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1 

T h e s p l e n d i d A m a z o n o m a c h y c u p b y t h e K l e o p h r a d e s 

Pa in te r i n t h e C a b i n e t des M e d a i l l e s i n Par is 1 was f o u n d 

i n v e r y f r a g m e n t a r y c o n d i t i o n i n T a r q u i n i a i n 1829 a n d 

was b r i e f l y n o t e d b y t h e excava to rs M a n z i a n d Fossat i t h e 

same year . 2 I n t h e i r r e p o r t t h e s igna tu re o n t h e f o o t was 

mi s r ead , b u t t w o years la ter E . G e r h a r d i n c o r p o r a t e d t h e 

vase i n h is Rapporto Volcente3 a n d gave a p r o p e r r e a d i n g , 

o m i t t i n g , h o w e v e r , t h e f i n a l d a m a g e d le t te r . G e r h a r d saw 

t h a t K l e o p h r a d e s s igned as p o t t e r , a n d he assumed t h a t 

t h e fou r - l e t t e r αμασ t h a t f o l l o w e d t h e s igna tu re b y K l e o ­

phrades s h o u l d be r e s to red t o r ead A m a s i s , a l ready k n o w n 

t o h i m as a n a r t i s t f r o m t h e C a n i n o o l p e n o w i n t h e 

B r i t i s h M u s e u m , 4 f o l l o w e d b y t h e v e r b £γραφσε . D o u b l e 

s ignatures o f po t t e r s a n d pa in t e r s were n o t u n k n o w n t o 

G e r h a r d : he cites E u p h r o n i o s a n d O n e s i m o s , 5 H i s c h y l o s 

a n d E p i k t e t o s , 6 H i s c h y l o s a n d P h e i d i p p o s , 7 P y t h o n a n d 

E p i k t e t o s , 8 N i k o s t h e n e s a n d E p i k t e t o s , 9 D e i n i a d e s a n d 

P h i n t i a s , 1 0 T l e m p o l e m o s a n d S a k o n i d e s , 1 1 a n d E u x i t h e o s 

a n d O l t o s . 1 2 T h u s fo r t h e longes t t i m e t h e c u p i n t h e C a b ­

i n e t des M e d a i l l e s f i gu red i n a rchaeo log ica l l i t e r a t u r e as 

h a v i n g a s igna tu re o f K l e o p h r a d e s as p o t t e r a n d o f A m a s i s 

as p a i n t e r — i n C J G , 1 3 i n O . Jahn 's i n t r o d u c t i o n t o t h e 

M u n i c h c a t a l o g u e , 1 4 i n W . K l e i n , 1 5 a n d S. R e i n a c h , 1 6 even 

t h o u g h H . B r u n n as ear ly as 1 8 5 9 1 7 h a d re jected t h e c o n ­

v e n t i o n a l i n t e r p r e t a t i o n . H e real ised t h a t t h e f i n a l le t te r o f 

t h e i n s c r i p t i o n j u s t before t h e i n t e r p o i n t s separa t ing i t 

f r o m t h e b e g i n n i n g r u l e d o u t t h e r e a d i n g ""Αμασις έγραφ-

σ ε " as t he r e was n o r o o m , fo r a n eps i l on b e t w e e n t h e s igma 

a n d t h e i n t e r p o i n t s . 

1. 535. Beazley ARV2 (1963) p . 191, no . 103. 

2. Bullettino degli Annali dell'lnstituto 1 (1829) pp. 198-199. 

3. Annali dell'lnstituto 3 (1831) pp. 115 and 179, no . 703. 

4. Β 471 . Beazley ABV (1956) p. 153, no . 32. 

5. ARV2 p . 324, no . 60. 

6. ARV2 p . 79, no . 1. 

7. ARV2 p . 166, no . 11. 

8. ARV2 p. 72, no . 16. 

9. ARV2 p. 7 1 , no . 8. 

10. ARV2 p . 24, no . 12. 

11. A B V p. 178, no . 2. 

12. ARV2 p . 60, no . 64. 

13. 4 (1877) p. 200, no . 8238. 

14. Beschreibung der Vasensammlung (1854) p . C V I I I . 

15. Die griechischen Vasen mit Meistersignaturen2 (1887) p . 149. 

K l e o p h r a d e s o n t h e Paris cup r e m a i n e d o u r o n l y signa­

t u r e b y t h a t p o t t e r u n t i l A . Fu r twàng le r i n 1 8 8 3 1 8 dis­

c o v e r e d a m a t e , aga in p a i n t e d i n b l a c k glaze o n t h e edge 

o f a f o o t t h a t be longs t o e i the r o f t w o f r a g m e n t a r y cups i n 

B e r l i n , b o t h f r o m V u l c i a n d a n o b v i o u s p a i r . 1 9 These t w o 

cups are ear ly w o r k s b y D o u r i s , w h o s e s igna tu re is pre­

served o n o n e o f t h e f ragments o f t h e second c u p , o n t h e 

ou t s ide , a l o n g t h e r i m . T h e po t t e r ' s s igna ture o n t h e edge 

o f t h e f o o t has a l l b u t d i sappeared since Fur twàng le r re­

c o r d e d i t , 2 0 b u t i t seems t o have cons i s ted o n l y o f t h e 

w o r d s KVE[0]OR[AAE? EPO]IE?E[N], w i t h o u t i n t e r p o i n t s 

o r a n y o t h e r n a m e . 

A few years la ter Jan S ix e x a m i n e d t h e f r a g m e n t a r y cup 

i n t h e C a b i n e t des Méda i l l e s a n d p u b l i s h e d t h e f i rs t accu­

ra te t r a n s c r i p t i o n o f t h e s i g n a t u r e . 2 1 H e ca l cu la t ed t h a t 

t h e gap i n t h e f o o t m u s t h a v e c o n t a i n e d seven let ters o r 

charac ters w h i c h he res to red as IOS :.HVV. T h e c o m p l e t e d 

i n s c r i p t i o n , r u n n i n g a l l t h e w a y a r o u n d t h e edge o f t h e 

f o o t w o u l d t h u s read : 

KVEO0RAAE*:ErOIE*EN:AMA*IO*:HVV*: 

( K l e o p h r a d e s m a d e [ m e ] , s o n o f A m a s i s ) . W h i l e t h e p a t r o ­

n y m i c i n ar t i s ts ' s ignatures is o f t e n expressed b y t h e def i ­

n i t e a r t i c le i n t h e n o m i n a t i v e f o l l o w e d b y t h e fa ther ' s 

n a m e i n t h e g e n i t i v e (e.g. T l e s o n h o N e a r c h o u ; Ergoteles 

h o N e a r c h o u ; E u t h y m i d e s h o P o l i o u ) , we also have " E u -

che i ros h o r g o t i m o u h y i h s " ( = Euche i ro s t h e son o f Ergo-

t i m o s ) 2 2 a n d t h e A t t i c f o r m uoç fo r s o n is k n o w n f r o m 

i n s c r i p t i o n s . 2 3 

16. Répertoire des Vases Peints 2 (1900) p. 265. 

17. Geschichte der griechischen Kunstler 2 (1859) p . 657. He also brushed 

aside the res torat ion repor ted by the D u c de Luynes (Description de quel­

ques vases peints [1840] pp. 24-25) , A M A I [ T R A T I N O J I , w h i c h w o u l d 

have made Kleophrades a nat ive o f the small poor t o w n of Amestra tos i n 

N o r t h e r n Sici ly . 

18. A Z 1883, cols. 183-184. 

19. ARV2 p . 429, nos. 21-22. 

20. Cf . H . Bloesch Formen attischer Schalen (1940) p. 58, no . 2. 

2 1 . R M 3 (1888) pp. 233-234. 

22. A B V pp. 162, 178-183; ARV2 p . 26. 

23. A . Raubitschek Dedications from the Athenian Akropolis (1949) pp. 

10-12, no . 6; p . 23, no . 17; pp. 47-49 , no . 46, pp. 224-225, no . 190; pp. 

259-260, no . 227. 
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Figure 1. Inscribed fragment o f a cup foot. M a l i b u , Get ty 

Museum, 80.AE.54. 

Figure 2. Fragment o f a cup foot f rom above. M a l i b u . 

Figure 3. Profile drawing of the foot fragment. 
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"Αμασις, Άμάσιδος 3 

Six's s u p p l e m e n t is q u i t e i n g e n i o u s , a n d o n e w o u l d have 

t h o u g h t t h a t h is r e a d i n g w o u l d be w i d e l y accepted. 

Loeschcke w e l c o m e d t h e i n t e r p r e t a t i o n o f S ix i n his RE 

ar t i c le o n A m a s i s , 2 4 a n d A . de R i d d e r q u o t e d t h e n e w 

r e a d i n g i n his c a t a l o g u e , 2 5 b u t K l e i n , c o m p e l l e d t o aban ­

d o n ε γ ρ α φ σ ε f o l l o w e d Six 's t r a n s l i t e r a t i o n , r e v i v e d a p r o ­

posa l f i rs t m a d e b y O . J a h n 2 6 i n 1864 a n d read AMA?I?: 

KAVO?: i n t h e f i rs t e d i t i o n o f h is Lieblingsinschriften o f 

1890 . 2 7 H e m a i n t a i n e d t h i s r e a d i n g i n t h e second e d i t i o n 

o f 1 8 9 8 , 2 8 even t h o u g h i n t h e m e a n t i m e P. H a r t w i g 2 9 h a d 

stressed t h a t a κ α λ ό ς n a m e s h o u l d f i n d n o place o n a f o o t 

o r a h a n d l e , areas reserved for ar t i s ts ' s ignatures . H a r t w i g , 

t o o , h a d l o o k e d at t h e f r a g m e n t a r y cup i n Paris a n d 

t h o u g h t t h a t t h e f i n a l l e t te r i n t h e i n s c r i p t i o n was n o t cer­

t a i n l y a s igma. H e ' a l s o w e n t ove r Six 's c a l c u l a t i o n o f t h e 

spac ing o f t h e let ters a n d c o n c l u d e d t h a t t h e gap i n t h e 

f o o t a l l o w e d m o r e t h a n t h e seven charac ters t h a t S ix h a d 

l i m i t e d h i m s e l f t o . H e the re fo re r e v e r t e d t o G e r h a r d ' s o r i g ­

i n a l c o n t e n t i o n o f a d o u b l e s igna tu re a n d assumed t h e ex­

istence o f a n o t h e r A m a s i s , a red-f igure p a i n t e r , t o w h o m 

he a t t r i b u t e d n i n e vases t h a t f o r m t h e nuc leus o f t h e vast 

oeuvre t h a t w e n o w associate w i t h t h e K l e o p h r a d e s 

Pa in te r . 

H a r t w i g p r o p o s e d t o ca l l h i s A m a s i s " A m a s i s I I " t o dis­

t i n g u i s h h i m f r o m t h e p o t t e r o f b l a c k - f i g u r e d vases. W h e n 

Beazley i n 1910 es tabl i shed his m e t h o d w i t h t h e a r t i c le en­

t i t l e d Kleophrades,30 he s u m m e d u p t h e p r o b l e m o f t h e 

Paris s igna tu re i n a few l ines t h a t are w o r t h q u o t i n g i n 

f u l l : 

"The last and broken letter can only be a and we 

cannot therefore restore "Αμασις εγραφσεν: the choice 

lies between Άμάσιος ύύς and "Αμασις καλός, and o f 

these the former is probably preferable." 

I n h is m o n o g r a p h o n t h e K l e o p h r a d e s P a i n t e r , 3 1 ded i ­

ca ted t o t h e m e m o r y o f Pau l H a r t w i g , Beazley said o f Six 's 

s u p p l e m e n t o f t h e m i s s i n g le t ters : " i t f i ts a n d is h i g h l y p r o ­

b a b l e , " 3 2 b u t i n a l l h is p u b l i s h e d l i s t s 3 3 he c o n t e n t e d h i m ­

self w i t h g i v i n g o n l y t h e preserved le t ters , i n d i c a t i n g t h e 

gap w i t h do t s . 

24. 1 (1894), cols. 1748-1749. 

25. Catalogue des vases peints de la Bibliotheque Nationale 2 (1902) p . 

402. 

26. Annali deWlnstituto 36 (1864) p. 242. 

27. Die griechischen Vasen mit Lieblingsinschriften1 (1890) p. 50. 

28. P. 93. 

29. Die griechischen Meisterschalen (1893) p. 401 . 

30. JHS 30 (1910) pp. 38-68. 

3 1 . Der Kleophrades-Ualer (1933) p . 17. 

32. Q u o t e d f rom the or ig ina l English manuscr ipt publ ished i n 1974. 

33. A V (1925) p . 75, no . 68; A R V 1 (1942) p . 128, no . 9 1 ; A R V 2 (1963) 

p. 191, no . 103. 

T h e a c q u i s i t i o n o f a n i n s c r i b e d cup f o o t f r a g m e n t b y t h e 

J. Paul G e t t y M u s e u m i n M a l i b u i n 1 9 8 0 3 4 n o w seems t o 

sett le t h e q u e s t i o n o f Kleophrades ' s s igna tu re o n c e a n d for 

a l l . A s o n t h e f o o t i n Paris a n d t h e o n e i n B e r l i n , 3 5 t h e 

let ters are o n t h e reserved edge o f t h e f o o t , even ly spaced, 

w r i t t e n b o l d l y a n d c a l l i g r a p h i c a l l y . T h e f o o t f r a g m e n t 

i t se l f is close i n size t o t h e f o o t i n Paris, h a v i n g a b o u t t h e 

same d i a m e t e r , b u t i n p r o f i l e i t is n o t a rep l ica o f e i the r 

t h e Paris f o o t o r t h e o n e i n B e r l i n . T h e h a n d w r i t i n g , h o w ­

ever, is i d e n t i c a l , as is t h e use o f t h e fou r - s t roke s igma. 

T h e preserved n i n e le t ters , c lear ly t h e e n d o f a n i n sc r i p ­

t i o n , o c c u p y a b o u t o n e q u a r t e r o f t h e p e r i p h e r y a n d read 

as f o l l o w s : . . . . SIAOSHVV?. T h e last le t ter is su f f i c ien t ly 

far t o t h e left o f t h e b r e a k t o assure us t h a t n o m o r e let ters 

f o l l o w e d . O n t h e Paris f o o t t h e let ters a n d i n t e r p o i n t s are 

spaced so as t o f o r m a c o m p l e t e c i rc le . O n t h e M a l i b u 

f ragments t he re are n o i n t e r p o i n t s , a n d t h e let ters are 

closer t oge the r . A s s u m i n g t h a t t h e G e t t y f o o t f r a g m e n t 

gives us t h e t e r m i n a t i o n o f t h e s igna tu re e m p l o y e d b y 

K l e o p h r a d e s o n t h e f o o t i n Paris, a n d c o m b i n i n g t h e t w o , 

w e a r r i v e at t h e c o m p l e t e f o r m u l a : 

KVEOORAAES ΕΓΟΙΕ*ΕΝ ΑΜΑ2ΙΔΟ* HVV* 

w h i c h m u s t have o c c u p i e d a l i t t l e less t h a n t w o t h i r d s o f 

t h e p e r i p h e r y . I f K l e o p h r a d e s used t h e same spe l l ing a n d 

was cons i s t en t o n h is i n t e r p o i n t s o n t h e Paris f o o t , we 

h a v e o n e cha rac te r m o r e t h a n S ix t h o u g h t c o u l d be ac­

c o m m o d a t e d , b u t sure ly a v e r y s l igh t a d j u s t m e n t is feas­

ib le a n d ba re ly no t i ceab l e , whereas t h e fo l lowers o f t h e 

εγραφσεν t h e o r y w o u l d be i n rea l t r o u b l e i f t h e y a l l o w e d 

for a n i n t e r p o i n t after A m a s i s . 

I n a d d i t i o n t o c o n f i r m i n g Six 's b r i l l i a n t s u p p l e m e n t , t h e 

M a l i b u f r a g m e n t tells us s o m e t h i n g a b o u t t h e A t t i c de­

c l e n s i o n o f t h e n a m e A m a s i s . S ix a n d Beazley us ing t h e 

g e n i t i v e Ά μ ά σ ι ο ς f o l l o w e d H e r o d o t u s , 3 6 b u t t he re is g o o d 

a u t h o r i t y fo r t h e g e n i t i v e Ά μ ά σ ι δ ο ς w h i c h P l u t a r c h 3 7 uses, 

as d o D i n o n , 3 8 D iogenes L a e r t i u s 3 9 a n d A e l i a n , 4 0 n o r m a l l y 

i n t a l k i n g a b o u t t h e E g y p t i a n k i n g A m a s i s . D i o d o r u s 

S icu lus is i n c o n s i s t e n t i n t h e f o r m o f t h e g e n i t i v e . 4 1 

I t is o f some in teres t t o n o t e t h a t K l e o p h r a d e s as a p o t -

34. 80 .AE.54 . A n o n y m o u s d o n a t i o n i n honor o f M a r t i n Rober tson. 

Published here w i t h the k i n d permission o f J in Frel w h o facil i tated my 

w o r k i n M a l i b u d u r i n g a memorable week i n Augus t 1980 i n every con­

ceivable way. 

35. ARV2 p. 191, no . 103; ARV2 p. 429, no . 2 1 . 

36. I l l , 1. 

37. T h r o u g h o u t (at least five times). 

38. A s quoted by Athenaeus , X I I I 560f. 

39. Book 8, 1, 3 (dative 'Αμάσιδι). 

40. On the characteristics of Animals X V I I , 6. 

4 1 . ΙΑμάσιος: X , 14.2; 'Αμάσιδος I , 69 .1 . 



4 Bothmer 

t e r f o l l o w e d i n t h e foots teps o f h is f a the r A m a s i s , a n o t h e r 

p o t t e r , j u s t as t w o sons o f N e a r c h o s , T l e s o n a n d Ergoteles , 

o r E u c h e i r o s t h e s o n o f E r g o t i m o s , 4 2 m a d e use o f t h e r e p u ­

t a t i o n es tab l i shed b y t h e i r f a the r . I k n o w o f n o vase-

p a i n t e r w h o signs as t h e s o n o f a vase-painter , b u t i n t h e 

case o f E u t h y m i d e s , C . R o b e r t suggested t h a t he was t h e 

s o n o f t h e s c u l p t o r P o l l i a s . 4 3 F r o m a c o m m e r c i a l p o i n t o f 

v i e w , a n es tab l i shed po t t e r ' s w o r k s h o p was v a l u a b l e p r o p ­

e r t y , a n d a p o t t e r w o u l d w e l l h a v e w i s h e d fo r a s o n o f h is 

t o c o n t i n u e i n t h e p ro fess ion , b e q u e a t h i n g t o his he i r n o t 

o n l y t h e e q u i p m e n t b u t also v a l u a b l e t r ade c o n n e c t i o n s . 

T h u s a s igna tu re t h a t inc ludes t h e p a t r o n y m i c w o u l d , o n 

t h e p a r t o f t h e son , be n o t m e r e l y a n act o f f i l i a l p i e t y b u t 

also a useful a d v e r t i s e m e n t t o h is cus tomers , b o t h domes­

t i c a n d f o r e i g n . 

S ince t h e M a l i b u f r a g m e n t c a n n o t b e l o n g t o e i the r t h e 

Paris c u p p a i n t e d b y t h e K l e o p h r a d e s Pa in t e r o r t o t h e 

B e r l i n cups p a i n t e d b y D o u r i s , we m u s t n o w be o n t h e 

l o o k o u t for a n o t h e r s p l e n d i d c u p o f b i g d i m e n s i o n s w h i c h 

s h o u l d be d a t e d s o m e w h e r e b e t w e e n t h e c u p i n Paris a n d 

t h e D o u r i a n pa i r i n B e r l i n . 

T h e M e t r o p o l i t a n M u s e u m o f A r t 

N e w Y o r k 

42. See above, note 22. 43. RE 6 (1909) cols. 1512-1514. 
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Dem A n d e n k e n meines Marines gewidmet. 

Medeas Widderzauber auf einer Schale 
aus der Werkstatt des Euphronios 

Martha Okly-Dumm 

"Too many sherds" someone may say. But like all 

masters of the αύσαηρτ αρμονία, he fragments well ; for 

the part—a foot, a fold, a curl—is beautiful, studied, and 

thought grandly as well as the whole.* 

Es s i n d zwanz ig S c h e r b e n ge funden , e inige d a v o n eher 

S p l i t t e r . E i n paar F r a g m e n t e passen a n e i n a n d e r , so daft 

w i r s ch l i e f t l i ch 13 S t u c k e zah len (frr. 1 bis 13). V o m 

S c h a l e n b e c k e n ist k a u m e i n siebter T e i l e r h a l t e n geb l i eben . 

D a z u k o m m e n einige S t u c k e v o n d e n b e i d e n H e n k e l n u n d 

v o m S t i e l u n d der S t a n d p l a t t e des Fuftes . 1 Das ist aufs 

G a n z e gesehen sehr w e n i g . M a n s ieht d a n n a u c h , daft d ie 

O b e r f l a c h e der S c h e r b e n m i t u n t e r r e c h t ver le tz t ist . D i e 

B r u c h k a n t e n s i n d grof ten te i l s z i e m l i c h s ta rk v e r r i e b e n . 

D i e Schale war—das la f t t s ich n o c h e r k e n n e n — i n d e n 

H a n d e n der a n t i k e n Besitzer z e r b r o c h e n , u n d diese h a t t e n 

sie ge f l i ck t . Sie mussen s ich des Wertes des Gefaftes 

b e w u f t t gewesen se in . 2 Spater aber ist d ie Scha le—auch 

das ist d e n F r a g m e n t e n anzusehen—ein zweites M a i i n die 

B r u c h e gegangen u n d i n S c h e r b e n s t a r k e m Feuer ausge-

setzt gewesen, das u n t e r s c h i e d l i c h a u f diese g e w i r k t h a t , so 

daft s i ch a n m a n c h e n S c h e r b e n die u r s p r u n g l i c h e F a r b u n g 

der Scha l enobe r f l ache u n d i h r e r B i l d e r n i c h t r e i n e r h a l t e n 

h a t , s t u m p f g e w o r d e n ist oder s ich au f f a l l end ve r fa rb t e . 

S c h l i e f t l i c h s i n d d ie S c h e r b e n ve r s t r eu t w o r d e n . A u c h 

alles das m a g s ich i m A l t e r t u m abgespiel t h a b e n . Es b l e i b t 

schwer zu e r k l a r e n , w a r u m die Schale so z u g r u n d e gegan­

gen i s t . 3 

D e r auftere B e f u n d v o n d e m , was fu r uns v o n der Schale 

I ch danke J i f i Frel fur die f reundl iche Er laubnis , die Fragmente zu 

veroffent l ichen. M e i n e m M a n n Die ter O h l y verdanke i ch die Rekon-

s t rukt ionszeichnung des Innenbi ldes . 

* ] . D . Beazley, The Kleophrades Painter, 1974, 8. 

1. D i e Stiel- u n d Fuftfragmente s ind m i t den i ib r igen zusammen ge­

funden worden . 79 .AE.19 , anonyme Schenkung. 

2. D ie hohe Wertsch;atzung griechischer Vasen bei den etruskischen 

Kaufe rn bezeugen die haufigen Fl ickungen . Beispiele aus der M u n c h n e r 

Vasensammlung: Schale des Exekias 8729 (aus V u l c i , A B V 146,21; E. 

