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Fig. 1. Circus sarcophagus (front panel) marble, Roman, A.O. 190-220, Museum of Art and Archaeology, Sil
ver Anniversary Gift of the University of Missouri-Columbia Development Board and the Boone County 
Community Trust. acc. no. 83.65. 
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CuPIDS AT THE Crncus: 

MISSOURI'S CHARIOT SARCOPHAGUS 

Joseph Stumpf 

ONE OF THE MORE PECULIAR AND INTRIGUING PHENOMENA IN ROMAN 

archaeology is the abrupt and still generally unexplained switch from crema

tion to inhumation that seems to have occurred throughout the Empire 

during the second century after Christ. 1 The resurgence of this ancient 

Etruscan and Greek burial practice inaugurated the great industry and artis

tic tradition ofRoman sarcophagi.Virtually all examples of this class

whether in marble, granite, lead or limestone-date to Hadrianic times 

(A.D. 117-138) or later. Decoration varied according to the taste and means 

of the owner. One might see great mythological tableaux, commemorative 

scenes of battle, marriage, or appropriated imperial iconography, or more 

decorative garland and strigillated types, incised with wavy grooves. Major 

manufacturing centers grew up around Rome and near the numerous 
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Fig. 2. Circus sarcophagus (right side 
panel) marble, Museum of Art and Archae
ology, University of Missouri-Columbia, 
acc. no. 83.65. 

CUPIDS AT THE CIRCUS 

quarries of fine marble in Greece and Asia Minor. Each 

center exhibits peculiar identifying characteristics of 

style and form, although there is considerable change 

from one to another. A booming trade in both finished 

sarcophagi and raw marble was conducted throughout 

the Mediterranean world. Even as the Roman Empire 

began to decline, this burial tradition grew and flour

ished for several centuries. It is one of the chief mani

festations of artistic continuity between the Ancient 

and Late-Antique periods and resonates as late as the 

Renaissance. 2 

The Museum of Art and Archaeology at the Uni

versity of Missouri-Columbia is fortunate to own a 

sarcophagus of a child-a fragmentary but nonetheless 

excellent example of marble workmanship (Fig. 1). 3 

The sarcophagus depicts a scene of cupids in chariots 

at the circus-one of about a hundred in the world 

that shows this iconography 4-and was a child's sarcophagus, as were most 

of this type. 5 The marble is a hard, white, medium-to-fine grained stone, 

which analysis shows is dolomitic, originating from the island ofThasos in 

the North Aegean Sea. 6 Although the marble is Thasian, certain characteris

tics, such as the lightly carved sides, are more typical ofltalian workmanship. 

In fact, the majority of circus sarcophagi have a central Italian provenance. 

Marble was often shipped in raw or very roughly worked blocks to Italy 

where the product was manufactured. Some Roman workshops easily might 

have specialized in Thasian marble. 

The scene on the sarcophagus is a riot of motion that recreates the hec

tic and feverish atmosphere of the Roman circus. Nine chariot teams are 

shown racing around the monuments of the circus' central barrier, usually 

called the spina.7 Each cupid, clutching the reins and a whip, drives a two

horse chariot or biga and is held in place by a harness belt.8 Along the front 

are four teams, the usual number, not only convenient for the shape of the 

panel, but also reflecting the four chariot teams racing in the Empire-Reds, 

Greens, Whites and Blues. 9 The cupid in the lower left corner has fallen 

sidelong out of his chariot, his horse pitching violently forward as he is 

ejected, his left hand grasping the frame of his car. Such accidents are com-
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monly referred to as naufragia, literally "shipwrecks," and they figure in virtu
ally every Roman depiction of the circus, regardless of medium. 10 Such 
spectacular falls were a common sight in the ancient circus races and dem
onstrate the highly competitive, win-at-all-costs attitude of the teams.11 On 
sarcophagi of this type, the leader, the team at the far right, is never shown 
capsizing. On the Missouri sarcophagus, however, no clear leader or victor is 
marked because both sides of the track are shown. 

