robb 
Helen J. Roehlke 
Brett Scott Rogers 
James and Janet Rogers 
Kate Ellen Rogers 
James S. Rollins 
Dr. and Mrs. M. J. Rosenholtz 
Mrs. R. J. Rosier 
Dr. and Mrs. Gilbert Ross, Jr. 
Mr. and Mrs. J. J. Rosso 
Walter and Nancy Rottmann 
Diane and Paul Rubenstein 
Doug Russell 
F. Garland Russell 
Mort Sajadian and Mary L. O'Connor 
Patsy H. Sampson 
Patricia Sanders 
Rebecca and Marty Sanders 
Virginia B. Sapp 

Ellen Sawyer 
Doris G. Saxon 
Paul and Liz Schmidt 
Schneeberger Family 
Marie V. Scholes 
Mrs. H. W. Schooling 
Bernice Schroeder 
Dr. and Mrs. Adolf E. Schroeder 
Susan K. Schuck 
Ellen Schulz 
Mr. and Mrs. William Schulz 
Guy and Marian Schupp 
Robert A. Seelinger and Cathy Callaway 
Cyndy Shaw 
Lois and Kevin Shelton 
Dr. and Mrs. Louis Sherman 
Virginia Sinclair 
Mrs. Orville E. Siltier 
Kathleen Warner Slane 
Jason and Mary Smith 
Richard and Mary Smith 
Robert C. and Jean Smith 
Norma Smith 
Raechell M. Smith 
Stephen B. and Bea Smith 
Donald Snedeker 
Douglas L. Solliday 
Joan Sorrels 
Mrs. Lola R. Southall 
Virginia Southwood 
Milo J. Spurgeon 
Gladys A. Stankowski 
Sherry L. Stanton 
William S. Stark 
Mr. and Mrs. S. C. Steinberg 
Mrs. M. B. Stephenson 
Sue Stevens 
Rick Stewart 
Roger Still 
Mrs. Gregory C. Stockard 
Ruth E. Stone 
Sue Stormes 
Turk and Lynn Storvick 
Dr. and Mrs. H. Todd Stradford 
Dr. and Mrs. William H. Taft 
Homer L. Thomas 
Richard Thompson and 

Jeannette Jackson-Thompson 
Lois M. Thorburn 
Jim Thorne 
Janet Thornton 
Herbert K. and Susan M. Tillema 
Joseph J. Timko 

J. D. and Dolores Timmons 
Manuel and Amparo Torres 
Vera B. Townsend 
Stephanie Trapp 
Lisa M. Typpo 
Loeta Tyree 
W.R. Utz 
Heather L. Vantress 
Jea11nette Viele 
Jan D. Wagner 
John L. Walker 
Nancy Walker 
Christine M. Wallace 
Professor and Mrs. Paul Wallace 
Barbara P. Wallach 
Laura Walters 
Dorothy M. Walton 
Luverne Walton 
Charles and Sandra Warner 
Birgit Wassmuth 
Ellen S. Watson 
Richard and Joan Watson 
A. David Weaver 
Jan C. Weaver 
Mr. and Mrs. Norman Weinberg 
Bette and James Weiss 
Beverly Z. Welber 
Judge and Mrs. Warren Welliver 
Caroline E. Werkley 
Mr. and Mrs. Keith Westenhaver 
Arnold and Ann White 
Carolyn M. Whitworth 
Joan M. Wibbenmeyer 
Jeffrey B. Wilcox 
James and Shirle Wilkerson 
Mr. and Mrs. Herbert Willbrand 
M. Sue Williams 
Clyde and Betty Wilson 
Vicky and Willy Wilson 
Elizabeth A. Windisch 
Mrs. John L. Winnacker 
William Wolf 
Melissa Wolfe 
Calvin Woodruff 
Carol K. Woodward 
Professor and Mrs. Walter Wosilait 
Ada Marie Wright 
Sarah E. Wright 
Linda and Erwin Wright 
Armon and Evelyn Yanders 
H. Kell and Nancy Yang 
Mr. and Mrs. Joseph Zemmer 
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Museum 
Associates 
Board 