S i m o n , Die griechischen Vasen, 1976, Taf.24 u . A b b . 7 3 ) m i t F l i ck lochern 

am Fuf i (n ich t mehr sichtbar); Schale des Epeleios-Malers 2619A (aus 

V u l c i , ARV2 146,2; A . Fur twangle r -K. Re ichho ld , Griechische Vasenmal 

erei 1904-1932 Taf.155; K . Schefold, Goner- und Heldensagen der Griechen 

in der spatarchaischen Zeit, 1978, A b b . 2 5 6 ) ; Kelchkra te r des Euphron ios 

u b r i g b l i e b , is t , w i e gesagt, sehr bek lagenswer t u n d f l u c h t i -

gere B e t r a c h t e r der w e n i g e n S c h e r b e n w e r d e n eher dazu 

k o m m e n , daft s i ch e ine langere Beschaf t igung m i t i h n e n 

k a u m l o h n t e . A b e r dieses W e n i g e , das w i r h a b e n , ist e i n 

ganz he r r l i ches einzigart iges G e s c h e n k ! 4 

D I E S C H E R B E N V O N D E R M I T T E D E R S C H A L E 

frr. 1-5, diese zunachs t v o n auf ten ( = a): 

frr. l a -5a 

M i t dem Ornamentring aupen am Ansatz des Schalenfupes, 

der a n 3a u n d 4a b e g i n n t . ( A b b . 2 ) 

Das O r n a m e n t bes teh t aus gegens tandigen D o p p e l s p i -

r a l e n m i t e ingeschr iebenen P a l m e t t e n u n d auf ten h a l b e n 

P a l m e t t e n sowie E i n z e l b l a t t c h e n . D a z u k o m m t jr. 5a, 

auf ten o h n e V e r z i e r u n g , das n a h e d e m O r n a m e n t r i n g an -

zusetzen ist: d ie Lage ist b e s t i m m b a r d u r c h das I n n e n b i l d 

(siehe 5 i ) . D e r F i r n i s ist d i c h t , schwarz u n d g lanzend , d ie 

A u s p a r u n g e n i m u b l i c h e n h e l l e n R o t . A l l e f u n f S c h e r b e n 

h a b e n d u r c h g e h e n d e B o h r l o c h e r (siehe A b b . 8 ) ; d ie Schale 

w a r a n t i k m i t D r a h t ge f l i ck t . A n d e n a n d e r e n F r a g m e n t e n 

s i n d ke ine B o h r l o c h e r gegeben. 5 A n 3a u n d 4a ist der S t ie l 

der Schale te i lweise so abgesp l i t t e r t , daf t s ich die gedreh te 

W a n d u n g der Schale v o n der n a c h t r a g l i c h aufgesetzten 

Tonmasse des Stiels absetzt; es zeigen s ich i m T o n H o h l -

r a u m e , w o b e i d ie v o m S t i e l ehemals ve rdeck t e A u f t e n -

f lache a m B o d e n des Scha lenbeckens i m T o p f e r o f e n e ine 

g la t te b r a u n e B r a n d f a r b e a n g e n o m m e n h a t . D a z u k o m m t 

w e i t e r h i n der S t i e l jr. 12 ( A b b . 7), der o b e n a m B e c k e n 

8935 (ARV2 1619, Euphronios 3bis, Beazley, Paralipomena 322, Mujb 

X X I I , 1971, 229 A b b . 3 - 1 1 , J. Boardman , Athenian Red Figure Vases, The 

Archaic Period, 1975 A b b . 1 1 2 ) , dessen einer Henke l geflickt u n d ange-

stuckt war. A u f t e r d e m sind Aufbewahrungen uber einen langeren Zeit-

raum—etwa v o n einer Genera t ion—bekundet : V g l . J .D. Beazley, " T h e 

Brygos T o m b at Capua," A)A 49, 1945,153 ff. 

3. V g l . A n m . 8. 

4. D i e Medeaschale ist e rwahn t v o n K . Schefold, D ie Basler Pelia-

denschale, A n t . Kunst 2 1 , 1978, 102: "die T r u m m e r eines der Haup t -

werke der at t ischen Vasenmalerei" gewurdigt u n d abgebildet bei H . 

Meyer , Medea und die Peliaden, 1980, 25 Taf.8,1.—Spater h inzu kamen 

folgende Fragmente: V o n 2i/2a: kleines unteres Stuck m i t Kessel, Dreifuf t 

u n d O r n a m e n t r i n g ; v o n 6i/6a: oberes Stuck m i t Dre i fuf tbe inen u n d l i n -

kem Bein des Te lamon ; v o n Wi/lOa: unterer Te i l des Randornamentes . 

5. O b e n A n m . 2. 
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Abb. 1. I nnenb i ld (1:1). jr. li: Medea, Pyxis, W i d d e r - / r r . 2i. Widder , Kessel, Gewand der l inken Peliade-/r . 3i: Widder Gewand der 

Medea, Kesselrand-/r . 4i: Gewand der Medea, Kesselrand-/r . 5i: zwei Fusse des Kessels, F l a m m e n - / r r . 6 i : Zwei Fusse des 

Kessels, brennende Scheite, Segment mi t Standflache. 

l i 

3i 4i 

5i 

2i 6i 
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abgesp l i t t e r t is t . A n diesem F r a g m e n t ist k e i n Rest der 

S c h a l e n w a n d u n g e r h a l t e n ; es passt dahe r n i c h t a n andere 

F r a g m e n t e des Beckens a n . U n t e n i m S t i e l ist d ie A u s d e h -

n u n g des Schalenfuf ies 4 c m t i e f e r h a l t e n . V o n der S t a n d -

p l a t t e des Fufies g i b t es m i t fr. 13 e i n S t u c k : D u r c h m e s s e r 

ca. 22 c m . 

D ie se lben S c h e r b e n frr. 1-5 v o n i n n e n ( = i ) , d ie m i t t l e r e 

Par t ie v o m Innenbild der Schale ( A b b . 1): 

fr. l i 

B r u s t der Medea. D a z u i h r e l i n k e H a n d m i t der o f fenen 

Krauterpyxis ( o h n e D e c k e l ) u n d u n t e n S c h u l t e r , H a l s u n d 

H o r n v o m Widder. 

D i e h a n g e n d e n F a l t e n des C h i t o n i i b e r f a l l s geben fur d ie 

R e k o n s t r u k t i o n des I n n e n b i l d e s die V e r t i k a l e a n . E i n e 

q u e r v e r l a u f e n d e u n d d u r c h zwei para l le le L i n i e n bezeich-

nete B o r t e des C h i t o n s k o m m t h ie r u n d da z u m V o r -

sche in , e i n m a l h o h e r , e i n m a l a u c h t iefer , je n a c h d e m w i e 

die F a l t e n gestaffelt s i n d . M e d e a s teht i n der M i t t e eines 

D r e i f i g u r e n b i l d e s , d e n K o r p e r l e i c h t aus der V o r d e r a n -

s ich t n a c h i h r e r r e c h t e n Seite he rausgedreh t . U n t e r d e m 

S a u m des C h i t o n i i b e r f a l l s i m B o g e n zur l i n k e n H a n d h i n -

aufziehende F a l t e n des H i m a t i o n s , dessen Stoffmasse i i be r 

d e n l i n k e n U n t e r a r m gelegt w a r . Das H i m a t i o n h i n g also 

i i b e r der l i n k e n S c h u l t e r der M e d e a . D i e Z e i c h n u n g der 

H a u p t f a l t e n i n d u n k e l b r a u n e n L i n i e n . D a n e b e n feine 

F a l t c h e n i n v e r d i i n n t e m h e l l b r a u n e m F i r n i s . 

D i e Pyxis h a t o b e n u n d u n t e n e i n doppel tes P r o f i l , e i n e n 

b r e i t e n ( d u n k e l b r a u n e n ) F i r n i s r e i f e n ; d a r i i b e r u n d dar-

u n t e r gemus te r te Friese. U b e r a u s p r a c h t v o l l Medeas l i n k e 

H a n d m i t d e n s c h l a n k e n F i n g e r n , d e n s c h m a l e n Finger-

n a g e l n , d e m N a g e l b e t t a m Zeigefinger u n d d e n F a l t c h e n 

a m G e l e n k des D a u m e n s . U b e r d e m W i d d e r k o p f d ie Pro-

f i l l i n i e der r e c h t e n Brus t der M e d e a u n d o b e r h a l b der Pyxis 

a m B r u c h r a n d der Scherbe das h e r a b h a n g e n d e E n d e des 

Bandes , das s ich M e d e a u m das H a a r gesch lungen h a t ( w i r 

e rganzen zu d iesem e i n D i a d e m der K o n i g s t o c h t e r ) . 6 

D i e jetzige O b e r f l a c h e des W i d d e r s , Fe l l u n d H o r n , ist 

t o n g r u n d i g , aber m a t t ; sie w a r u r s p r i i n g l i c h i n f l a c h e m 

Re l i e f e r h o h t ( B a r b o t i n e t e c h n i k ; siehe d ie frr. 2i u n d 3 i ) . 

A n li ist der aufgesetzte T o n bis a u f wen ige S p u r e n abge­

s p l i t t e r t ; d ie schwarze I n n e n z e i c h n u n g des W i d d e r s , H o r n 

u n d S c h u l t e r l i n i e , l iegt a u f der Ebene der Scha lenobe r -

f lache u n d ist e r h a l t e n . D e r T o n des W i d d e r r e l i e f s ist d e m -

n a c h erst n a c h A u s f i i h r u n g der U m r i f i - u n d I n n e n z e i c h ­

n u n g aufget ragen w o r d e n , da er a n m a n c h e n S te l l en e i n 

w e n i g , aber d e u t l i c h die Z e i c h n u n g i i b e r d e c k t , so a u c h a n 

d e n frr. 2i u n d 3i. V o n d e m w o l l i g g e l o c k t e n R i i c k e n - u n d 

H a l s k o n t u r s i n d k l e i n e Reste gegeben. Das Fel l des W i d -

ders w a r we i f t ; S p u r e n d a v o n f i n d e n s ich a n fr. 2i u n d fr. 

3i. V i e l l e i c h t w a r das H o r n anders gefarbt , d . h . m i t 

D e c k r o t . E i n B o h r l o c h a n der l i n k e n Ecke des fr. li. 

fr. 2i (d re i S t i i cke ) 

D i e V o r d e r b e i n e des Widders, M i i n d u n g u n d B a u c h des 

Kessels u n d das H i m a t i o n der l i n k e n Peliade. 

Das aufgesetzte Re l i e f des W i d d e r s ist z. T . gu t e r h a l t e n . 

A m R a n d be ider W i d d e r b e i n e Reste der w e i f i e n B e m a l u n g . 

Das H i m a t i o n der Peliade ist so zu erganzen, dafe es i i be r 

i h r e m v o r g e s t r e c k t e n U n t e r a r m l iegt (das H i m a t i o n k e h r t 

a n fr. lo w i ede r ) . 

D i e K e s s e l m i i n d u n g ist p r o f i l i e r t ( z u m K o n t u r k o m m e n 

zwei para l le le L i n i e n ) . A n der g r o f i t e n A u s l a d u n g des Kes-

selprofi ls be f inde t s ich e i n schwarzer H e n k e l . Es sche inen 

bewegl iche H e n k e l m i t S c h a r n i e r e n g e m e i n t zu sein, d ie 

m a n h o c h k l a p p e n k o n n t e u n d d ie m i t A t t a s c h e n i n F o r m 

v o n B l t i t e n (?) a m Kessel befestigt s i n d . E i n T e i l v o m aufge-

t r a g e n e n Schwarz ist h i e r abgesp l i t t e r t (siehe die nebenste-

h e n d e Skizze). D i e O b e r f l a c h e des Kessels ist fleckig, w i e 

v e r s c h m i e r t ; w o b e i es s ich u m s c h w a r z b r a u n e n u n d b r a u n -

en F i r n i s a u f t r a g u n d d a n e b e n a n s c h e i n e n d u m verb la fkes 

D e c k r o t h a n d e l t . Es s i n d das d ie Reste e iner u r s p r i i n g l i c h 

d e u t l i c h e r e n D a r s t e l l u n g v o n h o c h h i n a u f r e i c h e n d e n 

F l a m m e n u n d v o n R u f i , da der Kessel i i b e r e i n e m l o d e r n -

d e n Feuer a u f e i n e m D r e i f u f i s teht ( v g l . frr. 4i u n d 5 i ) . U n -

t e r h a l b des Kessels das zu e iner Spi tze w e i t n a c h au f i en 

ausschwingende l i n k e B e i n des Dre i fu f i e s , das m i t F i r n i s 

ausgefull t ist ( v g l . fr. 5i m i t Skizze). E i n e v o n der Spi tze 

ausgehende L i n i e m i i n d e t i n d e n K e s s e l k o n t u r , u n d d a m i t 

ist angezeigt, d a f i der Kessel a u f d e m F u f i r u h t . 7 D e r F i r -

6. A l s V o r b i l d diente die Korone auf der A m p h o r a des Euthymides 

M u n c h e n 8731 (ARV2 27,4; R. L u l l i e s - M . H i r m e r , Griechische Vasen, 

1953, A b b . 1 9 ) . 

7. E i n verwandter Kessel m i t sehr ahn l i ch gearbeitetem Untersatz fand 

sich i m sogen. Philippsgrab: Analecta X , 1,1977,17 A b b . 8 . 
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Abb. 2. frr. la bis 4a: Ornamen t r ing am Fussansatz—jr. 5a (1:1) 

l a 

4a 3a 

2a 

5a 
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nis a u f d e m k l e i n e n B r u c h s t u c k u n t e n ist i m U n t e r s c h i e d 

zu d e n u b r i g e n S t u c k e n r o t b r a u n v e r b r a n n t (siehe dazu 

u n t e n fr. 6Ϊ). L i n k s n e b e n d e m B r u c h a n s c h l u f t der k l e i n e n 

Scherbe u n d e b e n d o r t , w o das D r e i f u f i b e i n spitz ende t , 

zeigen s ich a u f d e m g e f i r n i f i t e n G r u n d d e u t l i c h e Reste v o n 

v e r b l a f i t e m D e c k r o t , das Feuer also u n t e r d e m Kessel, aus 

d e m eine d i i n n e F l a m m e h e r v o r z u n g e l t (siehe d ie Skizze). 

fr. 3i 
M i t d e n P r o f i l l i n i e n der Kesselmundung. O b e n e i n S t u c k 

des B a u c h k o n t u r s , v o n d e m i m Re l i e f e r h o h t e n u n d aus 

d e m Kessel h e r a u s s p r i n g e n d e n W i d d e r m i t F l ecken der 

e ins t igen w e i f i e n B e m a l u n g seines Fells. Rech t s e i n B o h r -

l o c h u n d l i n k s gerade n o c h das G e l e n k des l i n k e n V o r d e r -

beins des T i e r s . Z w i s c h e n W i d d e r b a u c h u n d Kesse lmun­

d u n g das H i m a t i o n der v o m Kessel u n d v o m W i d d e r uber-

s c h n i t t e n e n Medea (eine senkrech te F a l t e n l i n i e u n d 

d a r u b e r e i n F a l t e n b o g e n a n Medeas H u f t e ) . D e r F i r n i s des 

F ragmen t s ist r o t b r a u n v e r b r a n n t (vgl. fr. 61). 

fr. 4i 
D i e p r o f i l i e r t e Mundung des Kessels m i t d e n d r e i L i n i e n . 

D i e O b e r f l a c h e des g ro f t en K o c h t o p f e s ist f l eck ig : augfe-

t ragene B e m a l u n g i n m e h r oder m i n d e r v e r d u n n t e m F i r n i s 

u n d v e r g a n g e n e m D e c k r o t , F l a m m e n u n d R u f t . D i e Ze i ch -

n u n g des n a c h o b e n f l a c k e r n d e n Feuers ist h i e r n o c h deut -

l i c h zu e r k e n n e n . U b e r der K e s s e l m u n d u n g zwei senkrech te 

F a l t e n l i n i e n des H i m a t i o n s der v o m Kessel u b e r s c h n i t -

t e n e n M e d e a ; a m B r u c h r a n d e ine schrag laufende Fa l t en ­

l i n i e . A n dieser Stel le e i n B o h r l o c h . D e r F i r n i s ist d u n k e l -

b r a u n . 

fr. 5i 

D e r u n t e r e B a u c h k o n t u r des Kessels u n d die obere Par t ie 

v o n zwei B e i n e n m i t d e m Ges tange des Dre i fuf tes , Feuer 

u n d Ho lz sche i t e . G u t e r h a l t e n d ie je tz t m a t t b r a u n er-

s c h e i n e n d e n F l a m m e n u n t e r h a l b des Kessels, d ie m i t 

D e c k r o t aufgemal t w a r e n . D i e Ho lz sche i t e i n U m r i f i z e i c h -

n u n g . D i e D r e i f u f i b e i n e s i n d das l i n k e u n d das m i t t l e r e , 

d ie be ide g e f i r n i f i t s i n d . Z w i s c h e n d e n B e i n e n zwei L i n i e n , 

d ie sicher das sie v e r b i n d e n d e Ges tange b e d e u t e n . 

D a r u b e r der u n t e r e K o n t u r des Kesselbauches. Das m i t t ­

lere, v o r n b e f i n d l i c h gedachte B e i n ist v o n v o r n gesehen; 

was e r h a l t e n ist , l a f i t s i ch s y m m e t r i s c h erganzen. M a n 

s ieht , w i e es der V a s e n m a l e r m i t se inen M i t t e l n da rzu-

s te l len v e r s t a n d e n h a t , daf t das n a c h v o r n ausschwingende 

B e i n d e n Kessel t r a g t ( v g l . das l i n k e i m P r o f i l gesehene 

B e i n a u f frr. 2i u n d 5 i u n d die nebens t ehende Skizze). D e r 

8. W i r wissen nichts i iber die Bedeutung u n d V e r w e n d u n g der 

griechischen Vasen bei den Et ruskern . A b e r sicher waren diese so wenig 

wie i m Ursprungs land All tagsgerat . M o n u m e n t a l e Fo rmen waren zum 

Gebrauch ungeeignet u n d geflickte Gefafie k o n n t e n ke in Flussigkeit auf-

nehmen . Benutzungsspuren s ind selten u n d weisen w o h l hauptsachl ich 

auf kul t ische Feste oder Grabzeremonien h i n : D . O h l y , Die Antiken-

F i r n i s ist a u f fr. 5i b r a u n r o t v e r b r a n n t ( v g l . fr. 6 i ) . 

D I E S C H E R B E N V O N D E R PERIPHERIE D E R S C H A L E 

frr. 6 - l o , zunachs t v o n i n n e n : wei te re P a r t i e n v o m 

I n n e n b i l d der Schale . 

fr, 6i (zwei S tucke , A b b . 1) 

D e r Rahmen u n d das Segment m i t der B o d e n l i n i e des I n -

n e n b i l d e s , d a r u b e r zwei Beine des Dreifufies u n d die b r e n -

n e n d e n Holzscheite. 

W i e a u f fr. 5i o b e n das l i n k e u n d m i t t l e r e B e i n des D r e i ­

fufies (eine q u e r v e r l a u f e n d e V e r l e t z u n g a u f diesem B r u c h ­

s tuck ) . Z w i s c h e n , h i n t e r u n d v o r d e n B e i n e n aufgehauftes 

H o l z v o n k r a f t i g e n B a u m a s t e n . A l l e s b r e n n t u n d g l u h t . 

W i e d e r u m eine M a l e r e i aus F i r n i s u n d D e c k r o t , aber 

beides ve r f a rb t (der F i r n i s ist r o t b r a u n u n d v e r b l a f i t , das 

D e c k r o t ist m a t t g e w o r d e n ) . D a f t dieser Z u s t a n d n a c h t r a g -

l i c h e inge t r e t en ist , u n d zwar erst n a c h Z e r s t o r u n g der 

Schale u n d d u r c h eine u n t e r s c h i e d l i c h s tarke E i n w i r k u n g 

v o n H i t z e , geht e i n w a n d f r e i daraus h e r v o r , d a f i das u n t e n 

anpassende B r u c h s t u c k m i t d e m g r o f i e r e n T e i l des Seg­

m e n t s d e n u r s p r u n g l i c h e n , s chwarzg lanzenden F i r n i s be-

w a h r t h a t . So s to f i en je tz t a m B r u c h a n s c h l u f i d ie schwarz-

e n B l a t t z u n g e n der B o d e n l i n i e u n m i t t e l b a r a n d ie r o t b r a u n 

v e r b r a n n t e n des o b e r e n B r u c h s t u c k s a n . E i n e gleiche 

n a c h t r a g l i c h e , r o t b r a u n e F i r n i s v e r f a r b u n g w i e dieses 

S t u c k zeigen a u c h d ie frr. 3i u n d 5i. J edoch ist e i n solcher 

V e r l u s t der u r s p r u n g l i c h e n F a r b w e r t e n u r a u f der I n n e n -

seite der d r e i B r u c h s t u c k e zu b e o b a c h t e n , w a h r e n d s ich 

a u f i e n der F i r n i s schwarz e r h a l t e n h a t . Es k a n n n u r d ie 

eine E r k l a r u n g geben, d a f i e ine A n z a h l v o n S c h e r b e n der 

aufgelosten Schale m i t i h r e r Innense i t e a u f s ta rker G l u t 

gelegen h a b e n , andere n i c h t , oder wen ige r s t a rk e r h i t z t 

w u r d e n — d a s ist m e r k w u r d i g g e n u g . 8 

sammlungen am Konigsplatz, 1967, 4 . A u f l . l 6 f . Spielte die Schale also bei 

einer Bestattungsfeierlichkeit eine Rol le , bei der sie zerbrach u n d tei l -

weise verbrannte? Urnenbes ta t tungen sind fur diese Zeit bezeugt: L . Ban-

t i , Die Welt der Etrusker, 1960, 32f. u .101 . Zur V e r w e n d u n g bei einer 

Totenspende: E.R. Knauer , D ie Berl iner Andokides-Vase , Reclams Werk-

monographien z .b i ld . Kunst, N r . 103,1969,103. 
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Abb. 3. Innenb i ld (1:1). frr. 7i und 8i: rechte Peliade, K o p f u n d l inker Unterschenkel m i t Gewand—jr. 9i: rechter Henkel, 

7i 

9 i 

8i 
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6a 

Abb. 4. Aussenbild A (1:1). frr. 6a: Te lamon und Amazone (Gegnerin des Herakles)- / r r . 8a: zwei Amazonen und Herakles. 

8a 
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Abb. 5. Aussenbild Β (1:1). fr. 7a: Amazone. 

A u f der B o d e n l i n i e zuun te r s t d i c k aufgetragenes D e c k -

r o t , m i t d e m die G l u t u n t e r d e n H o l z s c h e i t e n — e i n erster 

g ro f i e r B a u m a s t l iegt que r da rube r—beze ichne t ist . Das 

D e c k r o t ist d u r c h d ie o b e n e r w a h n t e n a c h t r a g l i c h e E r h i t -

z u n g der Scherbe d u n k e l m a t t v e r b r a n n t , rege l recht ver-

k o h l t . D e r V a s e n m a l e r h a t d e n ganzen H i n t e r g r u n d der 

F e u e r u n g u n t e r d e m Kessel aus d e m schwarzen B i l d g r u n d 

ausgespart . Le tz te re r ist a u f der Scherbe l i n k s gerade n o c h 

zu sehen, a l l e rd ings der F i r n i s r o t b r a u n v e r b r a n n t , u n d 

d a r a u f w i e d e r u m i n D e c k r o t aufgetragene F l a m m e n , d ie 

je tz t m a t t u n d d u n k l e r als der B i l d g r u n d v e r f a r b t s i n d (vg l . 

o b e n fr. 2 i ) . A u f d e m ers ten H o l z s c h e i t w i e a u f a n d e r e n 

" g l i i h e n d e n " S c h e i t e n ist D e c k r o t s t re i f ig aufgemal t . D a -

n e b e n m i t v e r d u n n t e m F i r n i s aufgemal te F l a m m c h e n , die 

d ie Sche i te d i c h t ube rz i ehen : so b r e n n e n harzige K i e f e r n -

s t a m m e , d ie der M a l e r v o r A u g e n h a t t e ( d e u t l i c h a u f d e m 

z w e i t e n S t a m m l i n k s n e b e n d e m D r e i f u f i b e i n ) . 