Beneath the next cupid's team, to the right, lies an outstretched cupid of 
whom only the hands and feet remain. Such figures commonly appear in 
sarcophagus circus-scenes and usually are identified as sparsores, a sort of pit 
crew whose job was to throw amphorae of water at their particular team's 
horses in order to cool them down. Occasionally, if space does not allow for 
the insertion of a sparsor, the artists might depict an amphora as an economi
cal substitute. It is difficult to explain exactly why these sparsores are so often 
shown being trampled. Such a job would not seem to be as life-threatening 
as it is usually rendered, except when one considers that during chariot rac
es, teams were often running abreast rather than single file as shown on sar
cophagi. The sparsor often would be forced onto the track if his team were 
running on the outside. 12 Such a position likely was filled by slaves owned 
by the teams. 

The artist of the Missouri sarcophagus has demonstrated an impressive 
ability to organize complex subject matter in an aesthetically pleasing ar
rangement. The stances of the cupids in front of the spina are carefully alter
nated: two with their backs turned away from the viewer and two facing 
outward. The three behind the spina, more widely spaced, are allowed to re
peat the same emphatic gesture-the left hand grabbing the reins, the right 
hand cocked back, ready to crack the whip. The artist worked to alternate 
his figures with the vertical monuments of the spina; a monument precedes 
the horses that precede a monument that precedes the cupid. The whole is 
framed by the turning posts, or metae, and the figures rounding them. 

Just enough of the right side of the sarcophagus remains to reconstruct 
the scene (Fig.2). One can recognize an outstretched wing and the tail of a 
horse, executed in much shallower relief than the front panel. This is proba
bly a scene of the winning cupid riding a victory lap, bareback. Other sar
cophagi reproduce this scene or a variation that shows a cupid holding a 
victory palm. 
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The lavish attention the artist gives to the monuments of the spina in

vites one more remark. These monuments, as well as many others, stood on 

the spina of the Circus Maximus in Rome-the largest, grandest and most 

renowned circus in the Empire. In fact, the spinae of all circuses reflect that 

of the great circus of Rome. 13 The familiar monuments, despite their incon

gruity, appear alongside mythical cupid charioteers because any Roman 

imagining a circus would picture the Circus Maximus. A Roman audience 

presumably would not have found such a juxtaposition jarring. 

Starting from the main panel's right side, (Fig. 1) since it is intact, and 

moving left, notice the metae or turning posts. Only two can be discerned, 

but most circuses had three of these marble, asparagus-shaped structures. 

Next, a statue oNictory strides forward on its pillar, a wreath clutched in 

her right hand and a palm in the crook of her left arm. Two statues of Vic

tory (the other lacked wings) appear in representations of the spina of the 

Circus Maximus. This one, which might date to Augustan times, is modeled 

on the Taren tine type that Augustus placed in the Senate House in 29 B.C. 14 

Continuing to the left, an entablature supports seven eggs, three of 

which are barely visible because they are set behind the horses' heads. In the 

Circus Maximus, the eggs are the older of the two lap-counting devices on 

the spina, originally installed in 174 B.C. 15 The version shown on sarcophagi 

is more likely Agrippa's reconstruction of 33 B.C. Such devices occurred in 

virtually every circus. There were seven eggs for seven laps, and whenever 

the lead chariot passed by, an egg was raised up on a spike to indicate the 

completed lap. Another recently advanced theory, however, supposes that 

these eggs count the number of races rather than laps. 16 

Neatly bisecting the sarcophagus is an obelisk. These are virtually 

omnipresent on circus depictions and were just as common in the actual 

circuses. 17 The one at the Circus Maximus in Rome, probably the first of all 

circus obelisks, was erected by Augustus in 10 B.C. and reflected the princeps' 

"Captured Egypt" or" Aegypta Cap ta" propaganda, as well as the general 

Roman taste for things Egyptian at the time. This monument of the pharaoh 

Ramses II was given a square base and an inscription commemorating the 

Egyptian conquest. 18 Representations in various media indicate that the 

original Circus Maximus fixture was approximately 28 meters high, 

including the base, with a bronze attachment on top, either a sphere or a 

flame. 
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Fig. 3. Circus sarcophagus, marble, Museo Archeologico Municipale, Foligno, Italy, no. 89. Photo: DAI 80.2757. 