ELIZABETH PARRIGIN, president 
PATRICIA ATWATER, vice-president 
OSMUND OVERBY, secretary 
SUE STEVENS, treasurer 
LUANN ANDREWS 
EDZARD BAUMANN 
LYNNANNE BAUMGARDNER 
WILLIAM BONDESON 
JENNIE BRIDGEWATER 
BETTY BROWN 
MARY CAMPBELL 
REX CAMPBELL 
PATRICIA CROWN 
ELMER ELLIS 
RUTH ELLIS 
ANNA MARGARET FIELDS 
KEVIN FLAHERTY 
FLORENE FRATCHER 
LIBBY GILL 
PATRICIA GOODDING 
LARRY KANTNER 
FORREST McGILL 
SABRA MEYER 
MARGARET MIER 
JO MONROE 
KRIS OFFUTT 
OSMUND OVERBY 
BETTY PROCTOR 
BETTY REVINGTON-BURDICK 
BETTY ROBINS 
DIANE RUBENSTEIN 
JEANNETTE JACKSON THOMPSON 
GLADYS WEINBERG 
SAUL WEINBERG 
MELISSA WILLIAMS 
RUTH WITT 
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Museum Associates Committees 

Museum Shop Committee 

MARY CAMPBELL 
AVERIL COOPER 
ALICE DELLANDE 
MERCEIN DUNCAN 
FLORENE FRATCHER, manager 
ANN GOAD 
JIMMY HOURIGAN 

Shop Volunteers 

MARY CAMPBELL 
ANNABELLE CARR 
AVERIL COOPER 
NOLA DANIEL 
ALICE DELLANDE 
LYDIA DOWDELL 
MERCEIN DUNCAN 
VIRGINIA ETHERIDGE 
BETTY EYESTONE 
TEENY GIBBONS 
ANN GOAD 
PHOEBE GOODMAN 
RUTH GRAVES 
INEZ GREENSPON 
JIMMY HOURIGAN 
KATHLEEN KAISER 
MARY KENNEY 
HELEN KEOWN 
ANN La BRUNERIE 
LINDA LYLE 
ARTIE MILLER 
CLOTILDE MOLLER 
OLIVE NEWMAN 
CYNTHIA OEHLER 
CAROLINE PEARMAN 
MARY FRANCES POTTER 
JO BETTY ROSIER 
BECKY SCHROEDER 
MARY SMITH 
LILA SOUTHALL 
RUTH STONE 
MARGE WATSON 

Travel Committee 

PATRICIA ATWATER 
JANE BIERS 
JIMMY HOURIGAN 
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Museum Staff, 1988 

LUANN ANDREWS 
Docent Education Coordinator, from August 

JEFFREY BALL 
Technical Assistant 

JANE C. BIERS 
Curator of Ancient Art 

AMY BRASSIEUR 
Membership Coordinator, from November 

ANNE BROOKS 
Secretary/Tour Coordinator, from May 

PATRICIA CONDON 
Curator of European and American Art 

MAURA F. CORNMAN 
Conservator 

DAVID DAVIS 
Security Guard , from December 

STEWART DUMMIT 
Security Guard, to October 

ANN GUELL 
Academic Coordinator, to August 

PAT HUBBS 
Secretary/Membership Secretary, to October 

SUSAN LANGDON 
Research Fellow, to September; Associate Curator of Ancient 

Art, from September 
FORREST McGILL 

Director and Curator of Asian Art 
JANET MILLER 

Assistant Preparator 
GEORGE MOONEY 

Security Guard 
CHARLOTTE OVERBY 

Editorial Assistant 
TONI PRAWL 

Conservator' s Apprentice 
MORTEZA SAJADIAN 

Assistant Director 
CLAUDIA SCHUCK 

Curatorial Assistant 
GRETCHEN LYNCH SCHULTZ 

Secretary/Membership Secretary, to April 
MIKE SLEADD 

Graphics Designer/Chief Preparator, from August 
SUE STEVENS 

Bookkeeper 
JIM THORNE 

Graphics Designer/Chief Preparator, to August 
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GLADYS D. WEINBERG 
Research Fellow 

SAUL S. WEINBERG 
Director Emeritus 

JEFFREY B. WILCOX 
Registrar 

MELISSA WOLFE 
Secretary/Tour Coordinator, to August 

JENNIFER CROTTY 
ANNA MARGARET FIELDS 
FRANCES MAUPIN 
KATHY NEEDLE 
DIXIE NORWOOD 
DEBBIE THOMPSON 

Office Volunteers 
CAROLYN COLLINGS 
AIMEE LEONHARD 

Conservation Assistants 
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Advisory 
Committee 

*EDZARD BAUMANN 
WILLIAM BIERS 
WILLIAM BONDESON 
JOEL BRERETON 
JEFFREY CHINN 
PATRICIA CROWN 
HASKELL HINNANT 

*LARRY KANTNER 
KAREN KLEINFELDER 
NORMAN LAND 
HOWARD MARSHALL 

*FORREST McGILL 
*DAVID MONTGOMERY 
OSMUND OVERBY 
ELIZABETH PARRIGIN 
MARCUS RAUTMAN 

*KATHLEEN SLANE 
SAM STOUT 
VERA TOWNSEND 
SAUL WEINBERG 
RUTH WITT 
WALTER WOSILAIT 

*Executive Committee 
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Volunteer Docent 
Program 