U n t e r der B o d e n l i n i e (e in Z u n g e n m u s t e r ) i m Segment 

d r e i e ingeschr iebene , l iegende P a l m e t t e n , d e r e n auf iere 

s ich i n d ie Z w i c k e l des Segments v e r j i i n g e n . Z w e i der Pal­

m e t t e n s i n d z u m g r o f i e n T e i l e r h a l t e n , v o n der je tz t feh-

l e n d e n r e c h t e n Pa lme t t e , d ie w i e d ie M i t t e l p a l m e t t e n a c h 

rech ts ge r i ch t e t w a r , ist n u r n o c h e ine S p i r a l a b z w e i g u n g 

e r h a l t e n . 9 D e r R a h m e n des R u n d b i l d s ist e i n B a n d aus 

K r e u z m a a n d e r m i t S t e r n m e t o p e n . 1 0 M a n m o c h t e n i c h t 

9. Eine verwandte Ranke (mi t doppelter Spiralabzweigung) i m Seg­

men t der Sosias-Schale B e r l i n 2278 (ARV2 21 ,1 ; Boa rdman , Redfigure 

Vases A b b . 5 0 ) . 

10. R a h m e n aus Maande r u n d Sternmetopen: Schale des Onesimos 

N e w Y o r k 12.231.2 (ARV2 319,6; E. Pfuhl , Ualerei und Zeichnung der 

Griechen, 1924, A b b . 3 0 0 ) . 

11. Es handel t sich u m eine der grof t ten Schalen, die uns uberliefert 

s ind. D ie Schale des K a c h r y l i o n u n d Euphron ios M u n c h e n 8729 (Lea-

grosschale, ARV2 16,17; S i m o n , Griechische Vasen, A b b . 1 0 7 - 1 0 9 ) m i f k 

43 cm, die Schale des Kleophrades-Malers C a b . M e d . 535,699 u n d 

weitere frr . (ARV2 191,103; Beazley, Kleophrades-Maler Taf. 10-12), m i i k 

ca. 50 c m , die Schale des Penthesilea-Malers i n Ferrara (ARV2 82,35, N . 

A l f i e r i - P . E . Ar i a s , Spina, 1958, A b b . 2 8 - 3 2 ) m i f k 56,6 cm. 

ausschl ie f ien , daf t d ie grof te Schale , d e r e n R u n d b i l d e i n e n 

D u r c h m e s s e r v o n n a h e z u 42 c m h a t t e u n d de ren v o l l e r 

D u r c h m e s s e r a u f e t w a 53 c m k a m , 1 1 a h n l i c h w i e d ie T h e -

seusschale i m L o u v r e a m M u n d u n g s r a n d m i t e i n e m zwei­

t e n O r n a m e n t r a h m e n g e s c h m u c k t w a r , v o n d e m s ich 

indessen n i c h t s e r h a l t e n h a t 1 2 (die S c h e r b e n des Scha len -

beckens h a b e n eine W a n d u n g s s t a r k e v o n 4,9 bis 9,0 m m ) , 

fr. 7i ( A b b . 3) 

T e i l v o m K o p f der rechten Peliade u n d e i n e m S t u c k des 

B i l d r a h m e n s . Das F r a g m e n t g e h o r t n i c h t , w i e m a n v i e l -

l e i ch t zunachs t v e r m u t e n m o c h t e , zur M e d e a ; d e n n der 

K o p f w a r e zu h o c h angesetzt, u m m i t fr. li} a u f d e m die 

B r u s t der M e d e a e r h a l t e n ist , i n E i n k l a n g geb rach t w e r d e n 

zu k o n n e n . I m b r a u n e n H a a r e i n doppe l tes B a n d , verz ie r t 

m i t k l e i n e n K r e i s e n . D i e S t i r n l i n i e gerade n o c h zu sehen. 

U b e r d e m K o p f d ie r o t au fgema l t en B u c h s t a b e n . 

fr. 8i ( Z w e i S t u c k e , A b b . 3) 

Z u r Peliade, d ie i m R u n d b i l d rech ts s teh t , zah l t a u c h dieses 

F r a g m e n t : e i n T e i l v o m U n t e r s c h e n k e l des vorgese tz ten 

r e c h t e n Beines, bedeck t v o m l a n g e n C h i t o n ; v o r d e m 

S c h i e n b e i n gerade n o c h e i n Rest des s chwarzen B i l d -

g rundes . I n K n i e h o h e h a t der C h i t o n e i n e n t i e fen uber-

fa l l ( e in zwei ter ist jedenfa l ls u n t e r der B r u s t der Peliade 

a n z u n e h m e n ) . 1 3 Das e ine u n d andere , r o t aufgemal te u n d 

t i e f h e r a b h a n g e n d e E n d e des G u r t e l s h a t e ine d re i t e i l ige 

T r o d d e l . I m R u c k e n der F igu r Fa t t en u n d S a u m des H i m a -

t i o n s m i t zwei Z i p f e l n , a n d e n e n e i n m a l e i n schwereres 

B l e i g e w i c h t , das andere M a i zwei k l e i n e B l e i g e w i c h t e h a n -

gen. Z u d e n s chwarzen H a u p t f a l t e n k o m m t feine F a l t e l u n g 

i n v e r d u n n t e m F i r n i s . 

fr. 9i ( A b b . 3) 

Scherbe des Beckens ( an H e n k e l s t u c k ) m i t d e m Rahmen 

des I n n e n b i l d e s , w o h l n a h e o b e r h a l b fr. 8i anzusetzen 

( d e m n a c h der r ech te H e n k e l : siehe zu d iesem u n t e n ) . 

fr. lOi (v ier S t u c k e , A b b . 6) 

Scherbe des Beckens ( m i t T e i l des l i n k e n H e n k e l s : siehe 

u n t e n ) : der Rahmen des I n n e n b i l d e s u n d e ine Fal te m i t 

S a u m des i m R u c k e n der linken Peliade h e r a b h a n g e n d e n 

H i m a t i o n . Dieses begegnete s c h o n a n fr. 2iy w o z u b e m e r k t 

w a r , d a f i das u m die F igu r geschlungene G e w a n d i h r v o r n 

uber d e n e r h o b e n e n l i n k e n U n t e r a r m h i n g . 1 4 

12. L o u v r e G 104 (ARV2 318 ,1 ; P. A r i a s - M . H i r m e r - B . Shefton, 

1962 A b b . 160. 

13. D ie Falten des oberen Uberfal ls waren s icherl ich i n Rel ief l in ien 

wiedergegeben. Ebenso gegliedert (dreifach) u n d stilisiert der C h i t o n des 

Herakles i m I n n e n b i l d der Onesimosschale N e w Y o r k A n m . 1 0 . 

14. Fur die l inke Peliade stand weniger R a u m zur Ver fugung als fur die 

rechte, u n d so ist es wahrsche in l ich , daft sie als Profi lf igur dargestellt 

war. Der sitzende Pelias an dieser Stelle, wie er gelegentlich auf schwarz-

figurigen B i l d e r n erscheint (Halsamphora der Medeagruppe B r i t . M u s . B 

221; Beazley, ABV 321,4, Meyer a .0 .Taf .3 , l ) ist schon aus Platzmangel 

auszuschlieften. A u c h sprechen die zu hoch angesetzten Mante lz ipfe l 

e indeut ig fur eine stehende Figur. 
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Abb. 6. /rr. Wundll: l inker Henkel (1:1); frr. Wi m i t Gewand der l inken Peliade. 

10a 

11a in 

lOi 
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Abb. 7. frr. 9 und 10: Henkel m i t S igna tu r - / r r . 12 und 13: Stiel u n d Standplatte des Fusses (1:1). 

9 

10 

12 

13 
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D i e K o m p o s i t i o n des g r o f i e n R u n d b i l d e s ( A b b . 8) m i t 

d r e i F r a u e n , Kessel, W i d d e r , D r e i f u f i u n d F e u e r u n g ist 

s o m i t i n a l i en w e s e n t l i c h e n Z u g e n gesichert . V o n der 

Ges t a l t der M e d e a , d ie n a c h l i n k s gewende t ist , w a r die 

u n t e r e H a l i t e v o n W i d d e r , Kessel a n d D r e i f u f t v e r d e c k t . 

I h r r ech te r A r m w a r zweifellos e r h o b e n . H a t t e d ie K o n i g s -

t o c h t e r m i t der r e c h t e n H a n d e i n langes Zepter erfafit? 

O d e r h a t t e sie w ie e r s t aun t u n d bewegt v o n der V e r w a n d -

l u n g d ie r ech te H a n d e rhoben? M e d e a l a f i t , was sie erzau-

ber te , geschehen. W i e d ie B r u s t i m P r o f i l zu sehen ist , so 

w o h l a u c h i h r A n t l i t z : d a h i n weis t a u c h das gerade n o c h 

e rha l t ene E n d e des v o m H a a r s c h o p f h e r a b h a n g e n d e n 

Bandes ( v g l . fr. li). So b l i c k t e M e d e a also a u f d e n E r f o l g 

i h r e r K o c h k u n s t , d e n aus d e m Kessel j u g e n d f r i s c h u n d 

w e i f i h e r a u s s p r i n g e n d e n W i d d e r . D i e Pe l i aden b e s t a u n e n 

das u n e r h o r t e W u n d e r . D i e rech te K o n i g s t o c h t e r w u r d e 

m i t e iner Geste der U b e r r a s c h u n g be ider H a n d e erganzt— 

eine M o g l i c h k e i t . D e r L i n k e n gaben w i r i n d ie r ech te 

H a n d e i n Messer als H i n w e i s des M a l e r s a u f d e n bevors te -

h e n d e n V a t e r m o r d des M y t h o s . Das ist w o h l n i c h t r i c h -

t i g , da e i n andeu tendes V o r g r e i f e n a u f kunf t iges Gesche­

h e n der zu f o r d e r n d e n E i n d e u t i g k e i t des n o c h f r u h e n 

Vasenbi ldes w i d e r s p r i c h t . So m a g a u c h d ie l i n k e Pelias-

t o c h t e r be ide H a n d e e r s t aun t e r h o b e n h a b e n . 1 5 

D i e T o p f e r s i g n a t u r m u f t h i n t e r d e m K o p f der l i n k e n 

Peliade eingesetzt h a b e n , u m uber d e m K o p f der r e c h t e n 

m i t d e n a u f jr. li gere t te ten v ie r B u c h s t a b e n zu e n d e n 

" E u p h r o n i o s epoiesen" (siehe u n t e n ) . 

D ie se lben S c h e r b e n jrr. 6-10 v o n der Pe r ipher ie der 

Schale a u f i e n : Amazonomachie, Seite A und Seite B. 

fr. 8a und 6a (jeweils zwei S tucke , A b b . 4) : Seite A 

D e r A u f t e n f r i e s h a t e i n e n e i n f a c h e n Kre i s als B o d e n l i n i e . 

A u f fr. 8a v o n l i n k s n a c h rechts d r e i F i g u r e n : Amazone, 

Herakles, Amazone. A u f fr. 6a ebendieselbe zwei te A m a -

zone u n d v o r dieser e i n Hoplit. S o m i t i m ganzen v ie r 

F i g u r e n , zu d e n e n ganz l i n k s e ine funf te erschlossen wer-

d e n k a n n . 

A u f fr. 8a i n der M i t t e e i n zuruckgesetzter , v o m B o d e n 

s ich energ isch a b s t e m m e n d e r l i n k e r Fuf t m i t k r a f t v o l l 

m o d e l l i e r t e n Z e h e n . 

D i e F igu r , zu der dieser F u f i g e h o r t , bewegt s ich w e i t h i n 

ausschre i t end n a c h l i n k s h i n . V o r d e m F u f i b a u m e l t e ine 

behaa r t e Schwanzsp i t ze , d ie zu derse lben F igur gehor te— 

zweifel los w a r es H e r a k l e s m i t d e m L o w e n f e l l . H e r a k l e s ' 

l i nkes B e i n m u f t gest reckt gewesen sein; das r ech te B e i n ist 

15. D ie Ze ichnung ents tand vor Abfassung des Textes u n d konn te 

n i c h t mehr kor r ig ie r t werden.—Die "Schwertpel iade" A l k a n d r a gehort 

einer spateren ikonographischen T r a d i t i o n an, die n i ch t mehr den W i d ­

derzauber, sondern den T o d des Pelias zum Gegenstand hat; vgl . Meye r 

a.O. 32 ff. , wie auch E. S i m o n , D ie T y p e n der Medeadars te l lung i n der 

an t iken Kuns t , Gymnasium 61,3, 207 ff. 

h i n t e r d e m a m B o d e n ausgest reckten l i n k e n B e i n der v o r 

He rak l e s ins K n i e ge sunkenen A m a z o n e zu d e n k e n . V o n 

dieser A m a z o n e ist a u f fr. 8a der l i n k e F u f i i n V o r d e r a n -

s ich t gegeben, u n d a u f fr. 6a f i n d e t s ich d ie Fo r t s e t zung der 

F i g u r — e i n T e i l des r e c h t e n U n t e r s c h e n k e l s m i t d e m S a u m 

e iner Be insch iene , des gebeugten r e c h t e n K n i e s u n d der 

O b e r s c h e n k e l m i t Fa t t en eines k u r z e n C h i t o n s ; a m B r u c h -

r a n d s i n d gerade n o c h zwei B e i n s c h i e n e n zu e r k e n n e n . 

A u f fr. 6a s o d a n n a u c h der ausgestreckte rech te A r m dieser 

A m a z o n e m i t d e m l a n g e n A r m e l e iner gestreif ten S k y t h e n -

jacke . D i e H a n d h a l t e ine Lanze . H i n t e r der S c h u l t e r m i t 

A r m e l f a l t e n des C h i t o n s h a n g t der lange S c h w e i f eines 

H e l m b u s c h e s h e r a b . 

D i e k r i eger i sch r e i c h h a l t i g e K l e i d u n g der v o r Herak le s 

h i n g e s t u r z t e n A m a z o n e ist e ine M i s c h u n g sky th i s che r 

u n d gr iech ischer T r a c h t . U b e r der f r e m d l a n d i s c h e n Jacke 

t r a g t sie d e n k u r z e n C h i t o n , uber d iesem e i n e n g r i ech i ­

schen Brus tpanze r . D e n K o p f schu tz t ke ine sky th i s che 

L e d e r m i i t z e , s o n d e r n e i n gr iechischer H e l m m i t B u s c h , 

u n d die Be ine s i n d n i c h t v o n B e i n k l e i d e r n u m h u l l t , d ie i n 

der Regel zu j ener Jacke get ragen w e r d e n , s o n d e r n n a c k t ; 

n u r die U n t e r s c h e n k e l s i n d m i t d e n B e i n s c h i e n e n des 

g r i ech i schen H o p l i t e n v e r s e h e n . 1 6 

D i e so beschr iebene A m a z o n e w a r v o n v o r n zu sehen, 

m i t d e m ganzen G e w i c h t a u f i h r rechtes K n i e gestutzt , 

w a h r e n d der l i n k e U n t e r s c h e n k e l l e i ch t v e r k u r z t n a c h 

h i n t e n f i i h r t e . D i e v o n d e n F i n g e r n der r e c h t e n H a n d fest 

umschlossene Lanze w a r i n kampfe r i s che r A b w e h r fast 

waagerech t gegen Herak l e s ge r i ch te t . Das G e s i c h t der 

A m a z o n e zeigte s ich i m P r o f i l u n d w a r n a c h d e m Sieger 

e m p o r g e w e n d e t . Z u m g r i ech i schen H e l m k a m v e r m u t l i c h 

e i n gr iechischer R u n d s c h i l d , m i t d e m s ich die A m a z o n e 

gegen d e n H e r o s zu schu tzen suchte . 

He rak le s w i r d s i ch , u m sein O p f e r zu t o t e n , n i c h t der 

K e u l e b e d i e n t h a b e n ; dagegen s p r i c h t die n a c h l i n k s ge-

h e n d e A k t i o n , d ie e i n e n v o n h i n t e n he r a u s h o l e n d e n , 

s c h w u n g v o l l e n K e u l e n s c h l a g des r e c h t e n A r m s k a u m 

zu la f i t . So geben w i r He rak l e s e i n S c h w e r t , m i t d e m er 

v o r n agierte, w a h r e n d d ie l i n k e H a n d — d e r A r m i m R u c k -

en e r h o b e n — w a h r s c h e i n l i c h d e n B o g e n h i e l t . 

A u f fr. 8a n a h e r t e s ich d e m H e r o s v o n h i n t e n , v o n der 

H e n k e l z o n e her , e ine A m a z o n e i m E i l s c h r i t t . Sie f u h r t die 

V e r s t a r k u n g h e r a n , d ie a u f der a n d e r e n Seite der Schale 

he rbe i e i l t . I h r r ech te r F u f i ist v o n H e r a k l e s ' l i n k e m F u f i 

u b e r s c h n i t t e n , das B e i n i m P r o f i l gesehen, w a h r e n d das 

16. Diese Zusammenstel lung ist ungewohn l i ch . D i e umgekehrte {Com­

binat ion—skythische Beinbekle idung ohne dazugehoriges Obe r t e i l , an 

dessen Stelle e in C h i t o n — t r a g t die Amazone des Hermaios-Malers auf 

der Schale L o u v r e G 35 {ARV2 111,13, D . v . B o t h m e r , Amazons in Greek 

Art, 1957, Abb .72 ,10) . 
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z u r u c k g e n o m m e n e l i n k e B e i n l e i c h t n a c h v o r n gedreh t 

w a r . E n t s p r e c h e n d ist d ie K o r p e r h a l t u n g i n ha lbe r V o r -

d e r a n s i c h t zu e rganzen . D i e B e w e g u n g der A m a z o n e , d ie 

Be ine fast gest reckt u n d d e n R u c k e n vo rgebeug t , ist d ie 

cha rak t e r i s t i s che der B o g e n s c h u t z i n , d ie i h r e n B o g e n m i t 

ausges t reckten A r m e n f u h r t e . 1 7 Z w i s c h e n d e n B e i n e n e i n 

grof ter geschuppter K o c h e r , der a n e i n e m T r a g b a n d uber 

der r e c h t e n S c h u l t e r h i n g ; v o r d e m l i n k e n B e i n der A m a ­

zone a m B r u c h r a n d das gestreifte E n d e der n a c h v o r n 

h a n g e n d e n K o c h e r b e d e c k u n g (e in F u c h s s c h w a n z ) . 1 8 Z u 

d e n gest re i f ten s k y t h i s c h e n B e i n k l e i d e r n m u f i m a n s ich 

d ie passende Jacke m i t d e n l a n g e n A r m e l n e rganzen. D a r -

i i b e r t r a g t a u c h diese A m a z o n e wiede r e i n e n k u r z e n C h i ­

t o n (der F i r n i s der C h i t o n f a l t e n g ro f i t en t e i l s abgeb la t t e r t ) , 

aber n i c h t , w i e j ene gesturzte, e i n e n Panzer. D i e C h i t o n ­

f a l t e n fo lgen der erschlossenen B e w e g u n g der F igu r u n d i n 

H u f t h o h e ist e i n ( v o n e i n e m G u r t e l geha l tener ) C h i t o n -

b a u s c h zu sehen. D a d ie G e g n e r i n des He rak l e s e i n e n 

H e l m t r a g t , h a t t e diese A m a z o n e w o h l e ine S k y t h e n m u t z e 

ode r e ine K a p p e als K o p f b e d e c k u n g . 1 8 3 

A u f jr. 6a v o r der ges turz ten G e g n e r i n des Herak le s 

e i n H o p l i t ; v o n i h m s i n d e r h a l t e n : der zuruckgesetzte 

l i n k e F u f i m i t e i n e m T e i l des U n t e r s c h e n k e l s u n d der 

Be insch i ene , e ine r o t aufgemal te Schleife des K n o c h e l -

schu tzes 1 9 ; das Gesa f i ( au f i h m die abgeb la t t e r t e S p u r 

e iner s e n k r e c h t e n F a k e des k u r z e n C h i t o n s ) u n d o b e n 

gerade n o c h zwei u b e r e i n a n d e r g r e i f e n d e H u f t l a s c h e n eines 

Panzers; e ine Schwer t s che ide u n d die A u f i e n s e i t e eines 

R u n d s c h i l d e s , d ie i n v e r d u n n t e m F i r n i s a m R a n d gelb 

s cha t t i e r t is t , u m die R u n d u n g zu b e t o n e n . D e r S c h i l d 

h a t t e v e r m u t l i c h k e i n S c h i l d z e i c h e n . 2 0 N a t u r l i c h t r u g der 

H o p l i t e i n e n H e l m . D e u t l i c h sein V e r h a l t e n : E r w a r i n 

s c h w u n g v o l l e r A k t i o n m i t d e m l i n k e n B e i n e i n w e n i g ins 

K n i e gegangen, u n d das rech te B e i n w a r n a c h v o r n ge-

n o m m e n , fast ausgestreckt . W a h r e n d der l i n k e A r m m i t 

d e m R u n d s c h i l d w e i t z u r u c k s c h w i n g t , ist der K o r p e r v o r ­

gebeugt , d a b e i n a c h v o r n gedreh t . Dieser M i t s t r e i t e r des 

Herakles—es k a n n s ich n u r u m T e l a m o n h a n d e l n — w a r i m 

Begriff , s e inem Opfer—jedenfa l l s w iede r e ine h inges tu rz te 

A m a z o n e — m i t e i n e m S c h w e r t d e n Todess to f i zu versetzen. 

V o n dieser d r i t t e n A m a z o n e der Seite A des A u f t e n -

frieses unserer Schale ist zwar n i c h t s e r h a l t e n . A b e r da ist 

e i n Lanzenscha f t zu sehen, der u n t e r d e m Gesa f i des H o p -

17. V g l . die bogenschiefienden A m a z o n e n auf dem Krater des 

Euphron ios Arezzo 1465 (ARV2 15, 6, Ar ias -Hi rmer -Shef ton A b b . 1 1 3 -

115) u n d auf dem Schalenfragment i n Ta rqu in i a v o n der H a n d des glei-

chen Malers (ARV2 17,19, Bo thmer , Amazons 137, AA 1977,2,228 

A b b . 5 4 ) . 

18. Geschuppter Kocher u n d Fuchsschwanz als Kocherbedeckung: 

Herakles N e w Y o r k A n m . 1 0 . 

18a. V g l . die Bogenschutz immen A n m . 1 7 . 

l i t e n aufragt u n d dessen Spitze h i n t e r d e m S c h i l d ver-

s c h w i n d e t . So l a f i t s i ch z u s a m m e n m i t der erschlossenen 

A k t i o n des H o p l i t e n a u c h die E r s c h e i n u n g der A m a z o n e 

r e k o n s t r u i e r e n . S e l b s t v e r s t a n d l i c h g e h o r t i h r d ie Lanze . 