To the left of the obelisk stands a large rectangular structure. It has been 
given perspective along its right side and shows moldings at its midpoint 
and summit and ear-like protuberances at each corner. This should be inter
preted as one of the block-like altars the spina is known to have supported, 
elongated so that it not be hidden behind the chariots. Altars often appear 
in circus iconography next to the obelisk. A sarcophagus in Foligno (Fig. 3) 
exhibits a similar structure. The deity to whom this altar is consecrated re
mains unidentified. Ancient sources name several gods and goddesses with 
altars on the spina, and the configuration of the altars might have changed 
with time.19 Several altars could have been consolidated. 

Continuing left, (Fig. 1) one comes upon a second counting device, a 
platform supporting seven dolphins (there were also seven in the Circus 
Maximus) that either were removed entirely or turned around in some fash
ion to indicate the completion of a lap or the number of a race. The dol
phins first appear on circus representations in the mid-first century after 
Christ, which makes an Augustan-era installation probable. On the Missouri 
sarcophagus, a cupid team passes directly beneath the monument. To render 
a truthful depiction, the artist would have been forced to show the entire 
entablature for which there is no room-hence, a bit of artistic license. Such 
problems are rare because of the infrequency of sarcophagi depictions 
showing both sides of the racetrack. 

Interpretating the last monument on the Missouri sarcophagus, at the 
left edge of its panel, is difficult. Three nondescript columns support a coni
cal roof with arched lintels. Surmounting the whole is a large statue of a 
bird, presumably an eagle. One might make a tentative connection with the 
"pavilions" shown on a late circus mosaic at Piazza Armerina (Fig. 4), al-
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Fig. 4. Piazza Armerina, mosaic, drawing (after Gentili, Bollettino d'Arte 42 [1957] figs. 1-2). 

though they have flat entablatures and two stories. Closer parallels can be 

found on other sarcophagi such as the previous example from Foligno 

(Fig. 3) . The lightly carved back of a Phaeton sarcophagus in Florence shows 

a similar structure placed between dolphins and the turning posts (Fig. 5). 

Perhaps these structures are commemorative rather than functional. A statue 

within or even an inscription on the monuments would be sufficient to 

render them de facto hero shrines for some great charioteers. Similarly, divine 

dedications cannot be ruled out.20 

In view of the lack of an archaeological context, stylistic analysis will 

have to suffice for dating the Missouri sarcophagus. The earliest in the 

series of cupid-chariot sarcophagi should be placed in the early Antonine 

period (A.D. 140-160), but the Missouri sarcophagus with its strangely 

Fig. 5. Sarcophagus (lightly worked back) marble. 
Soprintendenza per i Beni Artistici e Storici , Flo
rence, Uffizi. Photo: DAI 72.180. 

elevated vantage point, rare on these sarcophagi, 

suggests a later date, possibly at the very end 

of the series. This perspective might reflect the 

influence of circus representations on mosaics, 

all of which show not only the central barrier 

but both sides of the track (Fig. 4). These mosa

ics probably have their genesis in late-second 

century Africa, although most surviving exam

ples are much later. A similar scene was depict

ed in a non-funerary sculptural relief from 

Foligno (Fig. 6), usually dated to around A.D. 

200. Sculpture and mosaics both indicate a gen

eral trend in later Roman art that repudiates 

So 
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Fig. 6. Relief of the Circus Maxim us, Rome, marble. Comune di Foligno, Settore Cultura, Italy. Photo: DAI 56.1543. 

logical perspective in favor of such bird's-eye views. The dates of the Foligno 
relief and the earliest African circus mosaic (A.D. 200) seem to agree with 
the style of the Missouri piece. A safer and broader range would be from 
A.D. 190-220, a Severan-era sarcophagus, in other words, ofltalian manu
facture. 21 