Docent Committee 

LYNNANNE BAUMGARDNER 
BETTY BROWN, Chair 
ANN GOWANS 
HELENE HOLROYD 
CAROL LANE 
NANCY LOWE 

Docents 

LYNNANNE BAUMGARDNER 
ANNE BRAISTED 
ANNE BROOKS 
BETTY BROWN 
CAROLYN COLLINGS 
JOHNNYE COULTER 
SUE DUNKIN 
LOVINA EBBE 
NANCY FRAZIER 
ANN GOWANS 
ALMA HAMMER 
HELENE HOLROYD 
PAT HUTCHINSON 
ANN La BRUNERIE 
CAROL LANE 
VESTA LaZEBNIK 
NANCY LOWE 
FRANCIS MAUPIN 
MARGARET MIER 
MARIE PAIVA 
BERNICE PROST 
JEANNETTE JACKSON THOMPSON 
LINDA TROGDON 
JEANNETTE VIELE 
JOAN WIBBENMEYER 
MARIE WRIGHT 










	Muse1988p0000a
	Muse1988p0000b
	Muse1988p0001
	Muse1988p0002
	Muse1988p0003
	Muse1988p0004
	Muse1988p0005
	Muse1988p0006
	Muse1988p0007
	Muse1988p0008
	Muse1988p0009
	Muse1988p0010
	Muse1988p0011
	Muse1988p0012
	Muse1988p0013
	Muse1988p0014
	Muse1988p0015
	Muse1988p0016
	Muse1988p0017
	Muse1988p0018
	Muse1988p0019
	Muse1988p0020
	Muse1988p0021
	Muse1988p0022
	Muse1988p0023
	Muse1988p0024
	Muse1988p0025
	Muse1988p0026
	Muse1988p0027
	Muse1988p0028
	Muse1988p0029
	Muse1988p0030
	Muse1988p0031
	Muse1988p0032
	Muse1988p0033
	Muse1988p0034
	Muse1988p0035
	Muse1988p0036
	Muse1988p0037
	Muse1988p0038
	Muse1988p0039
	Muse1988p0040
	Muse1988p0041
	Muse1988p0042
	Muse1988p0043
	Muse1988p0044
	Muse1988p0045
	Muse1988p0046
	Muse1988p0047
	Muse1988p0048
	Muse1988p0049
	Muse1988p0050
	Muse1988p0051
	Muse1988p0052
	Muse1988p0053
	Muse1988p0054
	Muse1988p0055
	Muse1988p0056
	Muse1988p0057
	Muse1988p0058
	Muse1988p0059
	Muse1988p0060
	Muse1988p0061
	Muse1988p0062
	Muse1988p0063
	Muse1988p0064
	Muse1988p0065
	Muse1988p0066
	Muse1988p0067
	Muse1988p0068
	Muse1988p0069
	Muse1988p0070
	Muse1988p0071
	Muse1988p0072
	Muse1988p0073
	Muse1988p0074
	Muse1988p0075
	Muse1988p0076
	Muse1988p0077
	Muse1988p0078
	Muse1988p0079
	Muse1988p0080
	Muse1988p0081
	Muse1988p0082
	Muse1988p0083
	Muse1988p0084
	Muse1988p0085
	Muse1988p0086
	Muse1988p0087
	Muse1988p0088
	Muse1988p0089
	Muse1988p0090
	Muse1988p0091
	Muse1988p0092
	Muse1988p0093
	Muse1988p0094
	Muse1988p0095
	Muse1988p0096
	Muse1988p0097
	Muse1988p0098
	Muse1988p0099
	Muse1988p0100
	Muse1988p0101
	Muse1988p0102
	Muse1988p0103
	Muse1988p0104
	Muse1988p0105
	Muse1988p0106
	Muse1988p0107
	Muse1988p0108
	Muse1988p0109
	Muse1988p0110
	Muse1988p0111
	Muse1988p0112
	Muse1988p0113
	Muse1988p0114
	Muse1988p0115
	Muse1988p0116
	Muse1988p0117
	Muse1988p0118
	Muse1988p0119
	Muse1988p0120
	Muse1988p0121
	Muse1988p0122
	Muse1988p0123
	Muse1988p0124
	Muse1988p0125
	Muse1988p0126
	Muse1988p0127
	Muse1988p0128
	Muse1988p0129
	Muse1988p0130
	Muse1988p0131
	Muse1988p0132
	Muse1988p0133
	Muse1988p0134
	Muse1988p0135
	Muse1988p0136
	Muse1988p0137
	Muse1988p0138