D i e A m a z o n e w a r besiegt n a c h h i n t e n gesturzt u n d h i e l t 

d ie Lanze i n der R e c h t e n , o h n e daf t sie n o c h i n der Lage 

w a r , d ie Waffe gegen d e n G e g n e r zu f u h r e n . 2 1 V i e l l e i c h t 

h i n g i h r K o p f erschlaff t n a c h rech ts h e r a b u n d sie w a r 

w i r k l i c h s t e r b e n d darges te l l t . W o h l k a m zur Lanze a m 

l i n k e n A r m e i n S c h i l d , m i t d e m die V e r w u n d e t e s ich n i c h t 

m e h r s ch i i t zen k o n n t e . 

fr. 7a ( A b b . 5): Seite Β 

A u f fr. 7a, das a l l e i n v o n Seite Β e r h a l t e n ist , s i n d Reste 

v o n zwei F i g u r e n : zwei A m a z o n e n aus d e n H i l f s t r u p p e n , 

d ie zur U n t e r s t u t z u n g der a u f Seite A i n B e d r a n g n i s ge-

r a t e n e n K r i e g e r i n n e n h e r b e i e i l e n . V o n e iner s c h w u n g v o l l 

s ich n a c h l i n k s b e w e g e n d e n A m a z o n e ist zu sehen: l i nkes 

gestrecktes B e i n m i t Be insch iene u n d i m A n s a t z r ech te r 

O b e r s c h e n k e l , der zeigt, d a f i dieses r ech te B e i n der K r i e -

g e r i n i m P r o f i l dargeste l l t w a r . W i r s te l len es uns l e i c h t 

gebeugt v o r . D i e A m a z o n e t r u g e i n e n C h i t o n (Re l ie f l in ie 

der F a l t e n abgeb la t t e r t ) u n d d a r u b e r das f r e m d l a n d i s c h e 

P a n t h e r f e l l , 2 2 dessen S c h w a n z n e b e n d e m l i n k e n B e i n 

h e r a b s c h w i n g t ; je e ine schar fk ra l l ige P r a n k e dieses Fells 

b a u m e l t zwischen d e n B e i n e n u n d u n t e r d e m S c h i l d . 

D e r g rof ie S c h i l d m i t e i n e m W a g e n k a s t e n als Z e i c h e n 

m u f t d ie F i g u r z u m g r o f i e n T e i l v e r d e c k t h a b e n . 2 3 Z u r 

A u s r u s t u n g der A m a z o n e gehor t e n a t u r l i c h e i n H e l m u n d 

m i t S i c h e r h e i t s c h w a n g sie die Lanze , d ie sie geschul te r t 

t r u g . M o g l i c h e r w e i s e h a t t e sie s ich n a c h i h r e r G e f a h r t i n 

u m g e d r e h t . V o n der K a m p f g e f a h r t i n h a b e n s ich n u r e i n 

paar C h l a m y s z i p f e l e r h a l t e n . D a m a n aber a n n e h m e n 

m u f i , daf t s i ch diese A m a z o n e i n derse lben R i c h t u n g be-

wegte w i e d ie vo rause i l ende , so ist l e i c h t auszumachen , 

daft der G e w a n d r e s t das E n d e e iner ube r der r e c h t e n 

S c h u l t e r h a n g e n d e n C h l a m y s is t . E i n a h n l i c h s c h w i n -

gendes G e w a n d e n d e d a r f v o m l i n k e n A r m h e r a b h a n g e n d 

gedach t w e r d e n . D i e C h l a m y s , e i n S c h u l t e r m a n t e l , w u r d e 

ube r Panzer u n d C h i t o n ge t ragen , ge legen t l i ch aber a u c h 

ube r d e m S k y t h e n g e w a n d , sodaf i n i c h t ganz auszuschlie-

fien ist , daf t diese A m a z o n e eine B o g e n s c h u t z i n w a r . 2 4 

D e r K a m p f f r i e s a u f d e n A u f t e n s e i t e n der Schale ( A b b . 

9) m i t der A m a z o n o m a c h i e des Herak le s u n d T e l a m o n ist 

19. D ie Schleife ist selten dargestellt: es hat sie der gefallene Gigan t auf 

der Onesimosschale B r i t . M u s . 3 47 {ARV2 318,3). 

20. Ebenso schattier Sch i ld m i t Bla t t als Schildzeichen: Schale des 

Onesimos, Fogg A r t M u s e u m (ARV2 323,55, The Frederick M . Watkins 

Collection, 1973, A b b . 6 0 u . T i t e l b i l d ) , u n d Sch i ld m i t Ken tau r als Schi ld­

zeichen: Brygosschale V a t i k a n ( A R V 2 373,28, Photo A l i n a r i 35809). 

Schilde ohne Schildzeichen: Schale des Onesimos, Basel, (ARV2 323,56; 

Boa rdman , Redfigure Vases A b b . 2 3 0 ) ; Schale des Euphron ios B r i t . M u s . 3 
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i n seiner Haup t szene a u f Seite A gu t erschlossen. D a ist 

d ie D r e i e r g r u p p e m i t H e r a k l e s , dessen G e s t a l t s ich zwisch-

e n gefallener u n d ve r fo lgender A m a z o n e s c h w u n g v o l l en t -

fa l te t h a b e n m u f i , u n d d ie Z w e i e r g r u p p e m i t T e l a m o n u n d 

e iner A m a z o n e , d ie a n i h r e m auf ragenden Lanzenschaf t 

e i n d e u t i g als gefal len e r k a n n t w o r d e n ist . A u f Seite Β ver-

m i t t e l n die b e i d e n A m a z o n e n aus d e n V e r s t a r k u n g e n 

de ren A n f u h r e r i n die B o g e n s c h u t z i n a u f Seite A ist—so 

ge r ing die Reste s i n d — d e n n o c h eine A h n u n g v o n der 

P r a c h t dieser K r i e g e r i n n e n , d ie s i c h e r l i c h i n der A r t i h r e r 

H e l m e , i h r e r G e w a n d e r u n d i h r e r S c h i l d z e i c h e n i n reiz-

v o l l e m K o n t r a s t v o n e i n a n d e r u n t e r s c h i e d e n w a r e n . V i e l -

l e i c h t w a r d ie erste A m a z o n e g le i ch h i n t e r d e m H e n k e l , da 

sie d e m K a m p f g e s c h e h e n a m n a c h s t e n s t a n d , m i t ge-

s c h w u n g e n e r Lanze u n d v o r g e h a l t e n e m S c h i l d darges te l l t , 

be re i t , der B o g e n s c h u t z i n h i n t e r He rak l e s a u f Seite A 

b e i z u s t e h e n . 2 5 W i e a u f der H a u p t s e i t e mussen f u n f F i g u r e n 

a n g e n o m m e n w e r d e n . 

Die Henkel: Wi mit Hi bezvo. 10a, 11a sowie 9i (siehe Abb. 

3 und 6-7). 

D i e g r o f i e n Fragmente 10 (aus v ie r S t u c k e n ) und 9—beide 

m i t R a h m e n des I n n e n b i l d e s (s. A b b . 8 ) — w e r d e n i n der 

R e k o n s t r u k t i o n a u f zwei H e n k e l v e r t e i l t . jr. 10 zeigt H i m a -

t i o n f a l t e n der l i n k e n Peliade. Dieses F r a g m e n t geho r t e 

jedenfa l ls z u m l i n k e n H e n k e l a u f A b b . 9. Es ist m o g l i c h , 

daf t a u c h jr. 9 zu d iesem l i n k e n H e n k e l gehor t e . D e m e n t -

s p r e c h e n d m u f i das k l e i n e H e n k e l f r a g m e n t 11 e n t w e d e r 

d e m l i n k e n oder d e m r e c h t e n H e n k e l zugete i l t w e r d e n . 

A u f d e n b e i d e n g r o f i e n F r a g m e n t e n geritzte Topjerin-

schrift; v g l . d ie A u f t e n a n s i c h t der Schale A b b . 9 (9 ist h i e r 

l i n k s , 10 rechts) : 

A u f jr. 9 d ie B u c h s t a b e n ΦΡΟΝΙΟ ; der F i r n i s ist v i e l f ach 

gesp l i t t e r t . D i e I n s c h r i f t b e f i n d e t s ich a u f der A u f i e n s e i t e 

des H e n k e l s u n d geh t r ech t s l au f ig v o n a u i i e n n a c h i n n e n . 

A u f jr. 10 d ie z .T . s t a rk ausgesp l i t t e r ten B u c h s t a b e n 

Ε Ο ( k a u m lesbar) u n d I E E N . D i e I n s c h r i f t w iede r a u f 

der A u f i e n s e i t e des H e n k e l s u n d rech t s l au f ig i n R i c h t u n g 

a u f d ie Schale . 

W e r d e n d ie S t u c k e 9 u n d 10 z u m g l e i chen H e n k e l ge-

zah l t , so e rg ib t s ich die fo lgende A n o r d n u n g der b e i d e n 

W o r t e (bei A n s i c h t der Schale v o n auf ten) : 

41 (ARV2 58,51, d o r t noch O l to s zugeschrieben; Bo thmer , Amazons 

Taf.68,4). 

2 1 . W i e die gesturzte Gegner in des Herakles auf dem Krater des 

Euthymides Syrakus 58.2382 (ARV2 28, 10; A]A 63,1959 Taf.43) . 

22. Amazone m i t Pantherfell (n ich t haufig dargestellt): Schale des 

Kleophrades-Malers A n m . 11. 

23. D ie Schildzeichen hat D . Wi l l i ams e rkann t . V g l . auch die Schale 

B r i t . M u s . Ε 45 (ARV2 316,8, Bo thmer , Amazons Taf .69 ,4a-b) , die D . 

Wi l l i ams Onesimos zugeschrieben hat (Jahrb.Berl.Mus. 18,1976,22). 

24. Amazone m i t Skythengewand, daruber Panzer u n d Ch lamys : A m ­

phora des Berl iner Malers Basel 453 (ARV2 1634,30bis; Boardman , Red 

figure Vases A b b . 149). 

25. V g l . die V o r k a m p f e r i n der Amazonomach ie des Berl iner Malers 

A n m . o b e n . 

26. B r i t . M u s . Ε 44 (ARV2 318,2; Pfuhl , Ualerei u. Zeichnung A b b . 

401-402, 405). 

T r e n n t m a n d ie F r a g m e n t e , so e rg ib t s ich fo lgende A n o r d -

n u n g : 

Beide L o s u n g e n er regen d e n V e r d a c h t , d a f i d ie I n s c h r i f t 

m o d e r n e inge r i t z t w u r d e . D i e b e i d e n a n d e n A u & e n s e i t e n 

der H e n k e l a r m e b e f i n d l i c h e n W o r t e k o n n e n n i c h t g le ich-

zei t ig gesehen, d . h . n i c h t z u s a m m e n gelesen w e r d e n . M a n 

m u f i i m ers ten F a l l ( w e n n 9 u n d 10 v o m g le i chen H e n k e l 

s t a m m e n ) , n a c h d e m m a n das W o r t E u p h r o n i o s gelesen 

h a t , d ie Schale u m 1 8 0 ° d r e h e n , u m d a n n das zweite W o r t 

"epoiesen" lesen zu k o n e n . Be i der Zusammenfas sung also 

v o n 10 u n d 9 zu e i n e m H e n k e l e r sche in t n a c h der D r e -

h u n g der Schale das zwei te W o r t des Satzes ("epoiesen") 

a u f d e m K o p f s t ehend . V e r t e i l t m a n n u n 10 u n d 9 a u f zwei 

H e n k e l , so e r sche in t dasselbe W o r t ("epoiesen") w i e d e r u m 

a u f d e m K o p f s t ehend . 

G e g e n die E c h t h e i t der I n s c h r i f t s p r i c h t w e i t e r h i n d ie 

grof ie F l i i c h t i g k e i t der R i t z u n g w i e a u c h d ie Tatsache , d a f i 

der I n s c h r i f t r i t z e r d ie b e i d e n W o r t e i n d ie wen ige r ve r r i e -

bene Par t ie des s chwarzen F i r n i s e inge t ragen h a t (die 

k o n v e x e n F l a c h e n der H e n k e l a r m e s i n d — v i e l l e i c h t v o m 

G e b r a u c h der Schale—starker abger ieben) . E u p h r o n i o s ' 

S i g n a t u r e n s i n d i n der Regel aufgemal t . D i e geri tzte S ina-

t u r a u f d e m e i n e n H e n k e l der L o n d o n e r Eurys theusscha le 

—seine einzige dieser A r t — l a u f t v o m I n n e r e n des H e n k e l s 

n a c h a u f i e n (so w u r d e i n der Regel s ign ie r t ) u n d ist m i t 

e i n e m B l i c k zu erfassen. 2 6 E n d l i c h ist der letzte Buchs t abe 

des T o p f e r n a m e n s v e r k e h r t h e r u m geschr ieben: 

D i e S t i eh u n d F u f i f r a g m e n t e zeigen die fur die meister-

l i che H a n d des T o p f e r s E u p h r o n i o s c h a r a k t e r i s t i s c h e n 
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E i n z e l h e i t e n ( T e x t a b b . 1). D e r S t i e l ist fast i n seiner gan-

zen L a n g e e r h a l t e n , so d a i i n a c h o b e n der U b e r g a n g z u m 

S c h a l e n b e c k e n u n d n a c h u n t e n d ie V e r b r e i t e r u n g zur 

S t a n d p l a t t e h i n e r k e n n b a r ist e i n eher gedrungene r S t i e l , 

dessen schmals te Ste l le u n t e r h a l b der S t i e l m i t t e l iegt . V o m 

S c h a l e n f u f i ist der Fuf iabsa tz w e g g e b r o c h e n , aber das 

prazis ge topfer te F u f t p r o f i l f i i g t s i ch bestens i n d e n For -

m e n k a n o n der g r o f i e n E u p h r o n i o s s c h a l e n ; es ist m i t e iner 

t i e fen K e h l u n g ausgestat tet , d ie seine obere H a l f t e g le ich-

sam a b s c h n e i d e t . 2 7 

U b e r d e n M a l e r e rg ib t s ich e i n zusatzl icher H i n w e i s a u f 

E u p h r o n i o s , d e n T o p f e r . I n d e n B i l d e r n der Schale e r k e n -

n e n w i r d e n S t i l des O n e s i m o s g e n a n n t e n M a l e r s , v o n 

d e m w i r wissen , ad& er aussch l i e f i l i ch i m A t e l i e r des T o p -

fers E u p h r o n i o s t a t i g w a r . 2 8 Es k a n n sogar b e h a u p t e t wer~ 

d e n , d a f i al le r o t f i g u r i g e n S c h a l e n , d ie E u p h r o n i o s m i t 

seiner T o p f e r s i g n a t u r g e w u r d i g t h a t , v o n d iesem M a l e r 

b e m a l t w o r d e n s i n d . 2 8 a M i t bester U b e r z e u g u n g e rganz ten 

w i r d a h e r d ie Buchs tabenres t e i m I n n e n b i l d der Schale zu 

der S i g n a t u r " E u p h r o n i o s epoiesen" (siehe o b e n ) . 2 9 

I n der U n g e w o h n l i c h k e i t des F o r m a t s u n d i n der P r a c h t 

27. H . Bloesch, Die Formen attischer Schalen, 1940, 72. 

28. ARV2 313 f., 318 ff., Paralipomena 358 ff. , Jb.BerlMus. 18,1976, 9 ff. 

28a. D ie ebenfalls m i t Euphron ios ' Topfers ignatur versehenen Schalen 

m i t wei f tgrundigem I n n e n b i l d s ind v o m Pistoxenos Ma le r dekor ier t 

(ARV2 859, 1; 860, 3). 

29. Zu den Topfers ignaturen des Euphron ios : ARV2 13, 20; 313 f.; 

Paralipomena 360 f.; Harvard Stud.76, 1972, 271 f.; MuJB X X V , 1 9 7 4 , 2 2 

der A u s f i i h r u n g i i b e r r a g t d ie Medeascha le alle Sp i t zen-

w e r k e dieses M a l e r s , der als der bedeu tends te u n t e r d e n 

S c h a l e n m a l e r n des ausgehenden 6. u n d b e g i n n e n d e n 5. 

J a h r h u n d e r t s g i l t . D a s B i l d m i t der D a r s t e l l u n g Medeas , 

d ie e i n e n W i d d e r v e r j u n g t , u m die T o c h t e r des Pelias v o n 

i h r e r Z a u b e r k r a f t zu uberzeugen , s teh t e inz iga r t i g da i n der 

V a s e n m a l e r e i u n d m a n w i r d n i c h t zogern , dieser S c h o p -

f u n g d e n R a n g des Pel iadenrel iefs z u z u s p r e c h e n . 3 0 D i e 

S t e ige rung der T h e m a t i k gegeni iber der e inz igen a l t e r en 

D a r s t e l l u n g v o n B e d e u t u n g , e i n e m schwarz f igu r igen B i l d 

a u f e iner A m p h o r a i n L o n d o n aus d e m B e g i n n des l e t z t en 

V i e r t e l s des 6. J a h r h u n d e r t s , ist e v i d e n t . 3 1 D e r K u n s t l e r 

ve r z i ch t e t a u f d e n d o r t m i t a b g e b i l d e t e n Pelias u n d k o n -

zen t r i e r t das G e s c h e h e n a u f d ie d r e i F r a u e n , i n d e n e n s ich 

die u n m i t t e l b a r e W i r k u n g des Zaubers spiegelte u n d v o n 

d e n e n M e d e a d u r c h d ie K r a u t e r p y x i s z u m ers ten M a i 

e i n d e u t i g c h a r a k t e r i s i e r t u n d b e d e u t u n g s v o l l h e r v o r g e h o -

b e n i s t . 3 2 E i n e tiefere psycho log i sche D i f f e r e n z i e r u n g lag 

n o c h n i c h t i n d e n M o g l i c h k e i t e n seiner K u n s t , aber e ine 

v e r h a l t e n e V i e l s t i m m i g k e i t des A u s d r u c k s , w o b e i jede der 

B e t e i l i g t e n a u f i h r e Weise zur D r a m a t i k der S i t u a t i o n be i -

( A n m . l l , Schale Go tha ) ; Metr.Mus.]ourn.9y 1974,96 (die weif tgrundigen 

Schalen); )ahrb.Berl.Mus. 18,1976,9 ff. (Iliupersisschale B e r l i n - V a t i k a n ) . 

M i t der Medeaschale zahle i ch neunzehn Topfers ignaturen des Eu­

phronios . D ie Schalen i n G o t h a u n d B e r l i n - V a t i k a n s ind die ersten, die 

Euphron ios als Topfer signiert hat . 

30. H . Gotze, D i e att ischen Dreif igurenrel iefs , RM 53, 1938, 200 ff. 

Taf. 38; Meyer a .O. 17 ff. Taf .14. 

Abb. 8. Innenbi ld . Medea u n d die Peliaden. Rekons t ruk t ion . 



Abb. 9. Aussenbilder. Amazonomachie (Teilrekonstruktion. 

ge t ragen h a t , w i r d dargeste l l t gewesen sein . V o r a l l e m w a r 

der M a l e r e i n M e i s t e r der s c h w e b e n d e n , b e z i e h u n g s v o l l e n 

G e b a r d e n . 3 3 

Das w e i t s i ch o f fnende I n n e n b i l d der Schale w a r k e i n e 

e igen t l i che R u n d k o m p o s i t i o n ( A b b . 8) . D e r R u n d b i l d -

c h a r a k t e r w a r d u r c h das grof te Segmen t sogar w e i t g e h e n d 

ausgeschaltet . M a n m o c h t e eher v o n e i n e m T a f e l b i l d 

sp rechen , i n d e m die m a c h t i g e n G e s t a l t e n w i e a u f e i n e m 

P o d i u m s t a n d e n . G e g e n u b e r der n o c h e r a h n b a r e n feier-

l i c h - m o n u m e n t a l e n G e h a l t e n h e i t dieses D r e i f i g u r e n b i l d e s , 

m i t der p y x i s h a l t e n d e n M e d e a i n majes ta t i scher V o r d e r -

a n s i c h t w i r k e n d ie A u f i e n b i l d e r freier u n d u n b e k u m m e r -

ter . A h n l i c h v e r h a l t s i ch des M a l e r s etwas al tere D r e i -

f i g u r e n k o m p o s i t i o n i m I n n e r e n der Theseusschale zu d e n 

i n e i n e m l o c k e r e r e n u n d u n g e b u n d e n e r e n S t i l g e m a l t e n 

A u f t e n b i l d e r n (s iehen u n t e n ) . 3 3 a Fast m i t S i c h e r h e i t ist an -

z u n e h m e n , daf t d e n F i g u r e n N a m e n be igeschr ieben w a r e n 

u n d der R a u m h i n t e r i h n e n d u r c h s i n n v o l l gesetzte I n -

s c h r i f t e n geful l t w a r . 3 4 

D i e A m a z o n o m a c h i e des H e r a k l e s u n d T e l a m o n ( A b b . 9) 

zeigt w i e andere bedeu tende A m a z o n e n k a m p f e dieser Zei t 

A n k l a n g e a n das gewal t ige B i l d des E u p h r o n i o s a u f d e m 

V o l u t e n k r a t e r i n A r e z z o . 3 5 A u c h d o r t greif t d ie H a u p t s e i t e 

a u f d ie D a r s t e l l u n g der Ruckse i t e uber , d ie d a m i t i n das 

Gesamtgeschehen e inbezogen ist . D i e bogenschie f tende 

A m a z o n e Te ips ipy le a m r e c h t e n E n d e des H a u p t b i l d e s des 

K r a t e r s ist d ie A n f u h r e r i n der i h r n a c h f o l g e n d e n A b t e i l -

u n g . Sie ist a u f d e m K a m p f p l a t z ange lang t u n d b e g i n n t i n 

die S c h l a c h t e i n z u g r e i f e n . 3 6 

M i t S i c h e r h e i t aber w a r He rak l e s n i c h t der n a c k t e 

H e r o s der V o r z e i t , der m i t der K e u l e b r u t a l a u f seine 

G e g n e r i n e insch lag t , w i e i n der A m a z o n e n s c h l a c h t des 

E u p h r o n i o s u n d i n e iner a n d e r e n u m 500 v . C h r . gemal­

t e n A m a z o n o m a c h i e des O n e s i m o s . 3 7 D i e G e s t a l t e n des 

f r u h e n s t r engen St i l s l eben i n e iner rea leren Spha re u n d 

so w i r d s ich seine E r s c h e i n u n g d e m Kr iege r der d a m a l i g e n 

Ze i t angeg l i chen h a b e n , w i e das i n a n d e r e n A m a z o n o - m a -

c h i e d a r s t e l l u n g e n v o n R a n g der F a l l is. E r t r u g w o h l u n t e r 

d e m L o w e n f e l l , das K o p f , S c h u l t e r n u n d R u c k e n bedeckte , 

e i n e n C h i t o n u n d das S c h w e r t als W a f f e . 3 8 

D a f t He rak l e s u n d T e l a m o n a b w e i c h e n d v o m B i l d des 

E u p h r o n i o s n i c h t R u c k e n a n R u c k e n u n d ganz u n u b l i c h 

3 1 . V g l . A n m . 14 u .Meye r a .O. 17 ff. 

32. D ie qualitatlose O i n o c h o e des Athena -Male r s Cab .Med .268 , 

Meyer a .O. 25, Taf. 4,1 ist junger (ca.480). 

33. V g l . das I n n e n b i l d der Theseusschale A n m . 1 2 . 

33a. V g l . A n m . 12 u n d Fur twangler -Reichhold Taf. 141. 

34. Es s ind inschr i f t l i ch funf Peliastochter uberliefert: W . H . Roscher, 

Lexikon der griech.-rom.Mythologie, 1902-9, 1845 f. 

35. V g l . A n m . 17 u . D y f r i J.R. W i l l i a m s , A p o l l o d o r o s and a new 

A m a z o n cup i n a Private C o l l e c t i o n , JHS 98, 1978, 160 ff. 

36. Eine solche A n f u h r e r i n eines Hi l fs t rupps v o n A m a z o n e n ist sicher-

l i ch auch die Bogenschutzin Toxar i s auf dem Schalenfragment Tar-

qu in i a , e inem spateren W e r k des Euphronios : V g l . oben A n m . 17. 