The specific iconographic sources for such sarcophagi remain in some 
dispute. Examples of cupids who ride chariots can be found from as early as 
the fourth century B.C. in non-funerary contexts such as South Italian vase 
painting. Certain elements, such as the use of bigae for cupids and the 
naufragium, can be found on the earliest of these representations. This use of 
the theme from a purely decorative standpoint continues into at least the 
first century after Christ. 22 Specific monuments of the spina from the Circus 
Maximus first appear in first-century art in numerous media, but most im
portantly on the elegant series of Campana terra-cotta reliefs that date from 
at least Claudian times, A.D. 41-54 (Fig. 7). 23 Again, these are not funerary, 
and the charioteers are not cupids, but the exactitude of the depiction of 
spina and charioteer is notable. Furthermore, staples of the sarcophagus arti
san's work are detailed on them-the naufragia, the sparsores, and even specific 
figural poses. Figure 7 illustrates a naufragium. These plaques were mass-pro
duced in central Italy and might have helped popularize the new Circus 
Maximus representations . The influence of this iconography also extended 
beyond Italy through such diverse means as lamps and the series of early 
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glass "sport cups" (Fig. 8) that 

might have been designed to in

troduce chariot racing in the 
. 24 

young provmces. 

It is difficult to pinpoint just 

when circus iconography began 

to be used in funerary contexts. 

The cupid had a long use in 

such venues, and its figure, hold

ing an inverted torch, was 

placed in Hellenistic tombs at 
M . . A. M ' 25 F ynna 1n s1a 1nor. ur-

thermore, in Greek art the cu

pid is seen as an aide and an an-
Fig. 7. Campana plaque, terra-cotta. Kunsthistorisches Museum,Vienna. 

cillary figure to many characters 

who are explicitly associated with death and rebirth such as Hermes, Hades 

and Dionysos. The cupid continues to play such roles on Roman mythologi

cal sarcophagi. 

The two lines of development, specific circus iconography and cupid 

iconography, first seem to join on a set of reliefs from Hadrian's Villa at Tivo

li (Fig. 9) dated to about A.D.120. The steeds are fabulous or wild beasts, but 

the setting is decidedly the circus with the spina monuments carefully delin

eated. One scholar has argued that the circus as a funerary motif originates 

with these very reliefs , which it is suggested were part of a funerary monu

ment for a dead child of the ruling Aelian family. Thus, the artistic and ico

nological idea, if not dictated from the top, at least "trickled down."26 It 

Fig. 8. "Sport Cup," glass, from Colchester. British Museum, inv. no. 1870.2-24.3, drawing by Susan Bird 

(© Copyright The British Museum). 
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Fig. 9. Relief from Hadrian's Villa at Tivoli, marble. Antikensammlung, Staatliche Museen zu 
Berlin, Preussischer Kulturbesitz, no. 904. 

seems, however, entirely possible that the sarcophagus artisans devised these 
funerary allegories by combining the preexisting circus representations de
veloped by Hadrian's time with the long-standing funerary connections of 
the cupid. Such scenes might recall the old Platonic allegory of the soul as 
charioteer:27 

As for the other souls, one that follows a god most 
closely, making itself most like that god, raises the 
head of its charioteer up to the place outside and is 
carried around in the circular motion with the others. 
Although distracted by the horses, the soul does have a 
view of Reality, just barely. Another soul rises at 
one time and falls at another, and because its horses 
pull it violently in different directions, it sees some 
real things and misses others. The remaining souls are 
all eagerly straining to keep up, but are unable to 
rise; they are carried around below the surface, 
trampling and striking one another as each tries to get 
ahead of the others. The result is terribly noisy, 
very sweaty and disorderly. Many souls are crippled 
by the incompetence of the drivers, and many wings 
break much of their plumage (Phaedrus 248 A-B). 28 

This idea, however, has been criticized as too subtle and beyond the ed
ucation of stonecarvers.29 Instead, it might be that the idea in play here is 
"life is a race," a notion that had for some time held currency in Roman 
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thought. For example, it has numerous occurrences in the Epistles of Paul: "I 

have fought the good fight. I have finished my course. I have kept the faith. 

Henceforth, there is laid up for me a crown of righteousness, which the 

Lord the righteous judge shall give me at that day."30 If this is the case, does 

one identify the deceased as the victorious cupid, or as the cupid who inev

itably takes a tumble from his chariot? The fact that often a victorious cu

pid, or at least the palm of victory, is shown on the side would seem to ar

gue for the former explanation. On the main panel, the cupid on the far 

right is frequently shown as a clear victor having only half a lap to go. Not 

all panels, however, indicate an obvious winner. The Missouri sarcophagus 

does not, perhaps because it shows both sides of the race course.31 The om

nipresent naufragium, however, was a necessary element in the traditional 

depiction of the circus and was never dropped. Because almost all of these 

renditions are on children's sarcophagi, conceivably this preexisting motif 

was meant as an allusion to the child's life being prematurely cut short. Ulti

mately, the question is not answerable. Nothing kept the sarcophagus artisan 

from having both of these interpretations in mind. 