37. B r i t . M u s . Ε 45 A n m . 2 3 . — Z u r "heroischen N a c k t h e i t " vg l . E. 

Buschor, Das Kriegertum der Parthenonzeit, 1943, 26 ff. 

38. V g l . den Herakles i m I n n e n b i l d der Onesimosschale A n m . 10. 

Medeas Widderzauber 19 
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n a c h l i n k s ge r i ch t e t k a m p f e n , 3 9 ist k u n s t l e r i s h b e g r u n d e t . 

D i e A u f t e n s e i t e n der Schale s i n d n i c h t m e h r , w i e es n o c h 

i m ers ten J a h r z e h n t G e p f l o g e n h e i t der S c h a l e n m a l e r w a r , 

i n zwar t h e m a t i s c h v e r b u n d e n e , aber k o m p o s i t i o n e l l i n 

s i ch geschlossene, d u r c h H e n k e l z e r t r enn t e Szenen zerlegt, 

s o n d e r n m i t B i l d e r n verz ie r t , d ie i m E i n k l a n g m i t d e m 

S c h a l e n r u n d dieses als Ganzes u m f a s s e n . 4 0 D i e F i g u r e n 

s i n d dabe i s t e r n f o r m i g n a c h der S c h a l e n m i t t e o r i e n t i e r t : 

a u t o n o m e G e s t a l t e n v o n elast ischer G e s p a n n t h e i t u n d — 

w i e a n der P a n t h e r f e l l a m a z o n e n o c h e r k e n n b a r i s t — v o n 

geradezu tanzer i scher B e s c h w i n g t h e i t . 4 1 D i e schwier ige 

A u f g a b e , zwei f e i n d l i c h e Pa r t e i en n i c h t i m Gegene inande r , 

s o n d e r n i n e i n e m e inz igen d u r c h l a u f e n d e n Bewegungs-

r h y t h m u s da rzus te l l en , b e w a l t i g t der M a l e r — d e r f u h r e n d e 

i m w a h r h a f t g l a n z e n d e n Kre i s der S c h a l e n m a l e r dieser 

Z e i t — m i t e i n e m gen ia l en K u n s t g r i f f : er k e h r t d ie P ro tago-

n i s t e n H e r a k l e s u n d T e l a m o n n a c h l i n k s , so d a f i n u n das 

v o n rech ts h e r a n s t u r m e n d e A m a z o n e n h e e r m i t der B o -

g e n s c h u t z i n a n der Spi tze d e n b e i d e n H e l d e n g e f a h r b r i n -

g e n d i n d e n R u c k e n f a l l t . D r a m a t i k des Geschehens u n d 

kuns t l e r i sches Gesetz w a r e n zu e iner g l u c k l i c h e n E i n h e i t 

v e r s c h m o l z e n . So l che l ocke r gebau t en K o m p o s i t i o n e n m i t 

g r o f t e n I n t e r v a l l e n zwi schen d e n F i g u r e n , d ie m i t d e m i n 

e i n h e i t l i c h e n S c h w u n g aufs te igenden G e f a f t k o r p e r zusam-

m e n k l i n g e n , s i n d c h a r a k t e r i s t i s c h fur die Zei t u m 490 . 

G l a n z e n d e Zeugen fur diesen S t i l s i n d die v o n der H a n d 

des g l e i c h e n M a l e r s s t a m m e n d e n K o m a s t e n der S c h a l e n 

i n B o s t o n u n d L e n i n g r a d . 4 2 

D i e Frage n a c h der K u n s t l e r p e r s o n l i c h k e i t des O n e s i m o s 

sol l te n e u gestell t w e r d e n , da j i i n g s t e Forschungsergebnisse 

diese e twas anders k o n t u r i e r e n als b i sher . D i e v o n D . W i l ­

l i a m s 4 3 u n t e r a n d e r e n als F r u h w e r k e des O n e s i m o s e r k a n n -

t e n w e i f i g r u n d i g e n S c h a l e n des " E l e u s i s - M a l e r s " 4 4 ( m i t 

d e n e n i c h d ie v o n Beazley n i c h t zugeschr iebenen A k r o p o -

39. De r nach l inks kampfende Herakles begegnet sonst nu r noch auf 

dem Kantharos Brussel A 718 (ARV2 445,256; Bo thmer , Amazons 139, 

Taf .70) . 

40. E i n fruherer V e r s u c h zu einer solchen V e r e i n h e i t l i c h u n g : Schale 

B r i t . M u s . Ε 45 A n m . 23. D ie Amazone H i p p o h in te r Herakles f l ieht 

n i ch t , sondern sie gehort zu den Hi l f s t ruppen auf der anderen Seite 

(Beazley, Kleophrades-Painter a .O. 9f). 

4 1 . E. Buschor, Griechische Vasen (Neuausgabe 1967) 161.—Vgl . die 

Amazonomach ie des Kleophrades-Malers A n m . l 1, die n o c h i n der H o r i -

zontalen aufgebaut ist: T e l a m o n , nach rechts kampfend, b i lde t den 

Absch lu f t auf der e inen Seite des Bildstreifens, die nach l inks bewegte 

Bogenschutzin begrenzt das B i l d auf der anderen. 

42. Boston 95.27 {ARV2 325,76, J .D. Beazley-L.D. Caskey, Attic Vase 

Painting in the Museum of Fine Art, Boston, 1954, I I Taf .41-42 ; Pfuhl , 

Ualerei u. Zeichnung A b b . 4 0 9 - 4 1 1 ) ; Len ing rad 651 ( A R V 2 325,77, A . 

Peredolskaja, Krasnofigurnye Attischeskie Vary, 1967, Taf .45, 1-3, Pfuhl 

A b b . 4 0 6 ) . 

43. D . W i l l i a m s , T h e Ilioupersis C u p i n B e r l i n and the V a t i c a n , Jahrb. 

Berl.Mus. 18,1976,9 ff. V g l . a u c h A n m . 2 3 . — A u c h Beazley hiel t ursprung­

l i c h einige Werke des Eleusis-Malers, darunte r die beiden weif tgrundigen 

l i s f ragmente m i t He rak l e s u n d A t h e n a i m I n n e n b i l d u n d 

e i n e m G o t t e r z u g a u f d e n A u f t e n s e i t e n v e r b i n d e ) , 4 5 s te l len 

d e u t l i c h eine W e i t e r e n t w i c k l u n g der S p a t w e r k e des E u ­

p h r o n i o s dar , d ie s ich u m das H a u p t b i l d des A r e z z o k r a t e r s 

g r u p p i e r e n : 4 6 das s i n d v o r a l l e m das A m a z o n e n f r a g m e n t 

i n T a r q u i n i a 4 7 u n d das H e r a k l e s f r a g m e n t i n M a i l a n d . 4 8 

D i e S c h a l e n des "E leus i s -Male r s " zeigen die gle iche re iche 

u n d g l anzvo l l e F o r m e n s p r a c h e des " h e r o i s c h e n S t i l s " des 

E u p h r o n i o s . 4 9 S o m i t s te l len sie n i c h t n u r e ine V e r b i n d u n g 

zu d e n spa teren W e r k e n des O n e s i m o s her , s o n d e r n f u h r -

e n a u c h zu dessen U r s p r u n g e n , n a m l i c h z u m W e r k des 

E u p h r o n i o s z u r u c k . 5 0 

F u r seine B i l d e r s t ehen E u p h r o n i o s u n t e r s c h i e d l i c h e 

A u s d r u c k s l a g e n zur V e r f u g u n g . W i e b e i m A n d o k i d e s m a l e r 

l au fen a u c h be i i h m grof ie Sagenda r s t e l l ungen u n d Szen­

e n aus d e m A l l t a g n e b e n e i n a n d e r h e r . 5 1 D i e g ro f t en m y t h -

i schen K o m p o s i t i o n e n zeigen i n der Regel e i n e n a n d e r e n 

" S t i l " als d ie B i l d e r des t a g l i c h e n Lebens . D e r A n t a i o s -

K r a t e r 5 2 u n d der B e r l i n e r A t h l e t e n k r a t e r 5 3 s i n d W e r k e v o n 

g ro f i t e r Gegensa t z l i chke i t . O f t f i n d e n s ich D a r s t e l l u n g e n 

be ider S t i l l a g e n a u f e i n e m e inz igen Gefaf t , w i e a u f d e m 

N e w Y o r k e r S a r p e d o n - K r a t e r 5 4 ode r d e m Pariser K r a t e r 

m i t H e r a k l e s i m L o w e n k a m p f . 5 5 Diese v o n e i n a n d e r ab-

w e i c h e n d e n s t i l i s t i s chen A u s d r u c k s m o g l i c h k e i t e n m o g e n 

der G r u n d se in , w a r u m die k u n s t l e r i s c h e E n t w i c k l u n g des 

M a l e r s E u p h r o n i o s u n d die B e u r t e i l u n g seiner W e r k e uns 

solche S c h w i e r i g k e i t e n bere i te t . W i r h a b e n S c h o p f u n g e n 

versch iedener G r o f i e n o r d n u n g e n v o r uns , d e r e n jede A n -

s p r u c h a u f eigene W e r t u n g e r h e b t , u n d die zwei nebene in ­

ande r he r l au fende E n t w i c k l u n g e n e r k e n n e n lassen. 

A u c h d e m W e r k des O n e s i m o s e ignet dieser zweifache 

S t i l u n d viele V e r g l e i c h s m o g l i c h k e i t e n zu E u p h r o n i o s las-

sen s ich n i c h t n u r i i b e r d e n P r a c h t s t i l des "E leus i s -Male r s " 

s o n d e r n a u c h i m B e r e i c h der e in fache ren A l l t a g s b i l d e r 

Schalen, fur Fruhwerke des Onesimos: J .D. Beazley, Attische Vasenmaler 

des rotfigurigen Stils, 1925, 166. 

44. Eleusis 618, {ARV2 314,3, M . Rober tson , Griechische Ualerei, 1959, 

A b b . 9 7 ) ; Eleusis 619, {ARV2 315,3, H . Phi l ippar t , Les Coupes attiques a 

fond blanc, 1936, Taf .37) . I n der E r s tpub l ika t i on , Deltion 9, 1924/25, 14f. 

hat S. Papaspyridi-Karusu die be iden Schalen Euphron ios zugeschrieben. 

45. A k r o p o l i s 208, E. Langlotz—B. Graef, Die antiken Vasen von der 

Akropolis I I , 1933, T a f . l l . 

46. V g l . A n m . 17. 

47. Wie A n m . oben. 

48. M a i l a n d 06.590, A R V 2 1 4 , 5 , A J A 1 9 5 0 Taf .20 c. 

49. Der T r i t o n u n d die A t h e n a der Eleusinischen Schalen gleichen 

sowohl dem T e l a m o n des Kraters wie der Amazone des Tarquin ia f rag-

ments i n der F u h r u n g des Gesichtskonturs , aber sie s ind verschieden i m 

A u s d r u c k , der gezielt u n d r ich tungsbe tont geworden ist, d a r i n auch 

engst ve rwandt dem H y a k i n t h o s (Tellerfragment, A t h e n , N a t . M u s . , 

ARV2 17, 23, Schefold, Gotter u. Heldensagena.O. A b b . 53) wie 

Pferdefuhrer u n d K n a b e n Pelike V i l l a G i u l i a -tARV 15, 11, Boardman, 

Redfigure Vases a .O. A b b . 30.1,2 i n Zeichnungen Beazleys), anderen 

spaten Werken des Euphron ios . 
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be ider M a l e r f i n d e n . D i e t a n z e n d e n Zecher der v o n D . 

W i l l i a m s ebenfalls d e m O n e s i m o s zugeschr iebenen L o n ­

d o n e r Leagros -Scha le 5 6 aus der " P r o t o p a n a i t i a n G r o u p " , 

i n der Beazley die F r u h w e r k e des O n e s i m o s v e r m u t e t h a t , 

f u h r e n zu d e n H a l s f r i e s k o m a s t e n des A r e z z o k r a t e r s . Sie 

s i n d i n e i n e m l o c k e r e n , ansp ruchs losen S t i l gemal t , w i e 

a u c h die K o m a s t e n des K r a t e r s i m L o u v r e 5 7 u n d d ie H e -

t a r e n des L e n i n g r a d e r P s y k t e r s , 5 8 andere spate S c h o p f u n -

gen des E u p h r o n i o s u n d R e p r a s e n t a n t e n seines zukunf t s -

we i senden "Al l t agss t i l s " . E i n e we i t e re V e r d i c h t u n g der Be-

z i e h u n g zwischen b e i d e n M a l e r n s te l l t d ie al tere Brusseler 

S c h a l e 5 9 aus der ' T r o t o p a n a i t i a n G r o u p " dar , e i n zwei-

fellos e igenhandiges W e r k des O n e s i m o s , de r en Zecherge-

s t a l t en i n i h r e n gesteigerten u n d ins S k u r i l l e gewende t en 

B e w e g u n g e n d e n S t i l des K o m o s b i l d e s a u f d e m A r e z z o -

k r a t e r n o c h u n m i t t e l b a r e r for t se tzen . 

M i t der Brusseler Schale l a f i t s ich die Schale i n G o t h a 

v e r b i n d e n . 6 0 D i e Z u s a m m e n g e h o r i g k e i t e rg ib t s ich aus der 

U b e r e i n s t i m m u n g der P h y s i o g n o m i e n der K o m a s t e n m i t 

d e n e n des Liebespaares a u f der G o t h a e r Schale . D i e ge-

l age r t en Zecher der w e i f t g r u n d i g e n A u f i e n s e i t e n der 

Schale i n G o t h a , d ie d ie f ruheste T o p f e r s i g n a t u r des E u ­

p h r o n i o s t r ag t , s i n d w i e d e r u m A b k o m m l i n g e der L e n i n ­

grader H e t a r e n des E u p h r o n i o s i n e iner f re ieren , r a u m l i c h 

en t f a l t e t e r en D a r s t e l l u n g s w e i s e . 6 1 D i e Z u w e i s u n g der G o ­

thae r Schale a n O n e s i m o s w i r d n u n a u c h d u r c h d ie eng 

v e r w a n d t e D a r s t e l l u n g eines Liebespaares i m T o n d o e iner 

Schale i m G e t t y M u s e u m ges iche r t . 6 2 

A n k l a n g e a n die K u n s t des E u p h r o n i o s f i n d e n s ich 

m a n n i g f a c h a u c h n o c h i n d e n spa teren W e r k e n des O n e ­

s i m o s . 6 3 D i e I n n e n b i l d e r der I l i upe r s i s -Scha le , 6 4 der T h e -

seus-Schale 6 5 u n d a u c h der Medea -Scha le s i n d W e i t e r -

b i l d u n g e n des " h o h e n " E u p h r o n i o s s t i l s , d e n dieser a u f 

d e n H a u p t s e i t e n seiner g r o f i e n K r a t e r e v e r w e n d e t . D i e 

D a r s t e l l u n g e n a u f d e n R u c k s e i t e n dieser K r a t e r e v e r h a l t e n 

s ich zu d e r e n g r o f t e n M y t h e n b i l d e r n a u f d e n H a u p t s e i t e n 

a h n l i c h k o n t r a s t i e r e n d w i e die freier b e h a n d e l t e n A u f i e n -

sei ten der o b e n g e n a n n t e n S c h a l e n z u m fe i e r l i ch -h i e r a t i -

schen S t i l der I n n e n b i l d e r . 

S t aa t l i che A n t i k e n s a m m l u n g e n u n d G l y p t o t h e k 

M u n c h e n 

50. D ie Beziehung zwischen Onesimos (dem fruheren Panait ios-Maler) 

u n d Euphron ios haben Fur twangler u n d Pfuhl bereits gesehen: Fur t ­

wangler— Re ichho ld I I 177 f., Pfuhl , Malerei u. Zeichnung I , 447 ff. Dage-

gen aueerte Beazley, Attische Vasenmalera.O. 165: "zwischen beiden 

Personlichkeiten finde ich ke inen naheren Zusammenhang". 

51 . z.B. A m p h o r a L o u v r e G 1, ARV2 3,2, Ar ias -Hi rmer -Shef ton 

A b b . 8 7 u.88 mythischer Zweikampf u n d K i t h r o d e m i t Zuhoren . 

52. L o u v r e G 103, ARV2 14,2, Pfuhl A b b . 3 9 2 - 3 9 3 . 

53. B e r l i n 2180, ARV2 13,1, Ar ias -Hi rmer -Shef ton A b b . 1 1 2 . 

54. A A 1976, 4, 485-499, A b b . 1 - 1 6 . 

55. L o u v r e G 110 u n d weitere Fragmente, A R V 2 14,3, Mon.Piot 45, 

1951, Taf . 1,1. M a n beachte auch den feierl ichen Charak te r des Sym-

posions auf der Hauptsei te des M u n c h n e r Kraters u n d die dami t zusam-

menhangende, aber i n h a l t l i c h untergeordnete Szene der Ruckseite m i t 

d ienenden Personen, die stilistisch bedeutungsvol l unterschieden ist. D ie 

M o g l i c h k e i t e n differenzierender Bildgestal tung dienen hier der Bereiche-

r u n g u n d Stiegerung des Gesamtbildes ( A A 1976, 507, A b b . 24-26 u . 

A n m . 2). 

56. B r i t . M u s . Ε 46, ARV2 315,1 , Jahrb.BeW.Mus. 18, 1976, A b b . 8 - 1 0 . 

57. V g l . A n m . 5 5 . 

58. Len ingrad 644, ARV2 16,15, Peredolskaja A b b . 14-115, Pfuhl 

A b b . 3 9 3 . 

59. Brussel A 723, C V A 2 Taf. 11,1, ARV2 317,15: " A dif f icul t piece to 

place exactly: the inside is very Panaetian, the outside less so, and i t com­

bines old-fashioned traits w i t h more m o d e r n ones." 

60. Schale G o t h a , ARV2 20.CVA 1,54 u .Taf .43, 1-3, MetrMus.Journ. 

9 , 1 9 7 4 , A b b . l 4 . u . l 5 . 

6 1 . V g l . A n m . 58. 

62. M a l i b u , Ge t ty M u s e u m (Leihgabe). M i t Rustungsszenen auf den 

Aui i ense i t en . 

63. Die Ube re in s t immungen gehen bis i n die Details . So erk lar t sich 

w o h l die weisung der weif tgrundigen Schale m i t Dionysos u n d Si len 

(Sammlung Bareiss, Greenwich /Connec t i cu t ) an Euphronios v o n J. 

Mer tens i n : {Harvard Stwd.76, 1972, 271 ff., Ta f .2 -3 ) ; bei der urn 490 zu 

dat ierenden Schale muft te sich nur u m ein W e r k des Onesimos hande ln . 

H ie r weise i ch auch auf die H a n d der Medea h i n , die eine jungere 

Auspragung der H a n d der Hetare auf dem Leningrader Psykter darstell t 

( v g l . A n m . 5 8 ) . 

64. Be r l i n 2281 u n d V a t i k a n fr r . , ARV2 19,1 u n d 2, Jahrb .Ber l .Mus . 

18, 1976, A b b . 1-7 u n d A n m . 43. 

65. V g l . A n m . 12 u n d 33a. 
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POSTSCRIPT 

T h e G e t t y M u s e u m possesses a s m a l l f r a g m e n t f r o m a 

red-f igure b e l l - k r a t e r w i t h t h e same scene, said t o be f r o m 

A g r i g e n t o (acc. n o . 8 0 . A E . 5 8 presen ted b y D r . a n d M r s . 

F r e d B r o m b e r g ) . G r . d . 4 . 1 . I was at f i rs t i n d o u b t w h e t h e r 

i t came f r o m a b e l l - o r c a l y x - k r a t e r , b u t F re l has s h o w n me 

t h a t a c a l y x is n o t i n q u e s t i o n . 

Breast a n d forelegs o f a r a m issuing t o r i g h t f r o m a p o t 

o n a f i re ; left leg h i g h e r ; b e l o w t h e r i g h t fo re -hoof , c law-

e n d o f a m e a t - h o o k (see b e l o w ) . 

R e l i e f - c o n t o u r t h r o u g h o u t . D i l u t e glaze: do t s o n ram's 

fleece. R e d : f lames. S o m e o f t h e rel ief-l ines have f l a k e d 

( ram's s h o u l d e r , p o t - r i m ) . 

So far as i t is p reserved , t h e b o w l f r o m w h i c h t h e r a m is 

j u m p i n g resembles a c a l y x - k r a t e r , b u t t h e p r o p o r t i o n s 

m u s t h a v e been b r o a d e r a n d l o w e r : some f o r m o f l ekane , 1 

n o d o u b t i n b r o n z e . W e c a n n o t t e l l w h a t i ts l o w e r p a r t 

was l i k e o r w h a t k i n d o f s t a n d s u p p o r t e d i t ove r t h e f i re . 

M o s t p ic tu res o f t h e scene s h o w a r o u n d - s h o u l d e r e d b o w l , 

t h e lebes (d inos ) o n its t r i p o d - s t a n d . O n a s t amnos i n Ber­

l i n b y t h e H e p h a i s t e i o n P a i n t e r , 2 t h e vessel appears t o be 

i n o n e w i t h t h e s t a n d l i k e t h e G e o m e t r i c t r i pod - l ebes 3 ; 

b u t whereas t h e b o w l i n those is o f t h e n o r m a l r o u n d -

s h o u l d e r e d t ype , t h a t o n t h e B e r l i n vase has a c o n t o u r 

m o r e l i ke ou r s . T h e r e , h o w e v e r , t h e legs rise t o t h e r i m , as 

those o f t h e vessel o n t h e she rd c a n n o t have d o n e . 

T h e subject is n o t ve ry c o m m o n i n r ed - f igu re , 4 a n d i n 

m o s t examples ( a n d i n t h e v a r i a n t w i t h M e d e a r e n e w i n g 

Jason's y o u t h 5 ) t h e r a m emerges t o t h e left as o n O n e -

s imo's c u p . O n t h e B e r l i n s t amnos , h o w e v e r , as o n o u r 

f r a g m e n t , t h e m o v e m e n t is t o t h e r i g h t , f o l l o w i n g t h e reg­

u l a r scheme i n t h e m o r e f r e q u e n t a n d m o r e cons i s t en t 

b lack- f igure p i c t u r e s . 6 O n t h e s t amnos , t h e c a u l d r o n o n 

t h e f i re is f l a n k e d b y t w o w o m e n . T h e o n e t o t h e r i g h t 

h o l d i n g u p a s w o r d , t h e o t h e r , a m e a t - h o o k a t he r side, 

t h e c l a w - e n d o f w h i c h is j u s t l i k e t h e r e m a i n s at t h e b o t ­

t o m r i g h t o n t h e f r a g m e n t . 7 W h i c h f igure , i f e i the r , is t o 

be i d e n t i f i e d as M e d e a r a t h e r t h a n a d a u g h t e r o f Pelias is 

n o t clear t o m e . 

I c a n n o t da te t h e f r a g m e n t w i t h a n y p r e c i s i o n . I t is n o t 

a rcha ic , b u t w h i c h side o f t h e m i d - c e n t u r y i t lies I a m n o t 

sure. F re l inc l ines t o t h e t h i r d q u a r t e r , a n d he m a y w e l l be 

r i g h t . 

M . R o b e r t s o n 

1. O n the f o r m and development o f this all-purpose vessel i n clay, see 

Sparkes and Talcot t Agora XII Black and Plain Pottery. 

2. B e r l i n 2188; ARV2 297 no . 1; Neugebauer Fuhrer I I , Vasen p i . 57; see 

also notes 4 and 7. 

3. Wi l l emsen Dreifusskessel (Ol.Forsch. I I I ) . 

4. ' B r o m m e r Vasenlisten (1973) 494. T h e B e r l i n vase ( n n . 2 and 7) is no t 

listed. 