The Missouri sarcophagus is an especially worthy example of both the 

cosmopolitan and eclectic nature of Roman art. It is cosmopolitan in that 

its marble is from Greece, its place of manufacture is in Italy, and its stylistic 

parallels include African mosaics, and eclectic in that it takes a purely myth

ological figure, Cupid, invests it with symbolic weight, and places it in a real 

and well-known architectural setting-the Circus Maximus. The work is a 

significant addition to the corpus of Roman sarcophagi, a rare variant on a 

popular theme. As such, it offers a revealing glimpse into the world of 

Roman art and belief. ~ 

Joseph Stumpf is a Ph.D. candidate at the University of Missouri

Columbia. He was recently awarded the 1997-1998 Weinberg Traveling 

Fellowship to do research as an Associate Member of the American School 

of Classical Studies in Athens. His dissertation topic is "Tourism in Roman 

Greece." 
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NOTES 

1. For a short discussion of the salient theories for this change, see G. Koch 

and H. Sichtermann, Romische Sarkophage (Munich 1982) pp. 27-30. This 

book remains the standard work on Roman sarcophagi. There is no ade

quate English equivalent although one might consult S. Walker, Memorials of 
the Roman Dead (London 1985). 

I would like to acknowledge the support ofK.W Slane in the writing of 

this article and to thank Jane Biers, curator of ancient art, Museum of Art 

and Archaeology, for graciously allowing me to study the Museum's 

sarcophagus. 

2. For a discussion of continuity and change in sepulchral art from antiqui

ty to the Renaissance, see E. Panofsky, Tomb Sculpture (New York 1964) , es

pecially pp. 67-96. Renaissance masterpieces such as the Tomb of Francesco 

Sassetto (Panofsky, Fig. 314) and the Tomb of Ilaria de! Cannetto (Panofsky, 

Fig. 305) were clearly beholden to Roman models. 

3. Acc. no. 83.65. Silver anniversary gift of the University of Missouri-Co

lumbia Development Board and the Boone County Community Trust. 

Only the front panel and a small section of the right panel survive. The left 

side, back, bottom and lid are completely absent, and the frontal scene is 

broken off on its left end and along the length of the bottom. Preserved H. 

0.40 m.; preserved L. 1.38 m.; preserved W 0.18 m. The curvature of the in

terior and comparisons with other similar sarcophagi allow one to estimate 

the original front panel at perhaps H. 0.50 m ., L. 1.50-1.60 m. Published: 

Muse 18 (1984) pp. 22-23; K. Schauenburg, Die Stadtromischen Eroten-Sarko
phage: 3, Zirkusrennen und verwandte Darstellungen (Berlin 1995) no.12, 

pp. 62-63. 

4. Schauenburg's Group I, to which the Missouri sarcophagus belongs, 

comprises "canonical" cupid-chariot sarcophagi and sarcophagi depicting 

real charioteers. His complete list of cupid-chariot sarcophagi numbers 102 

and is accompanied by detailed discussion. For earlier, partial lists of chariot 

sarcophagi, see C. Belting-Ihm, "Ein romischer Circus-Sarkophag,"Jahrbuch 
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d. Romisch-Germanischen Zentralmuseums Mainz 8 (1961) pp.195-208; M . Tur
can-Deleani, "Contributions a l'etude des amours clans l'art funeraire ro
maine: les sarcophages a courses de chars," Melanges de l'ecole franraise a Rome 
76 (1964) pp. 43-49. For an abbreviated list of children 's sarcophagi featur
ing cupids, see J. Huskinson, Roman Children's Sarcophagi (Oxford 1996) 
pp. 47-51. 

5. The line separating children's sarcophagi from those of adults is arbitrarily 
set at 1. 70 m . This is the measurement used by M . Turcan-Deleani in her list 
of cupid-chariot sarcophagi, "Contributions," pp. 44-45. Huskinson, Chil
dren's Sarcophagi also uses the 1. 70 m . measurement. 

6. The marble of the Missouri sarcophagus was analyzed by Richard New
man, research scientist of the Museum of Fine Arts, Boston. The examina
tion was done with X-ray diffraction. The Museum of Art and Archaeology 
is grateful to John Herrmann, associate curator, Department of Classical Art, 
Museum of Fine Arts, Boston, for organizing the analysis. 

7. Schauenburg, Eroten-Sarkophage, pp. 62-63, saw eight teams on the Mis
souri sarcophagus, but the cupid at the far right in front of the turning posts 
should be understood as standing in a chariot car. For reasons of space, the 
artist omitted the horses . The term spina was not used until the Late Antique 
Period. See J. Humphrey, Roman Circuses (Berkeley 1986) p.175. 

8. In actual chariot racing, four-horse teams (quadrigae) would have been 
used, but bigae (two-horse teams) were not unknown and were much easier 
for the artisan to render, especially in a relief with as many figures as this 
one. This feature was standardized early in circus iconography; there are no 
chariot sarcophagi with cupids driving quadrigae. 

9. See Humphrey, Circuses, p.137 and A. Cameron, Circus Factions (Oxford 
1976). 

10. The iconography dates to at least Augustan times. 

11. The bloodthirsty nature of the sport certainly contributed to its 
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popularity. Similarly, today many observe stock-car races chiefly to witness 

the horrific crashes that the sport provides. 

12. In a real race the teams would be quadr(f.?ae. The sparsor might have 

needed to throw water twice. The horses running on the inside could be 

cooled with water from the relative safety of the spina, but watering the two 

on the outside could be managed only if the sparsor stood on the track it

self, a very dangerous position. 

13. For a detailed discussion of the monuments of the spina, see Humphrey, 

Circuses, pp. 255-282. 

14. The winged victory on a column first appears on representations of the 

spina in the Castel St. Elia relief, dated to the mid-first century. See Hum

phrey, Circuses, pp. 268-269;T. Holscher, Victoria Romana (Mainz 1967) 

pp. 6-7. 

15. Livy 41.27.6. 

16. See S. Cerutti, "The Seven Eggs of the Circus Maximus," Nikephoros 6 

(1993) pp. 167-176. The question depends on one's interpretation of the 

Latin curriculum. The same also is true regarding the dolphins (infra). 

17. Some still survive in pieces, for example at Tyre or the "pseudo-obelisk" 

atVienne. See Humphrey, Circuses, pp. 464-477 and 401-407. 

18. The obelisk and inscription have been restored and are now erected in 

the Piazza del Populo in Rome. The base of the other Augustan-imported 

obelisk, now in the Piazza della Rotunda, bears a similar inscription. 

19. Tertullian (De Spectaculis 8) and Servi us (on Vergil Eel. 6.31) indicate the 

presence of altars at the Circus Maximus for the Samothracian Gods (Asiatic 

deities of an uncertain nature), but John Lydos (Mens. 1.12) mentions six al

tars; to Kronos, Zeus and Ares on one side of the obelisk, and to Aphrodite, 

Hermes and Selene on the other. 
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20. Humphrey, Circuses, p. 267, note 209, opposes the idea that in the first 
century pavilions were representations of hero shrines. He leaves the issue 
open for later renditions of similar monuments such as this one. 

21. Schauenburg, Eroten-Sarkophage, pp. 62-63, dates the Missouri sarcopha
gus to the mid-Antonine period (A.D. 170-180), in keeping with his general 
down-dating of cupid-chariot sarcophagi. He may, however, have com
pressed the series too much. The Missouri sarcophagus finds good parallels 
for the style of the cupid's hair on Louvre Ma.1450, Schauenburg's no. 34, 
dated by F. Baratte to the early third century ( Catalogue des sarcophages en 
pierre d'epoques romaine et paleochretienne [Paris 1985]: no. 93, p.184). The 
modeling and iconography also compare well with a fragment in the Palazzo 
Prosperi Valenti in Trevi, Schauenburg's no. 73, which he calls Severan. In my 
opinion, the closest stylistic parallel is to Schauenburg's no.15, a sarcophagus 
in Foligno (Fig. 3) dated by him to the late-Antonine period. This sarcopha
gus shows similar modeling of the horses' flanks, a comparable topknot on 
the cupids' hair and the same arrangement of spina monuments. Schauen
burg's discussion of the time frame of the class' production is sketchy (pp.16-
17). Dates for sarcophagi are usually assigned on purely stylistic grounds. Any 
sarcophagus reflecting the influence of the mosaic medium should, of 
course, be placed later than the first circus pavements. 