5. H y d r i a , L o n d o n Ε 163; ARV2 258, Copenhagen Painter no . 26; C V 

7 p i . 70,4. 

6. Brommer , I.e. n . 4, 493. 

7. A b o v e , notes 2 and 4. T h e claw-hook is par t icu la r ly wel l seen i n 

Jacobsthal Orn. PI. 96a. 
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Euphronios at the Getty 
Martin Robertson 

I . T H E S A R P E D O N A N D A C H I L L E S CUPS 

T H E S A R P E D O N C U P 

A n o n y m o u s l o a n 

H : 11.5 c m . 

D : 33.0 c m . 

D . o f f o o t : 11.8 c m . 

D . o f t o n d o : 13.0 c m . 

D . o f c i rc le : u n d e r ou t s ide p ic tu res : 19.8 c m . 

O n reserved edge o f f o o t , t o w a r d s t h e r i g h t o f B , 

ΕΥΦΡΟΝΙΟΣΕΛΡΑΦ[. 1 

Ins ide . Reserved c i rc le b e l o w r i m . T o n d o : w i t h i n re­

served c i rc le , p a l m e t t e a n d t e n d r i l c o m p l e x . " V e r t i c a l 

ax i s " (across hand le -ax i s ) : t w o l o n g , c losed pa lmet te s sup­

p o r t e d o n t e n d r i l s w h i c h r u n u p beside t h e m t o e n d i n 

vo lu te s e n c l o s i n g a n d s u p p o r t i n g smal le r c losed pa lmet tes . 

" H o r i z o n t a l ax is" : t h e t e n d r i l s enclose t i n y o p e n pa lmet tes 

a n d p o i n t e d leaves a n d s u p p o r t c losed pa lmet tes . Relief-

c o n t o u r for m o s t o f t e n d r i l s b u t n o t for pa lmet tes . 

O u t s i d e . Reserved c i rc le b e l o w r i m . H a n d l e - c o m p l e x e s 

are s y m m e t r i c a l a n d i d e n t i c a l : vo lu t e s s u p p o r t a c losed 

p a l m e t t e u n d e r each h a n d l e , a n d t h e t e n d r i l s rise t o 

enclose a large o p e n p a l m e t t e at e i the r side, w i t h th ree 

lotuses ( v e r t i c a l , u n e n c l o s e d at h a n d l e ; h o r i z o n t a l t o w a r d s 

p i c t u r e , enc losed above , u n e n c l o s e d b e l o w ) . Re l i e f c o n ­

t o u r fo r m o s t o f t h e t e n d r i l s , calyces, a n d c e n t r a l buds o f 

lotuses. 

S ide A . B o d y o f S a r p e d o n . F r o m r i g h t : A k a m a s ( i n ­

sc r ibed d o w n w a r d i n f r o n t o f face Α Κ Α Μ Α Σ ) , w a l k i n g 

r i g h t , left f o o t f o r w a r d , h e a d b e n t a n d bea rded ; C o r i n ­

t h i a n h e l m e t ( l o w crest) u p o n h a i r ; cors let ove r s h o r t 

c h i t o n ; rerebrace ( B o t h m e r ) ; greaves; g i r t w i t h s w o r d ; 

h o p l i t e sh i e ld o n left a r m a n d a spear i n left h a n d ; r i g h t 

h a n d o p e n at side. M i s s i n g : m o u t h a n d c h i n , left shou lde r 

a n d a r m w i t h h a n d a n d p a r t o f spear, r i g h t w r i s t , f r o n t o f 

left a n k l e w i t h f o o t except hee l , toes o f r i g h t f o o t . D e c o ­

r a t i o n o f cors le t : star o n shou lde r - f l ap , rays, b i l l e t s , rays 

o n sk i r t - f laps . O n rerebrace: f r o n t a l m o n k e y mask (gor-

g o n e i o n f o l l o w i n g B o t h m e r ) ; v o l u t e . 

R e l i e f - c o n t o u r : t h r o u g h o u t preserved p a r t o f f igure ex­

cept neck-piece o f h e l m e t , b a c k h a i r , f r o n t h a i r , chape , 

feet. R e d : b a l d r i c , spear. 

T h a n a t o s ( i n sc r i bed u p w a r d s i n f r o n t o f face ΘΑΝΑΤΟΣ) 

t r u d g i n g r i g h t , b e n t f o r w a r d , left f o o t f o r w a r d . Bea rded ; 

C o r i n t h i a n h e l m e t ( l o w crest, b i l l e t s o n s u p p o r t ) u p o n 

h a i r ; cors le t ove r s h o r t c h i t o n w i t h sleeves; greaves; g i r t 

w i t h s w o r d ; B o e o t i a n sh i e ld o n his left a r m a n d spear i n 

h is left h a n d ; h is r i g h t h a n d is l i f t e d h i g h t o grasp t h e 

r i g h t w r i s t o f Sarpedon ' s b o d y s u p p o r t e d o n his shou lders . 

M i s s i n g : f r o n t o f h e l m e t a n d crest; l o w e r p a r t o f h is r i g h t 

leg a n d f o o t except toes. C o r s l e t : c r e n e l a t i o n o n chest-

b a n d ; b i l l e t s o n be l t ; h e r r i n g b o n e , rays, h e r r i n g b o n e o n 

sk i r t - f laps . Re l i e f c o n t o u r : t h r o u g h o u t preserved p a r t o f 

f igure except f r o n t h a i r , f r o n t o f left greave- top, a n d feet. 

R e d : b a l d r i c . 

S a r p e d o n ( inscr ibed h o r i z o n t a l l y re t rograde ΣΑΡΠΕΔΟΝ) 

s u p p o r t e d o n T h a n a t o s ' b a c k , left a r m h a n g i n g i n f r o n t o f 

T h a n a t o s ' r i g h t s h o u l d e r , r i g h t h a n d g r i p p e d at w r i s t b y 

T h a n a t o s ' r i g h t h a n d above his head . H e a d (b lack bea rd , 

h a i r i n close-set zig-zag l ines o f b r o w n , t h i n n e r glaze) l y i n g 

face u p w a r d i n p ro f i l e ; huge t o r s o , n a k e d , t u r n e d f r o n t a l ; 

t h i g h s w h i c h e x t e n d s l i g h t l y s l o p i n g l i ne o f b o d y a n d are 

s u p p o r t e d b y H y p n o s ; l o w e r legs, greaved a n d h a n g i n g 

v e r t i c a l l y . M i s s i n g : r i g h t uppe r a r m a n d a r m p i t w i t h fore­

h e a d a n d nose- l ine a n d m o s t o f eye; l o w e r c o n t o u r o f left 

h i p a n d t h i g h ; l o w e r legs b e l o w knees. Re l i e f - con tou r : 

t h r o u g h o u t preserved p a r t o f f igure . R e d : b l o o d f r o m 

w o u n d s b e l o w r i g h t breast a n d left c o l l a r b o n e . 

H y p n o s ( i n sc r i bed d o w n w a r d s b e h i n d Η Υ Π Ν Σ), m o v ­

i n g t o r i g h t , b e n t f o r w a r d . Bea rded ; C o r i n t h i a n h e l m e t 

( s t i l t ed crest, do t s o n t a l l s u p p o r t ) u p o n h a i r ; corslet ( n o 

d o u b t ove r t h e s h o r t c h i t o n b u t n o n e shows o n preserved 

p a r t ) ; rerebraces; c l o a k ove r shoulders ; shea thed s w o r d at 

side; h o p l i t e sh i e ld o n left a r m . M i s s i n g : a l l b e l o w t h e h ips . 

C o r s l e t : r i g h t w a r d key o n c h e s t b a n d ; c r e n e l a t i o n o n be l t ; 

rays, c r e n e l a t i o n rays o n sk i r t - f laps . Rerebraces: f r o n t a l 

" m o n k e y - m a s k s " (or gorgone ia ) a n d sp i ra l complexes . Re­

l i e f - c o n t o u r : t h r o u g h o u t preserved p a r t o f f igure except 

f r o n t h a i r , chape . N o r e d (ba ld r i c n o t s h o w n ) . 

T h i n n e d glaze is used i n t h i s p i c t u r e o n l y fo r Sarpedon ' s 

h a i r , a n d t h a t is n o t v e r y t h i n . T h e m u s c u l a t u r e is i n 

re l ie f - l ine , a n d t h e let ters o f t h e i n s c r i p t i o n s are reserved. 

T h e a r t i s t seems firs t t o have reserved a b i l l e t , t h e n f i l l e d 

1. T h e last letter read by D . v o n Bothmer . 
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Figure 1. The Sarpedon cup, side A . 

Figure 2. The Sarpedon cup, foot, side B. 

i n t h e glaze r o u n d t h e let ters la ter (Frel 's o b s e r v a t i o n ) . I d o 

n o t k n o w i f t h i s m e t h o d is used i n a n y o f t h e o t h e r rare 

examples o f reserved l e t t e r i n g i n ear ly red-f igure . Beazley 

m e n t i o n s t h r e e cases ( A R V 2 6, t o p ) ; a mas tos o r m a s t o i d 

f r o m Pe rachora (ibid. 5, n o . 6 "recal ls t h e A n d o k i d e s 

Pa in t e r " ; Perachora I I 351 n o . 3 8 3 1 , f i g . 20, p i . 145); frag­

m e n t s f r o m t h e A c r o p o l i s , pe rhaps f r o m N i c o s t h e n i c a m ­

p h o r a ( A t h e n s A c r . 697; L a n g l o t z p i . 54); s t e m m e d d i s h 

( L o u v r e C A 3062; ARV2 12 n o . 1 1 , " t h e p o t t e r - w o r k 

makes o n e t h i n k o f N i k o s t h e n e s , t h e d r a w i n g , i n some 

p o i n t s , o f ear ly Ps iax") . 

T h i s A k a m a s was n o t t h e s o n o f Theseus b u t t h e son o f 

A n t e n o r w h o figures i n t h e Iliad, b u t , as B o t h m e r p o i n t s 

o u t , was k i l l e d b y M e r i o n e s before S a r p e d o n ( I i . 16, 3 4 2 -

344) . 

Side B . P y r r h i c . F r o m r i g h t : w o m a n t o lef t , r i g h t f o o t 

f o r w a r d ; h a i r i n k r o b y l o s , c h i t o n , h i m a t i o n , f l o w e r i n left 

h a n d . M i s s i n g : c h i n a n d t h r o a t w i t h r i g h t s h o u l d e r , a r m 

a n d h a n d , m u c h o f breast a n d left u p p e r a r m . H a i r - l i n e 

reserved; a l i t t l e i n c i s i o n i n f o r e h e a d locks . R e l i e f - c o n t o u r : 

t h r o u g h o u t preserved p a r t o f f igure , except h a i r , neck , 

b a c k o f h i m a t i o n , h i m a t i o n - w e i g h t s , l o w e r edge o f c h i t o n , 

feet. R e d : h a i r - t i e , f l o w e r o n left (against c h i t o n ) . O n t h e 

f o l l o w i n g t r i a n g u l a r r i m f r a g m e n t , D . v o n B o t h m e r i d e n ­

tifies a r e d pe t a l o f a f l o w e r , o r i g i n a l l y h e l d i n t h e ( n o w 

miss ing) r i g h t h a n d o f t h e female o n l o o k e r . " T h e f r a g m e n t 

j o i n s t h e f r a g m e n t w i t h t h e h e a d o f t h i s w o m a n at t h e 

v e r y edge." ( B o t h m e r ) 

Piper t o left , la rgely mi s s ing . Preserved: feet, r i g h t f o o t 

a d v a n c e d , w i t h l o w e r p a r t o f c h i t o n ; h a n d s p l a y i n g pipes. 

R e l i e f - c o n t o u r : t h r o u g h o u t h a n d s a n d pipes, except for 

t w o o f t h r ee fingers o f r i g h t h a n d a p p e a r i n g above p ipe ; 

o n l o w e r f r a g m e n t , v e r t i c a l edges o f c h i t o n . R e d : possible 

le t te r Σ above pipes, b u t t h i s is d o u b t f u l . 

Y o u n g w a r r i o r d a n c i n g t o left b u t l o o k i n g b a c k t o r i g h t . 

C o r i n t h i a n h e l m e t ( l o w crest) u p o n h a i r ; greaves, s h i e l d 

o n left a r m , spear i n r i g h t h a n d . M i s s i n g : m o s t o f left fore­

a r m w i t h h a n d a n d m u c h o f sh i e ld ; m o s t o f p r o f i l e . Face 

a n d breast m u c h w o r n . R e l i e f - c o n t o u r : t h r o u g h o u t pre­

served p a r t o f f igure except sh i e ld a n d feet. R e d : spear. 
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Y o u t h s t a n d i n g t o r i g h t , left f o o t f o r w a r d , b o t h h a n d s 

ra ised, left h a n d f o r w a r d w i t h f l o w e r ; h i m a t i o n . M i s s i n g : 

t o p edge o f f r o n t h a i r . H a i r - l i n e reserved. O n h i m a t i o n , 

do t s i n g roups o f t h r ee . R e l i e f - c o n t o u r : t h r o u g h o u t , except 

fo r h a i r , r i g h t l i t t l e f inger , reserved f l o w e r i n left h a n d , 

h i m a t i o n - w e i g h t , l o w e r edge o f h i m a t i o n , feet. R e d : w r e a t h . 

T h i n n e d glaze is n o t used i n t h i s p i c t u r e ; m u s c u l a t u r e is 

i n re l ie f - l ine . 

( T h i s cup w i l l be discussed i n c o n n e c t i o n w i t h t h e n e x t . ) 

T H E A C H I L L E S C U P 

G E T T Y 77.AE.20 

F r a g m e n t a r y a n d b a d l y b u r n e d (surface r u i n e d a n d 

d i sco lou red ) 

D i m e n s i o n s ( B o t h m e r ) : 

H . 12.4 c m . 

D : 33.3 c m . 

D . o f f o o t : 12.226 c m . 

D . o f t o n d o : 13.3 c m . 

D . o f c i rc le u n d e r ou t s ide p ic tu res : 17.7 c m . 

Ins ide : Reserved c i rc le b e l o w r i m . T o n d o : w i t h i n re­

served c i rc le , p a l m e t t e , l o t u s - b u d , a n d t e n d r i l c o m p l e x . 

T h e center is m i s s ing . " V e r t i c a l ax is" : t w o l o n g closed 

pa lmet tes w i t h t e n d r i l s r u n n i n g u p beside t h e m a n d b a c k 

aga in t o s u p p o r t i n t h e center o f each side a s m a l l c losed 

p a l m e t t e . I n t h e f o u r co rners are lo tus -buds (or leaves) 

s u p p o r t e d o n side-scrolls. 

O u t s i d e : Reserved c i rc le b e l o w r i m . H a n d l e - c o m p l e x e s 

i d e n t i c a l a n d s y m m e t r i c a l : vo lu te s s u p p o r t a c losed p a l ­

m e t t e u n d e r each h a n d l e , a n d t h e t e n d r i l s rise t o enclose 

Figure 3. The Sarpedon cup, tondo. 

Figure 4. The Sarpedon cup, detail of side A . 

a n d s u p p o r t a n u p r i g h t c losed p a l m e t t e o n each side, t h e n 

d o w n aga in t o enclose a p o i n t e d l o t u s - b u d o r leaf u n d e r 

each . 

Side A . B o d y o f A c h i l l e s . F r o m r i g h t : ma le i n c h i t o n 

a n d h i m a t i o n m o v i n g r i g h t w i t h his h e a d b e n t , h is left 

f o o t f o r w a r d a n d left h a n d d o w n o p e n , h is r i g h t h a n d is 

f o r w a r d h o l d i n g a spear o r staff (v is ib le ove r f o o t ) . T h e t o p 

o f h is h e a d is b a l d o r c l o a k e d (?), t h e rest o f i t is mi s s ing 

w i t h breast a n d shou lde r s . Traces o f r e l i e f - con tou r v i s ib le 

i n m o s t par t s , except feet. R e d : spear o r staff. T h i s f igure 

s h o u l d be P h o e n i x . W o m a n (The t i s ) s t r i d i n g r i g h t , l o o k i n g 

b a c k left w i t h her left f o o t f o r w a r d , her left a r m s t r e t ched 

o u t i n f r o n t a n d he r r i g h t h a n d t o he r h e a d i n m o u r n i n g : 

c h i t o n , c l o a k h u n g ove r he r shou lders a n d uppe r a rms . 

M i s s i n g : her left h a n d , left t h i g h a n d knee w i t h m u c h 

d r a p e r y , a n d he r l o w e r r i g h t leg. T h e c h i t o n s k i r t (outs ide 

a n d i n ) has a p a t t e r n o f do t s i n threes . R e l i e f - c o n t o u r 

seems t raceable o n m o s t o f preserved p a r t except l o w e r 

edge o f c h i t o n a n d feet. R e d : bracele t o n left a r m . 

T h i s is t h e best p reserved f igure . T h e uppe r p a r t ( w i t h 

t h e f r a g m e n t o f Phoen ix ' s back ) keeps its o r ange c o l o u r . 

Bea rded w a r r i o r ( A j a x ) t r u d g i n g t o r i g h t , b e n t f o r w a r d , 

h is left f o o t f o r w a r d , h is left a r m e x t e n d e d f o r w a r d w i t h 

B o e o t i a n sh i e ld a n d spear i n h a n d ; t h e corpse o f A c h i l l e s 

is o v e r his left shou lde r , his h e a d f o r w a r d a n d d o w n . M i s s ­

i n g : m o s t o f A j a x ' s left a r m a n d sh i e ld , m o s t o f A c h i l l e s ' 

h ead . M u c h o f t h e rest is i l l eg ib le . A j a x wears a C o r i n ­

t h i a n h e l m e t ( w i t h o u t crest) u p o n h a i r , corslet ove r s h o r t 

c h i t o n . Greaves . C o r s l e t ; sca le-pat tern o n b o d y , pa t t e rn s 

o n ends o f sh i r t - f laps . A c h i l l e s ' h a i r is d o n e i n zig-zag l ines 

o f t h i n n e d glaze. H e was w e a r i n g a corslet w i t h zig-zags o f 

h e r r i n g b o n e . I c a n n o t m a k e o u t h o w A j a x ' s r i g h t a r m a n d 

A c h i l l e s ' legs were t r ea t ed . S o m e traces o f r e l i e f - c o n t o u r i n 

uppe r p a r t o f A j a x . R e d : his spear. 
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Figure 5. The Sarpedon cup, detail o f side B. 

B e a r d e d f igure ( p r e s u m a b l y Odysseus) , m o v i n g r i g h t . 

Ba reheaded ; h o p l i t e sh i e ld . M o s t o f f igure lost a n d n o 

o t h e r d e t a i l d i s ce rn ib l e , except t h e r i g h t f o r e a r m w h i c h 

seems t o be h e l d f o r w a r d . B e t w e e n Odysseus a n d A j a x is a 

r o u n d e d ob jec t at h e a d leve l , t o o s m a l l for a sh i e ld , w h i c h 

Odysseus m i g h t h a v e been h o l d i n g i n h is r i g h t h a n d . 

Side B . C h a r i o t - h a r n e s s i n g (very f r a g m e n t a r y a n d 

r u i n e d ) . F r o m left : y o u n g cha r io t ee r ( d o t t e d w h i s k e r ) , 

r i g h t f o o t o n g r o u n d , left i n c h a r i o t t o r i g h t , h o l d i n g re ins 

a n d g o a d o r spear. H i m a t i o n ( th ree -do t p a t t e r n o n b o r d e r 

a n d elsewhere) . T h r e e horses are harnessed, a n d b e y o n d 

t h e m s tands a b e a r d e d m a n t o r i g h t i n h i m a t i o n . F r o m 

t h e r i g h t a n a k e d y o u t h b r i n g s u p t h e f o u r t h horse . S o m e 

traces o f r e l i e f - c o n t o u r , especial ly o n t h e cha r io t ee r w h o , 

apa r t f r o m t h e loss o f h is p r o f i l e , is c o m p a r a t i v e l y w e l l 

p reserved . R e d : re ins a n d t race . 

These t w o cups m a k e , i f t h e y were n o t m a d e as, a pa i r . 

T h e y are c e r t a i n l y t h e w o r k o f b o t h t h e same p o t t e r a n d 

t h e same p a i n t e r . T h e d i m e n s i o n s are a l l b u t i d e n t i c a l , 

a n d t h e f o r m o f t h e f o o t , t h e edge reserved w i t h a c o n v e x 

m o u l d i n g , is t h e same. T h e t w o pa lme t t e - complexes i n t h e 

t o n d o s are v a r i a t i o n s o n o n e basic scheme, a n d t h e h a n ­

d l e - o r n a m e n t s are s i m i l a r l y close. T h e figure-styles are 

i d e n t i c a l . P a r t i c u l a r l y c o m p a r a b l e detai ls are t h e prof i les , 

b o t h b e a r d e d a n d beardless, a n d t h e t r e a t m e n t o f A c h i l ­

les' a n d Sa rpedon ' s h a i r , b u t t h e resemblance ex tends 

m o r e genera l ly t o t h e cha rac t e r o f t h e figures a n d t h e 

des ign . T h e s igna tu re o n t h e S a r p e d o n c u p shows t h a t 

t h e p a i n t e r was E u p h r o n i o s . W i t h o u t i t o n e m i g h t h a v e 

2. I n 1979 J. Frel a t t r i b u t e d the Ach i l l e s and Sarpedon cups to Ka-

c h r y l i o n , w h i c h was conf i rmed by H.J . Bloesch. D . v o n Bo thmer tells us 

tha t he a t t r i bu t ed the Ach i l l e s cup to Euphron ios i n 1974. Independent ly 

Figure 6. The Sarpedon cup, detail o f side B. 

t h o u g h t r a t h e r o f O l t o s , a n d i t is fo r c o n s i d e r a t i o n 

w h e t h e r some w o r k h i t h e r t o ascr ibed t o O l t o s is n o t i n 

fact ear ly E u p h r o n i o s . I be l ieve t h a t t h i s is c e r t a i n l y t h e 

case for t h e f ine cup i n L o n d o n w i t h Theseus a n d A n t i o p e 

(E 4 1 ; ARV2 58 n o . 51). T h i s has t h e n a m e o f K a c h r y l i o n 

r e t rog rade o n B . Beazley p o i n t e d o u t t h a t t h e v e r b m i g h t 

have appeared o n t h e m i s s i n g p a r t ; a n d I a m m o s t gra te fu l 

t o R o b e r t G u y for t e l l i n g m e t h a t he has f o u n d a f r agmen t 

i n t h e V i l l a G i u l i a w h i c h supplies i t , t oge the r w i t h t h e 

nose a n d fingers o f a f igure w i t h a f l o w e r . T h e f o o t is los t , 

w h i c h makes c o m p a r i s o n o f t h e p o t t i n g w i t h t h e S a r p e d o n 

a n d A c h i l l e s cups d i f f i c u l t , b u t i t is l i k e l y t h a t a l l t h r ee 

were m a d e b y K a c h r y l i o n w h o w o r k e d w i t h b o t h O l t o s 

a n d E u p h r o n i o s . 2 T h e L o n d o n c u p is p l aced b y Beazley at 

t h e b e g i n n i n g o f O l t o s ' "ea r ly a n d ear ly m i d d l e " cups 

w i t h o u t eyes. These cups are surely a m o n g t h e earliest 

pieces we c a n ascribe t o E u p h r o n i o s a n d seem t o s h o w 

h i m at h is b e g i n n i n g i n close c o n t a c t w i t h O l t o s w h e n t h e 

o l d e r pa in te r ' s s tyle was b e g i n n i n g t o m a t u r e after t h e 

earliest phase o f b i l i n g u a l eye-cups. 

A f l o r a l c o m p l e x i n t h e t o n d o is f o u n d o n cups b y Psiax 

(ARV2 7f. nos . 7 a n d 8) a n d O l t o s (ARV2 58 nos . 53, 63, 

94 a n d pe rhaps 68 l o w e r m i d d l e ) . T h e p i c t u r e o f S a r p e d o n 

c a r r i e d b y Sleep a n d D e a t h is t h e f i rs t w e have . T h e i c o n ­

o g r a p h y is n o t yet t h a t es tab l i shed a l i t t l e la ter b y E u ­

p h r o n i o s h i m s e l f o n t h e N e w Y o r k k r a t e r . I t is i n f l u e n c e d , 

as B o t h m e r has p o i n t e d o u t , b y t h e o l d subject o f A c h i l l e s ' 

b o d y b o r n e f r o m t h e f i e l d ; a t h e m e i t se l f g i v e n u n u s u a l l y 

f u l l t r e a t m e n t o n t h e second M a l i b u cup . 3 

M a r t h a O h l y - D u m m reached the same a t t r i b u t i o n for this cup and for 

L o n d o n Ε 4 1 . 

3. See Bothmer 's i m p o r t a n t remarks i n AA 1976, 511. 
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Figure 7. The Achil les cup, side A . 

Figure 9. The Achil les cup, tondo. 

I I . T W O F R A G M E N T A R Y C A L Y X K R A T E R S 

G E T T Y 77.AE.86 

T w o f ragments o f a large c a l y x - k r a t e r , t h e larger m a d e u p 

o f t e n sherds, t h e o t h e r a s i n g l e t o n . 

Large r f r a g m e n t : 

L : 16.2 c m . 

Η ( f r o m r i m t o t o p ) : 12.5 c m . 

Τ ( i m m e d i a t e l y b e l o w r i m ) : 0.8 c m . , 

(at b o t t o m o f f ragments ) : 0.5 c m . 

Ins ide : b e l o w b l a c k r i m , reserved b a n d : 0.6 c m . w i d e ; 

8.7 c m . b e l o w is a n o t h e r reserved s t r ipe : 0.3 c m . w i d e . 

O u t s i d e : R i m , u p p e r register c o n v e x , b l a c k : 2.5 c m . : 

L o w e r register, f l a t : 4.0 c m . ; red-f igure p a l m e t t e - b a n d . 

U p w a r d - p o i n t i n g e igh t - l ea f p a l m e t t e enc losed b y t e n d r i l s 

o n w h i c h i t rests. These t e n d r i l s c u r l a r o u n d , e n c l o s i n g 

reserved circles, a n d rise t o vo lu te s f r o m w h i c h h a n g u n -

Figure 8. The Achil les cup, side B. 

Figure 10. The Achil les cup, from below. 

enc losed e ight - leaf pa lmet t e s . O n e o f these is g i v e n b y a 

smal le r f r a g m e n t . H : 5.0 c m . Step at t h e b o t t o m o f t h e r i m 

is reserved. 

A t h e n a . She is l o o k i n g left w i t h her left a r m s t r e t ched 

o u t t o t h e r i g h t w i t h aegis w h i c h conceals he r h a n d . A t t i c 

h e l m e t , n o cheek-pieces, l o w crest, r evea l i ng her ear (ear­

r i n g ) . Spear o n t h e left , e v i d e n t l y h e l d i n he r r i g h t h a n d at 

a n angle across her b o d y . H e r e y e b r o w , eye w i t h eyelashes 

a n d reserved i r i s , p r o t r u d i n g l ips a n d s m a l l m o u t h are ev i ­

d e n t . Rel ief-dots o n t h e f r o n t o f her h a i r , a r r a n g e d i n 

separated masses w i t h f i n e l y sca l loped edges; f o u r locks o n 

her neck . V o l u t e o n he r h e l m e t , b i l l e t s o n t h e crest-sup­

p o r t . A e g i s : d o t t e d scales u p w a r d ( to lef t ) ; at r i g h t edge 

the re are large red-f igure snakes ( d o t eye, b e a r d ; t w o pre­

served c o m p l e t e l y , t w o p a r t i a l l y ) . 

R e l i e f - c o n t o u r t h r o u g h o u t preserved p a r t . N o d i l u t e 

glaze. R e d fo r i n s c r i p t i o n s h o r i z o n t a l l y t o t h e r i g h t o f he r 
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Figure 11.Two fragments o f a calyx krater. 

Figure 12. Fragment o f a calyx krater. 

h e l m e t . [ΑΘ]ΕΝΑ; r e t rog rade h o r i z o n t a l l y t o t h e r i g h t o f 

t h e aegis ΠΕΡ]ΣΕ)(Σ. ( B o t h m e r ' s r e s t o r a t i o n , w h i c h is n o 

d o u b t c o r r e c t ) . 4 

T h i s is c e r t a i n l y b y E u p h r o n i o s a n d is p r o b a b l y r a t h e r 

la te . I t is ve ry close t o A t h e n a o n t h e K y k n o s vase (see 

b e l o w ) , b u t t h i s is even f ine r . 

S I N G L E T O N F R A G M E N T 

H : 5.0 c m . 

T : 0.8 c m . above t o 1.0 c m . b e l o w 

R i d e r t o lef t , h is s h o r t c h i t o n w i t h sca l loped o v e r f o l d 

a n d his left h a n d h o l d i n g t h e re ins a n d t w o spears. Relief-

4. Some specialists o r ig ina l ly t h o u g h t the fragment m o d e r n bu t 

changed their minds later. D . v o n Bothmer tells us tha t he a t t r i bu t ed the 

fragment to Euphron ios i n spring 1976; he is pub l i sh ing his interpre­

t a t i o n o f the subject i n Antike Kunst. T h e same a t t r i b u t i o n was reached 

independent ly by J. Frel . 
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Figure 13. The Kyknos krater, side A . 

c o n t o u r : h a n d ; a l l r o u n d t i n y piece o f b a c k g r o u n d b e l o w 

w r i s t ; n o t for t h i g h . D i l u t e glaze: k n u c k l e s ; fo ld- l ines o n 

t w o areas o f c h i t o n - s k i r t b e t w e e n g roups o f re l ief-folds; 

w a s h o n re ins . R e d : b i n d i n g s a n d ankylai o f spears. I can ­

n o t i n t e r p r e t rel ief- l ines ( three preserved) at t o p r i g h t o f 

f r a g m e n t , h a n g i n g i n f r o n t o f t h e c h i t o n - o v e r f o l d a n d 

e n d i n g j u s t b e l o w i t . 

I t h o u g h t o f m o u n t i n g a c h a r i o t as a n a l t e r n a t i v e possi­

b i l i t y , b u t see B o t h m e r ' s o b s e r v a t i o n s i n n . 5. 

T h i s f r a g m e n t is u n d o u b t e d l y b y E u p h r o n i o s a n d is 

r a t h e r la te . A t t r i b u t i o n a n d i n t e r p r e t a t i o n are b o t h due t o 

B o t h m e r . 5 

I I I . T H E K Y K N O S K R A T E R 

A n o n y m o u s l o a n 

D i m e n s i o n s ( B o t h m e r ) : 

H : 45.0 c m . 

D : 55.1 c m . 

D . o f t h e f o o t : 29.5 c m . 

R i m : B a n d o f seven-leaved pa lmet tes w i t h o u t r ibs , al ter­

n a t e l y u p a n d d o w n , as o n 7 7 . A E . 8 6 . T h e h a n g i n g ones 

d e p e n d u n e n c l o s e d f r o m vo lu t e s w h i c h c u r l a r o u n d t o 

s u p p o r t a n d enclose t h e u p r i g h t ones. R e l i e f - c o n t o u r 

t h r o u g h o u t . 

5. D . v o n Bo thmer tells us, " T h e three vert ical relief lines cou ld be the because o f the two lines for both thighs near the left hand . A t t r i b u t e d by 

tassels o f a scabbard. 1 took the figure to be a r ider , not a charioteer, me i n 1976." 
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Figure 14. The Kyknos krater, side B. 

Figure 15. The Kyknos krater, detail o f side A . 

C u l : A . D o u b l e p a l m e t t e a n d l o t u s - c h a i n , t h r ee loops 

b e t w e e n pa lme t t e s ( w i t h o u t r ibs) a n d t w o b e t w e e n lotuses; 

B . enc losed r i b b e d pa lmet te s t o r i g h t ( o n l y o n e preserved) . 

S ide A . L o w e r legs a n d feet o f f igure i n l o n g c h i t o n h u r ­

r y i n g t o r i g h t w i t h left f o o t f o r w a r d , o n l y h is toes o n r i g h t 

o n g r o u n d . R e l i e f - c o n t o u r t h r o u g h o u t except l o w e r edge 

o f c h i t o n a n d toes o f left f o o t . 

H e r a k l e s . H e is l e a n i n g s h a r p l y f o r w a r d w i t h h is r i g h t 

leg e x t e n d e d b a c k across f igure 1, h is left a r m f o r w a r d w i t h 

B o e o t i a n sh i e ld , a n d h is r i g h t a r m raised a n d t h r u s t i n g 

d o w n w i t h a spear w h i c h crosses h is face a n d enters K y k ­

nos ' r i g h t t h i g h . H e wears a s h o r t c h i t o n , e x p o s i n g sex, 

a n d o v e r i t a l i o n - s k i n w i t h t h e jaws e n c l o s i n g face, w i t h 

b e l t a n d b a l d r i c ove r i t . R e l i e f - c o n t o u r t h r o u g h o u t , except 

fo r t h e r i g h t t h u m b a n d m o s t o f t h e l i o n - s k i n paws . D i l u t e 

glaze: l ines o n t h e r i g h t h a n d , left knee , ins ide o f t h e l i o n -

s k i n p a w . W a s h : t h i c k o n ou t s ide o f l i o n - s k i n , s t reaky a n d 

t h i n o n ins ide o f s h i e l d . R e d : b a l d r i c ; Λ Ε Α Γ Ρ Ο Σ Κ Α Λ Ο Σ 

i n t w o l ines b e t w e e n legs. 

K y k n o s falls t o r i g h t across cen te r , w i t h h is r i g h t leg 

b e n t u p , f o o t o f f g r o u n d o u t t o t h e left ; his left leg is 

d o u b l e d u n d e r h i m ; h is foo t so le is v i s ib l e b e h i n d h is b u t ­

t o c k , a n d h is r i g h t e l b o w is b e n t u p as he d r aws his s w o r d 

h a l f o u t o f t h e s cabba rd . T h e left e l b o w is b a c k a n d u p 

w i t h t h e s h i e l d ( largely los t ) ; his t o r s o a n d face are f r o n t a l . 

H e wears a s h o r t c h i t o n e x p o s i n g sex w i t h scale-corslet 

ove r i t a n d l i o n s o n t h e shoulder - f laps ; greaves ( the calf-

v o l u t e o f t h e v i s ib l e r i g h t greave ends i n a snake's head) ; 

a n d doub le -c res ted C o r i n t h i a n h e l m e t u p o n h a i r . Relief-

c o n t o u r : t h r o u g h o u t except h a i r . D i l u t e glaze: w a s h u n d e r 

w a v y b l a c k l ines o f h a i r a n d b e a r d , a n d o n i n t e r i o r o f 

sh i e ld ( w h i c h has a s t r i p e x t e n d i n g t h e l i n e o f t h e a r m -

l o o p , suggest ing t h a t i t was o f h o p l i t e t y p e : c o n t r a s t H e r a ­

kles ' ) . R e d : b a l d r i c ; b l o o d f r o m t h e w o u n d i n t h e t h i g h 

( the spear-head was d r a w n e n t i r e i n re l ie f - l ine before t h e 

r e d was added) ; Κ Υ Κ Ν Ο Σ r e t r o g r a d e above t h e head . 

B e h i n d h i m A r e s advances ( m u c h los t ) . T h e left a r m is 

e x t e n d e d w i t h B o e o t i a n sh i e ld (device: o u t l i n e g o r g o n e i o n , 

snake -wrea thed , b e t w e e n s i l h o u e t t e l i o n s , t o t h e left 

above , t o t h e r i g h t b e l o w , ups ide d o w n ) ; h is r i g h t h a n d is 

ra ised above his h e a d w i t h h o r i z o n t a l spear. H e wears a 

C o r i n t h i a n h e l m e t u p o n h is h a i r , a corslet ove r h is s h o r t 

c h i t o n a n d greaves. R e l i e f - c o n t o u r : t h r o u g h o u t except fo r 

h a i r . D i l u t e glaze: eyelashes; muscles o n r i g h t a r m . R e d : 

b a l d r i c ; ΑΡΕΣ r e t rog rade ove r t h e spear. 

B e h i n d A r e s s tands A p h r o d i t e , q u i t e s t i l l , i n l o n g 

c h i t o n a n d h i m a t i o n . H e r r i g h t h a n d is ra ised as t h o u g h 

h o l d i n g a f l o w e r b u t n o n e is s h o w n . R e l i e f - c o n t o u r : 

t h r o u g h o u t except fo r h a i r ( inc i sed o u t l i n e ) . D i l u t e glaze: 

w a v y l i n e o n c h i t o n . R e d : d o u b l e h a i r - b a n d ; snake-brace­

let o n he r r i g h t a r m ; ΑΦΡΟΔΙΤΕ re t rog rade i n f r o n t o f her 

face ( b r o k e n b y her r i g h t w r i s t b e t w e e n I a n d T ) . 

I n t h e cen t re o f t h e c o m p o s i t i o n A t h e n a advances r i g h t 

t o p r o t e c t H e r a k l e s f r o m A r e s . H e r l o w e r p a r t is la rgely 

h i d d e n b y He rak l e s a n d K y k n o s , b u t he r h a n d is t h e 

cen ter a n d she d o m i n a t e s t h e p i c t u r e . She str ides f o r w a r d , 

her r i g h t leg is b a c k , a n d her left h a n d is e x t e n d e d w i t h 

t h e aegis m u f f l i n g he r h a n d . H e r r i g h t h a n d is ra ised w i t h 



Euphronios at the Getty 31 

Figure 16. The Kyknos krater, detail of side A . 
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Figure 17. The Kyknos krater, detail o f side A . 
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Figure 18. The Kyknos krater, detail of side A . 
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a spear i n d o w n w a r d t h r u s t . She wears a n A t t i c h e l m e t 

w i t h a l o w crest, w i t h l o n g c h i t o n a n d aegis ove r i t . T h e 

aegis bears a g o r g o n e i o n a n d is f r i n g e d a l o n g its h a n g i n g 

edge w i t h red-f igure snakes. T h e far edge w i t h t h e i n t e r i o r 

is n o t s h o w n . R e l i e f - c o n t o u r : t h r o u g h o u t except fo r f r o n t 

h a i r . D i l u t e glaze: n o s t r i l ; l ines o n her r i g h t a r m . R e d : 

Α Θ Ε Ν Α u n d e r spear; Ε Υ Φ Ρ Ο Ν Ι Ο ! ΕΓΡΑΦΣΕΝ i n t w o 

l ines u n d e r i t . 

B o t h m e r adds: ' T h e heel o f t h e l e f t - h a n d f igure ( A r t e ­

mis?) is o f f t h e g r o u n d . H e r a k l e s has a shea thed s w o r d . 

T h e crest o f K y k n o s is t ransverse , pe rhaps t w o half-crests? 

H i s left a r m is b e n t at t h e e l b o w . L i o n s o n cross-piece o f 

s cabba rd . T h e eyes are t u r n e d u p ( d y i n g ) , w r i n k l e s at t h e 

n o s t r i l s , c r e n e l a t i o n o n t h e breas t -s t rap. T h e r e is d i c i n g 

o n t h e c res t - suppor t . A p h r o d i t e has a c r e n e l a t i o n - p a t t e r n 

o n u p p e r edge o f h i m a t i o n . T h e s igna tu re o f E u p h r o n i o s 

is above t h e spear, i n t w o l ines (stoichedon).',} 

Flora l s : B e h i n d A p h r o d i t e is a cross o f u n e n c l o s e d pa l ­

met tes w i t h enc losed ones i n t h e corners ; o n t h e o t h e r 

side a smal le r des ign w i t h a n enc losed h o r i z o n t a l p a l m e t t e 

at t h e b o t t o m ( the rest is miss ing) . T h e designs o n t h e Sar­

p e d o n k r a t e r are closely s i m i l a r , aga in w i t h t h e b r o a d e r 

c o m p l e x o n t h e r i g h t o f t h e m a i n p i c t u r e . 

S ide B . A t h l e t e t o t h e left h o l d i n g a p i c k i n h is r i g h t 

( a n d n o d o u b t also i n his left) h a n d , across f l o r a l . Relief-

c o n t o u r t h r o u g h o u t t h e preserved p a r t ( r i g h t w r i s t a n d 

h a n d w i t h p i c k ; m o s t o f leg a n d b a c k w a r d left f o o t ) , ex­

cept foo t so le . D i l u t e glaze: l ines o n w r i s t a n d leg. L o w e r 

leg a n d heel t o r i g h t ( o v e r l a p p e d b y b a c k w a r d left leg a n d 

f o o t o f f igure 1). R e l i e f - c o n t o u r : t h r o u g h o u t . D i l u t e glaze: 

l ines o n l o w e r leg. 

Piper t o t h e lef t . S m a l l loose f r a g m e n t w i t h left e l b o w . 

M a i n f r a g m e n t : h e a d t h r o w n b a c k , phorbeia, p ipes , l o n g 

c h i t o n (hands w i t h m o s t o f a rms , f r o n t o f b o d y , l o w e r 

edge o f c h i t o n a n d feet miss ing) . R e l i e f - c o n t o u r t h r o u g h ­

o u t p reserved p a r t , except h a i r ( inc ised) . N o d i l u t e glaze. 

A d d e d r e d for w r e a t h i n his h a i r ( B o t h m e r ) . 

A t h l e t e . O n t h e same f r a g m e n t as last: p a r t o f r i g h t u p ­

per a r m a n d f o r e a r m w i t h h a n d a n d j a v e l i n ; p a r t o f t h e 

r i g h t t h i g h w i t h knee a n d s h i n d i s a p p e a r i n g b e h i n d f igure 

3; b o t h f r o n t a l , b a c k o f h a i r , inc i sed (head f ac ing r i g h t ) . 

O n a n o t h e r f r a g m e n t : f r o n t a l left breast a n d s h o u l d e r 

w i t h a r m a n d h a n d b e n t across breast . R e l i e f - c o n t o u r : 

t h r o u g h o u t , except h a i r . D i l u t e glaze: l ines o n a rms a n d 

t h e leg ( the knee is e l abora t e ly d r a w n i n rel ief- l ines) . " H i s 

h e a d is b e n t d o w n , l o o k i n g t o see w h e t h e r his j a v e l i n is 

s t r a igh t . I n s c r i b e d Α Ν ] Τ Ι Α Σ " ( B o t h m e r ) . 

A t h l e t e t o t h e r i g h t ( o n same f r a g m e n t as t h e last) : p a r t 

o f his r i g h t f o r e a r m a n d his h a n d w i t h t h e j a v e l i n is ev i ­

d e n t . B e l o w , l i n e o n t h e back . R e l i e f - c o n t o u r t h r o u g h o u t . 

R e d : Σ above a r m . 

T h e r e were o n l y these f ive f igures. F o r f igure 4, cf. figures 

b y P h i n t i a s ( a m p h o r a , L o u v r e G 42; ARV2 20 n o . 1; P f u h l 

M u Z f ig . 283) a n d P h e i d i p p o s ( cup , L o n d o n Ε 6; ARV2 166 

n o . 11 ; B o a r d m a n R/. f ig . 8) . 

T h e K y k n o s p i c t u r e is a n e x c e p t i o n a l l y f u l l r e n d e r i n g . I 

d o n o t k n o w a n o t h e r i n w h i c h A p h r o d i t e appears t o sup­

p o r t A r e s o r i n w h i c h A t h e n a is so deeply i n v o l v e d i n t h e 

f i g h t . 6 T h e f igure b e h i n d H e r a k l e s is a p r o b l e m , since he 

has n o regular s u p p o r t e r except A t h e n a . T h e f igure does 

n o t s t a n d s t i l l l i k e A p h r o d i t e b u t hu r r i e s f o r w a r d . I t m i g h t 

be Zeus c o m i n g t o i n t e r v e n e , t h o u g h o n e m i g h t expect 

h i m r a t h e r i n t h e cen ter a n d , as F re l p o i n t s o u t , t h e feet 

are smal ler t h a n Herak l e s ' , t h o u g h I a m n o t sure t h a t t h i s 

is conc lu s ive . I r i s sent b y Zeus w o u l d be a n a l t e r n a t i v e , 

pe rhaps t h e best. O t h e r w i s e I c a n t h i n k o n l y o f a l oca l 

n y m p h , o r c o n c e i v a b l y o f A r t e m i s , u n u s u a l l y s u p p o r t i n g 

Herak le s because K y k n o s h a d o f f ended A p o l l o ; b u t 

n e i t h e r sugges t ion appeals. O n a c u p i n L o n d o n (E 8; 

ARV2 63 n o . 88; S c h e f o l d Heldensagen 137, f i g . 178), O l t o s 

shows A t h e n a a d v a n c i n g o n t h e far left a n d a w o m a n be­

h i n d each o f t h e t w o c o m b a t a n t s . S c h e f o l d suggests t h a t 

these are t h e m o t h e r s o f He rak l e s a n d K y k n o s , a n d t h e 

o n e b e h i n d A r e s c e r t a i n l y l o o k s e lde r ly a n d c a n n o t be 

A p h r o d i t e . A l k m e n e , h o w e v e r , disappears f r o m her son's 

s to ry after h is c h i l d h o o d a n d is m o s t u n l i k e l y t o appear 

here . I t seems possible t h a t O l t o s has m i s u n d e r s t o o d a p ic ­

t u r e l i k e E u p h r o n i o s ' a n d t u r n e d i t i n t o o n e w i t h a n x i o u s 

m o t h e r s , l i k e t h e c o m b a t o f A c h i l l e s a n d M e m n o n . 

T h e c o n f r o n t a t i o n o f t h e rea l M e d u s a - h e a d o n A t h e n a ' s 

aegis w i t h its s i m u l a c r u m i n t h e phobosAmage o n A r e s ' 

sh i e ld is u n u s u a l . (Pheidias ' Pa r thenos b o r e b o t h t h e o r i g ­

i n a l o n her breast a n d t h e s i m u l a c r u m o n her sh ie ld) . 

J a n u a r y - M a y 1980 V i s i t i n g S c h o l a r 

T h e J. Pau l G e t t y M u s e u m 

P O S T S C R I P T 

T h e f r a g m e n t i n t h e V i l l a G i u l i a , a d d e d t o t h e c u p L o n ­

d o n E41 b y R . G u y , c o n t a i n i n g t h e second h a l f o f K a c h r y l -

ion ' s s igna tu re ; see a l ready ARV2 1557.1 above . 

P h o t o : R . G u y . 

6. But Bo thmer compares the C h a m a y hyd r i a i n Geneva to w h i c h 

ARV2 35.18 (Louvre C p 11090) belongs. 
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A Clazomenian Sarcophagus in Malibu 

R. M . Cook 

A f t e r m o r e t h a n f i f ty years o f s t a g n a t i o n , t h e s tock o f 

C l a z o m e n i a n sa rcophag i i n A m e r i c a n col lec t ions—as far 

as I k n o w them—has n o w increased f r o m f o u r t o s ix . 1 O n e 

o f t h e n e w c o m e r s is a sarcophagus i n M a l i b u (figs. 1, 3 - 4 , 

6, 8 -10) , w h i c h J. F re l has k i n d l y asked m e t o p u b l i s h 

here . W i t h his he lp I give a d e s c r i p t i o n o f i t . 