For these circus mosaics, see Humphrey, Circuses, pp. 208-246. The earliest 
mosaic, at Silin in Libya, is stylistically dated to A.D. 200. For the sculptural 
relief at Foligno, see M. Lawrence, "The circus relief at Foligno," Atti def II 
Convegno di Studi Umbri (Gubbio 1964) pp. 119-135. 

22. For example: the House of the Vettii at Pompeii. For the decorative use 
of the cupid in chariots, see R. Stuveras, Le putto dans /'art romain-Collection 
Latomus 99 (Brussels 1968) pp. 96-99; Schauenburg, Eroten-Sarkophage, 
pp. 22-28. 

23. For these Campana plaques, see H. von Rohden and H.Winnefeld, Die 
antiken Terrakotten IV, 1-2 Architektonische romische Tonreliefs den Kaiserzeit 
(Berlin 1911) pp.134-142. See also Humphrey, Circuses, pp.180-186. 
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24. For lamps, see Humphrey, Circuses, pp. 186-188; for "sport cups," pp. 

188-193 and p. 654, note 30 where Humphrey provides a complete bibliog

raphy. 

25. Compare a terra-cotta figurine from the Hellenistic graves at Myrina: 

Lexicon Iconographicum Mythologiae Classicae, 3, "Eros" no. 989. This inverted 

torch motif continues later on Roman strigillated sarcophagi. 

26. L.Vogel, "Circus Race Scenes in the Early Roman Empire," Art Bulletin 

51 (1969) pp. 158-159. 

27. F. Cumont, Recherches sur le symbolisme Juneraire des romaines (Paris 1942) 

p. 461. 

28. The Phaedrus of Plato translated by A. Nehamus and P.Woodruff (Hack

ett, Indianapolis 1995). 

29. For criticism of this theory, see A.D. Nock, "Sarcophagi and Symbolism," 

American journal ef Archaeology 50 (1946) pp. 140-170. Schauenburg, Eroten

Sarkophage, pp. 43-48 is skeptical of both Vogel and Cumont's theories. He 

provides the most current discussion of the interpretation and symbolism of 

these sarcophagi. 

30. 2 Timothy 4:6. 

31. In this respect, the Missouri sarcophagus is a rarity. Only three other sar

cophagi show both sides of the race, and only two of these have cupid chari

oteers: an example at Cesano, near Rome, and a sarcophagus frieze built into 

the Palazzo Mattei in Rome, Schauenburg, Eroten-Sarkophage, nos. 8 and 55. 

Even these examples, however, do not include a well-marked spina. 
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Fig. 1 Potter's Pundi, ca. 5th c., acc. no. 95.9 

Figs. 2 
Flask, White Painted VWare, ca. 1725- 1600 B.C., acc. no. 95.10 
Trefoil-mouthed Jug, Black Slip II Ware, ca. 1050-850 B.C. , acc. no. 95.11 
Dish, White Painted I Ware, ca. 1050-850 B.C. , acc. no. 95.12 
Jug/et, Black-on-red III (V) Ware, ca. 600-475 B.C., acc. no. 95.13 
Handle-ridgeJuglet, Black-on-red I (III) Ware, ca. 850-700 B.C., acc. no. 95.14 
Barrel-shaped Jug, Bichrome I Ware, ca. 1050-850 B.C., acc. no. 95.15 
Amphora , White Painted VWare, ca. 600-475 B.C., acc. no. 95.16 
Jug, Eastern Sigilla ta A, ca. 50 B.C.- early 1st c. A.D. , acc. no. 95. 17 
Volute-Lamp with Lion on Discus, 1" c., acc. no. 95.18 
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