I n v . n o . 7 7 . A E . 8 8 ( G . 2 1 A ) . 2 Face a n d b o x . 221.5 c m , 

w i d t h o f face at h e a d 101 c m , w i d t h o f face at f o o t 73 c m , 

h e i g h t (face t o base) at h e a d 60 c m , h e i g h t at f o o t 47 c m . 

O r i g i n a l w e i g h t a b o u t 450 k g ( r o u g h l y Vi t o n A m e r i c a n o r 

9 c w t B r i t i s h ) . 3 

C l a y , coarse a n d l i g h t i s h b r o w n ( b u t r a n g i n g f r o m red-

d i s h t o grey) . S l i p ( o n uppe r surface a n d edges o f face), 

t h i c k a n d c r eamy w h i t e . P a i n t , b l a c k i s h t o r ed . S o m e 

traces o f w h i t e a n d p u r p l e fo r i n n e r detai ls o f b l ack - f igu re 

p a r t s . 4 B lack- f igu re s ty l e 5 fo r m a i n fields o f headpiece a n d 

u p p e r panels ; r e se rv ing style fo r m a i n f i e ld o f l o w e r p a n e l 

a n d i n foo tp iece . 

Headpiece. H o p l i t e d u e l w i t h t w o - h o r s e c h a r i o t o n each 

side: f lowers i n f i e l d . A b o v e : m e a n d e r cross a n d q u i n c u n x 

( t w o deep) b e t w e e n square a n d f o u r . B e l o w : b r o k e n 

m e a n d e r b e t w e e n square a n d f o u r . ( f ig . 3) 

Upper Corner Strip. M e a n d e r cross a n d q u i n c u n x ( t w o 

deep). 

1. Berkeley 8/3430—early eccentric (F.15); Boston 59.333 (formerly 

Wellesley Col lege)—Hanover painter (C.5) ; Boston 0 4 . 2 8 5 — A l b e r t i n u m 

group, early (G.9) ; N e w Y o r k 21 .169 .1—Albe r t i num group, early (G.23); 

and now besides the sarcophagus publ ished here Chape l H i l l 

77.25.1—Borell i painter ( B . 3 A ) . The re was also a seventh sarcophagus o n 

the market i n A m e r i c a i n 1979—Albe r t i num group ( G . 3 6 A ) . 

2. Th i s and similar numbers are those o f the catalogue i n my general 

s tudy, Clazomenian Sarcophagi, w h i c h is i n the press. Reasons for some of 

the more peremptory assertions i n this paper are given there. 

3. I am indebted to the Conse rva t ion Depa r tmen t o f the J. Paul Ge t ty 

M u s e u m for this ca lcula t ion o f the weight . I t was ob ta ined by careful 

measurements to ascertain the quan t i t y o f f ired clay i n the sarcophagus 

and by weighing loose fragments to ascertain the specific gravi ty o f tha t 

clay. 

4. T h o u g h these colours are wel l preserved o n the gr i f f in o f fig. 4, they 

are faint o n the m a i n scene of the headpiece: f ig. 7, f rom B e r l i n I n v . 3145 

(G.28) w h i c h is by the same painter , shows wha t the M a l i b u hoplites 

looked l ike o r ig ina l ly . 

5. T h e style is black-figure, t h o u g h i n the conven t iona l sense of tha t 

t e rm the technique is no t , since pain ted wh i t e lines are used instead of 

inc is ion . 

Figure 1. Clazomenian sarcophagus. M a l i b u , Get ty Museum, 

77.AE.88. 



Figure 2. Clazomenian sarcophagus. Berl in , Staatliches Museen, inv . 3347. 
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Upper Panel G r i f f i n . A b o v e : chequers . B e l o w : h o o k 

m e a n d e r b e t w e e n square a n d f o u r . ( f ig . 3) 

Sidepiece. C a b l e a n d p a l m e t t e . 

Lower Panel. G o a t . A b o v e : chequers . B e l o w : o n left , al ter-

n a t i n g do t s ; o n r i g h t , square a n d fou r . 

Lower Corner Strip. M e a n d e r . 

Footpiece. P a n t h e r , goat , p a n t h e r . 

Outer Edge. Egg a n d d a r t ( a l t e rna te eggs v o i d ) , ( f ig . 8) 

Inner Edge. M e a n d e r a n d star ( the star o m i t t e d at t h e 

f o o t ) . 

Box outside. U n p a i n t e d . ( f ig . 10) 

Box inside. R o u g h l y d a u b e d w i t h d a r k p a i n t . 

N e a r l y a l l t h e C l a z o m e n i a n sa rcophag i t h a t are o f n o r ­

m a l size a n d shape, a n d o w n e d b y museums ou t s ide T u r ­

key a n d Greece , have been f o u n d a n d m a r k e t e d t h r o u g h 

p r i v a t e en te rp r i se . 6 F o r t r a n s p o r t i t has been easier a n d , at 

least t i l l v e ry r ecen t ly , n o r m a l t o d i s ca rd t h e u n d e c o r a t e d 

b o x . 7 I n genera l purchasers are n o t m u c h upset b y t h i s 

p rac t i ce , since t h e b o x has n o a r t i s t i c appea l a n d a de­

t a c h e d face c a n be e x h i b i t e d m o r e c o n v e n i e n t l y i n a gal­

le ry w h e r e space is s h o r t . So t h e M a l i b u sarcophagus is 

u n u s u a l i n its comple teness , t h o u g h its shape is u sua l 

e n o u g h . 

T h e face (f ig . 1) is t r apezo ida l , w i t h t h e headpiece deeper 

f r o m o u t e r t o i n n e r edge t h a n t h e sidepieces o r foo tp iece , 

a n d t h e sidepieces c o r r e s p o n d i n g l y t a p e r i n g t o w a r d s t h e 

foot—devices t o give greater i m p o r t a n c e t o t h e head . T h e 

s m a l l p r o j e c t i o n s at t h e i n n e r co rners o f t h e face, w h i c h 

f i rs t appeared w h e n t h e p a i n t i n g o f sa rcophag i was b e c o m ­

i n g s o p h i s t i c a t e d , 8 are also n o t f u n c t i o n a l b u t deco ra t i ve 

i n pu rpose . T h e b o x (f ig . 10) is, i n c o n t r a s t , c l u m s i l y u t i l i ­

t a r i a n . S ince t h e face is c o n s i d e r a b l y w i d e r t h a n t h e wa l l s , 

i ts edges p ro j ec t above t h e m except at t h e ou t s ide o f t h e 

f o o t . T h e o p e n space s u r r o u n d e d b y t h e face h a d t o be 

large e n o u g h fo r a f a i r l y decorous i n s e r t i o n o f t h e corpse, 

b u t t h e b o t t o m o f t h e b o x d i d n o t need t o be m u c h larger 

t h a n t h a t corpse a n d t o save m a t e r i a l , a n d perhaps 

w e i g h t , t h e wal l s o f t h e b o x shelve i n w a r d s t o t h e b o t t o m , 

except aga in at t h e f o o t . F o r these a n d o t h e r reasons o n e 

m a y infer t h a t t h e ou t s ide o f t h e b o x was n o t m e a n t t o be 

seen a n d t h a t at some t i m e t h e sarcophagus was expec ted 

t o be s t o o d u p r i g h t , w h e t h e r i n t h e w o r k s h o p o r t h e pu r -

6. I t seems tha t there was official permission for the excavat ion i n 

Rhodes about 1867 o f L o n d o n 63.3-30.2 ( H o p k i n s o n painter , H.4) and 

at Clazomenae i n 1892 o f Louvre C A 460 bis (Dennis painter , D.3) and 

C A 460 ( A l b e r t i n u m group—middle , G.31) . A l l three have kept the 

whole or most o f the box . 

7. Exceptions, besides the M a l i b u specimen, are t w o sarcophagi 

recently o n the market (Hanover painter , C.2 and an early eccentric, 

F . 1 A ) , Leyden 1.1896/5.1 and O x f o r d 1911.267 (bo th early eccentrics, 

F . l and F.9), and Cambr idge GR.7.1902 ( H o p k i n s o n painter , H .5 ) ; there 

are also considerable remains o f the box o f Louvre C A 244a ( A l b e r t i n u m 

Figure 3. Detai l of headpiece. M a l i b u . 

chaser's house , t h o u g h n o t i n t h e p ro thes i s (as for a w h i l e 

was supposed) . I n t h e grave, o f course, i t was l a i d f la t i n a 

t r e n c h , usua l ly w i t h a slab o r slabs o f s tone as a l i d , a n d 

cove red—to judge b y excava to r s ' o b s e r v a t i o n s — w i t h a 

m o u n d o f e a r t h a n d stones. 

B y t h e style o f its d e c o r a t i o n t h e sarcophagus i n M a l i b u 

be longs t o t h e A l b e r t i n u m g r o u p a n d — I t h i n k — t o its late 

stage, w h i c h t e n t a t i v e l y I p u t i n t h e 470's B . C . o r n o t m u c h 

ear l ier . T h i s g r o u p , w h i c h a l m o s t m o n o p o l i s e d t h e p r o ­

d u c t i o n o f C l a z o m e n i a n sa rcophag i i n t h e ear ly f i f t h cen­

t u r y , is a large o n e c o m p r i s i n g so far m o r e t h a n s ix ty 

examples , m o s t o f t h e m a p p a r e n t l y p a i n t e d b y t h e same 

p a i n t e r as t h a t i n M a l i b u . I t m a y be t h o u g h t t h a t t h i s i m ­

plies a n i m p r o b a b l y h i g h ra te o f s u r v i v a l , since t h e Brygos 

p a i n t e r for ins tance , w h o was ac t ive ove r m u c h t h e same 

p e r i o d , has at present o n l y f o u r t imes as m a n y po ts a n d 

i n d e p e n d e n t f ragments t o h is c r ed i t a n d po t s are m u c h 

smal ler t h a n sa rcophag i ; o n t h e o t h e r h a n d n o class o f an­

c i en t ar t i facts h a d a be t t e r chance o f p r e s e r v a t i o n t h a n 

c lay sa rcophag i , m a d e o n l y t o be b u r i e d a n d useless for 

a n y o t h e r p u r p o s e , 9 a n d I d o u b t i f t h e s ix ty o d d sar­

c o p h a g i o f t h e A l b e r t i n u m w o r k s h o p need represent as 

m u c h as f o u r pe rcen t o f its o r i g i n a l o u t p u t . 

T h e system o f d e c o r a t i o n o f t h e M a l i b u spec imen is 

t y p i c a l o f t h e m o r e modes t b l a c k - f i g u r e d sa rcophag i o f t h e 

painter—late, G.14) and o f a t h i r d recent ar r iva l o n the market (Alber ­

t i n u m painter—early, G . 1 5 A ) . T h e last t w o sarcophagi and tha t i n 

M a l i b u had heavy boxes; the Hanove r painter 's is o f moderate size; b u t 

the boxes o f the other four are small . T h a t four o f these eight are recent 

addi t ions to the k n o w n stock o f sarcophagi is ins t ruct ive . 

8. T h e preceding sarcophagi are of wha t I call the Monas t i r ak ia class. 

Several of t hem are listed and some i l lus t ra ted i n Anadolu x , 179-92. 

9. T h e y migh t , I suppose, have served as t roughs, i f they were no t 

cracked or b roken ; b u t the on ly reuse of w h i c h I k n o w is o f the fragment 

Br i t i sh M u s e u m 86.3-26.5-6 ( D . l ) as a b u i l d i n g b lock ( A D i , p . 34). 
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Figure 4. Gr i f f i n , detail of left side. M a l i b u . 
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1 ι ι 1 1 — ι 

Figure 5. Gr i f f in , drawing after detail o f Ber l in inv . 3348. 

Figure 6. Goat , detail of left side. M a l i b u . 

A l b e r t i n u m p a i n t e r , especial ly i n his la ter stage. So t o o is 

t h e r e p e r t o r y o f figures a n d o r n a m e n t s , except t h a t t h e 

m e a n d e r cross a n d q u i n c u n x occurs—so far as I k n o w — o n 

o n l y o n e o t h e r o f h is w o r k s , Le ipz ig T . 3 3 3 8 ( G . 1 0 ) , a n d 

t he r e i t is n o t o n t h e face p r o p e r b u t its i n n e r edge. Y e t 

t h o u g h his c o m p o n e n t s were genera l ly s t anda rd i sed , t h e 

A l b e r t i n u m p a i n t e r seems t o have been careful t o v a r y his 

se lec t ion o f t h e m f r o m o n e sacrophagus t o a n o t h e r , 

especially i n t h e uppe r fields o f t h e face—headpiece, uppe r 

c o r n e r s t r ips , a n d uppe r panels . A m o n g some f o r t y b l ack -

f i gu red m a i n fields o f headpieces t h a t I h a v e c o m e across, 

Figure 7. Hopl i te , detail of Ber l in inv . 3145. 

Figure 8. Outer edge. M a l i b u . 

Figure 9. Inner edge. M a l i b u . 

t he r e is o n l y o n e ins tance o f exact r e p e t i t i o n o f f igures— 

o n I s t a n b u l 1354 a n d 1352 ( G . 3 2 a n d 33). H e r e i t is i n ­

s t r uc t i ve t o c o m p a r e t h e M a l i b u e x a m p l e w i t h B e r l i n I n v . 

3347 ( G . 2 1 : f i g . 2 ) , 1 0 w h i c h is o f m u c h t h e same da te a n d 

size. B o t h have a d u e l o f hop l i t e s a n d f l a n k i n g char io ts—so 

a l ike o n t h e t w o sa rcophag i t h a t t h e y l o o k a lmos t as i f 

p r i n t e d f r o m t h e same b l o c k s . B u t o n t h e B e r l i n headpiece 

t h e duel l i s ts have t h e c o m p a n y o f a f a l l en h o p l i t e a n d 

t h e c h a r i o t s o f i r r e l e v a n t dogs; f u r t h e r , t h e d r ive r s wear 

scarves, a n d in s t ead o f o n e o f t h e f lowers we h a v e a b i r d . 

T h e r e are v a r i a t i o n s t o o i n t h e s u p p o r t i n g b a n d s o f o r n a -
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m e n t s , t h o u g h except at t h e b o t t o m o f t h e uppe r panels 

t h e d e c o r a t i v e emphas is h a r d l y differs . 

T h e subject o f these t w o headpieces appears t o be o n e 

f a m i l i a r i n A r c h a i c G r e e k ar t—a h e r o i c d u e l w i t h t h e 

c o m b a t a n t s ' c h a r i o t s close as h a n d . T h i s was e v i d e n t l y i n ­

t e n d e d o n t h e headpiece o f a sarcophagus p a i n t e d a gene­

r a t i o n ear l ier b y t h e H a n o v e r p a i n t e r ( H a n o v e r 1897.12; 

C . 4 ) , 1 1 since t he re o n e o f t h e duel l i s t s s t i l l has a f o o t i n 

his c h a r i o t . B u t t h e A l b e r t i n u m p a i n t e r , especial ly i n his 

la ter w o r k , t ends for his c o m p o s i t i o n s t o j u x t a p o s e s tock 

u n i t s w i t h effects w h i c h , t h o u g h d e c o r a t i v e , d o n o t neces­

sar i ly m a k e c o h e r e n t sense; a n d so t h e coherence o f t h e 

subject here m a y be m o r e f o r t u i t o u s t h a n de l ibe ra te . 

M u s e u m o f Class ica l A r c h a e o l o g y , 

C a m b r i d g e 

N O T E O N T H E C O N S E R V A T I O N O F 

T H E S A R C O P H A G U S 

T h e sarcophagus was reassembled i m m e d i a t e l y after its 

d i s cove ry . T h i s f i rs t a t t e m p t was c o n c e i v e d as a t e m p o r a r y 

e f for t , hence t h e j o i n s were imprec i se a n d t h e ma te r i a l s 

used were n o t t h e m o s t a p p r o p r i a t e . T h e sarcophagus was 

p u t t oge the r w i t h t w o d i f fe ren t e p o x y resins a n d w i t h 

r i d g e d , c o n s t r u c t i o n - g r a d e steel bars for d o w l i n g . These 

ma te r i a l s were r e m o v e d t o a l i m i t e d e x t e n t , b u t t h e deci­

s i o n was m a d e t o leave t h e f i rs t r e c o n s t r u c t i o n a lone a n d 

t o f i n i s h t h e piece accep t ing t h e imper fec t j o i n s r a t h e r 

t h a n r i sk a b r e a k . 

T h e present c o n s e r v a t i o n i n c l u d e d f i l l i n g t h e large miss­

i n g areas, c o n s o l i d a t i o n o f t h e p a i n t e d surface, a n d a r t i s t i c 

r e i n t e g r a t i o n . A special ly m o d i f i e d e p o x y res in was chosen 

fo r t h e f i l l s , w i t h t h e a d d i t i o n o f l i g h t - w e i g h t s y n t h e t i c 

f i l l e r . T h e large fi l ls also i n c l u d e d bars o f r i g i d p o l y ­

e t h y l e n e f o a m for f u r t h e r r e d u c t i o n o f w e i g h t . These fi l ls 

are easily revers ib le , e i t he r m e c h a n i c a l l y o r b y a p p l i c a t i o n 

o f hea t . T h e i r a d d i t i o n increased t h e w e i g h t o f t h e sar­

cophagus o n l y a b o u t 2V2 per cen t . T h e c o n s o l i d a t i o n o f 

t h e clay b o d y was m a d e w i t h o r g a n o f u n c t i o n a l s i lane. 

T h i s was chosen because i t da rkens t h e n a t u r a l c o l o r o f 

t h e surface less t h a n t r a d i t i o n a l p r o d u c t s for c o n s o l i d a ­

t i o n . T h e a r t i s t ic r e i n t e g r a t i o n was m a d e b y p a i n t i n g w i t h 

wa te r so lub le ac ry l ic co lors ove r t h e w h i t e ac ry l i c f i l l s . T h e 

t e c h n i q u e carefu l ly d i s t ingu ishes t h e res to red sect ions 

f r o m t h e o r i g i n a l sect ions, w h i l e p r o v i d i n g a r t i s t i c i n t eg ­

r i t y t o t h e surface. 

Z d r a v k o B a r o v 

T h e J. Pau l G e t t y M u s e u m 

10. A D i i , p i .27.2. T h e leng th o f the face is 221 c m and the w i d t h 103 

c m . at the head and 72 cm. at the foot . A s R. Z a h n observed long ago 

(Jdl 1908, 178-9), this sarcophagus is very close to Be r l i n I n v . 3348 

(G.29), a gr i f f in f rom w h i c h is shown i n fig. 5 for compar ison w i t h one o n 

the M a l i b u sarcophagus (fig. 4). 

11. AD i i , pl .27.3. 

Figure 10. Side view. M a l i b u . 
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Coroplastic Workshops at Tar as: 
Marked Moulds of the Late Classical Period 

Bonnie M. Kingsley 

T h e Ta ren t ine s o f S o u t h I t a l y were a m o n g t h e earliest o f 

G r e e k coroplas ts t o insc r ibe t h e i r names , 1 spel led i n f u l l 

o r a b b r e v i a t e d , o n t h e backs o f t h e m o u l d s w h i c h were 

t h e i r s tock i n t r a d e . 2 F o u r t e r r a c o t t a m o u l d s f r o m Taras i n 

t h e J. Pau l G e t t y M u s e u m bear t h e m a r k s o f f ive m e n w h o 

are f a m i l i a r f r o m t h e studies o f D e o n n a , W u i l l e u m i e r a n d 

o the r s : Zopyras , Ra- , D i o n y s i o s , A h a n d L e o n . 3 T h e m a r k 

o f a s i x t h , L y - , has n o t , he re to fo re , been associated w i t h 

t h e p r o d u c t i o n o f t e r raco t tas (figs. 1-4) . 4 

T h e prac t ice o f t o o l i n g let ters i n t o t h e backs o f m o u l d s 

1. I am indebted to the trustees and the staff o f the J. Paul Ge t ty 

M u s e u m for permission to study and to publ i sh the materials. M o u l d s 

nos. 1,2, and 15 have been publ ished i n a museum bookle t , The Terra­

cottas of the Tarentine Greeks, an Introduction to the Collection in the J. Paul 

Getty Museum ( M a l i b u 1976) (cited w i t h o u t footnote i n the text as Kings-

ley). T h e present study owes m u c h to the guidance o f Profs. J.K. A n d e r ­

son, Rona ld S t roud , and D . A . A m y x , w h o directed the dissertation at 

the Un ive r s i t y o f Ca l i fo rn ia , Berkeley (1977) f rom w h i c h i t is d r a w n . I am 

most grateful to Prof. D r . Re inha rd and Frau Er ika Lull ies for their 

careful reading o f the typescript and for their suggestions. I have d r a w n 

insp i ra t ion and prof i t f rom l ively and fr iendly discussions w i t h Frau D r . 

Helga Herdejurgen. T h o u g h we differ i n some o f our conclusions as to 

chrono logy , I am deeply indebted to her meticulous and comprehensive 

research i n the field o f Tarent ine coroplastic art . A b o v e a l l , I must 

acknowledge the generosity o f D o r o t h y Bur r T h o m p s o n i n sharing mate­

rials f rom her files, for her enthusiasm and encouragement, and , even 

more , for her publ ished studies w h i c h have established a model for all 

subsequent w o r k i n the field o f ancient terracottas. 

Frequent ly ci ted publ ica t ions are abbreviated as follows: 

Atti 6 Conv.: Rudiger, i n Atti 6 Convegno di Studi sulla Magna Grecia 1966 

(Naples) 1967). 

Bell: M. Bell, The Terracottas of Morgantina: 400-50 B.C. (diss. Pr inceton 

1971). 

D o r i g : J. D o r i g , " V o n griechischen Puppen," AntK 1 (1958). 

Grabvasen Basel: A . C a m b i t o g l o u , A . D . Trenda l l , and M . Schmid t , Eine 

Gruppe Apulischer Grabvasen in Basel (1976). 

Ha rden : Ha rden , " A Series o f Terracottas Representing A r t e m i s , f ound 

a t T a r a n t o , " JHS (1927). 

Herdejurgen: H . Herdejurgen , Die tarentinischen Terrakotten des 6. bis 4. 

Jahrhunderts v. Chr. in Antiken Museum Basel (Mainz 1971). 

Herdejurgen , G M D : Gotter, Menschem und Damonen1 (Basel 1978). 

Higgins: R. Higgins , Catalogue of Terracottas in the British Museum 1 

( L o n d o n 1959). 

w h i l e t h e c lay was s t i l l m o i s t was a d o p t e d at Taras 

s o m e t i m e i n t h e m i d - f o u r t h c e n t u r y B . C . 5 We c a n n o t be 

c e r t a i n t h a t coroplas ts m a r k e d t h e i r o w n m o u l d s ; hence 

t h e t e r m " s i g n a t u r e " is best a v o i d e d . T h e l e t t e r - fo rms cor­

r e s p o n d t o o t h e r i n s c r i p t i o n s f r o m classical Taras . 6 M i n o r 

id iosyncrac ies m a y be due t o such var iables as t h e shape 

o f t h e m a r k i n g i n s t r u m e n t ; r e l a t ive wetness o f t h e c lay; 

difference i n age, d e x t e r i t y , o r l i t e r acy o f t h e persons w h o 

m a d e t h e m a r k s ; o r even t o v a r i a t i o n s i n t h e c i r c u m ­

stances i n w h i c h t h e m o u l d s were m a d e a n d m a r k e d . 

Jeffery: L . Jeffery, The Local Scripts of Archaic Greece ( O x f o r d 1961). 

Let ta: C . Let ta , Piccolo Coroplastica Metapontina (Naples 1971). 

Mollard-Besques: S. Mollard-Besques, Musee du Louvre, Catalogue raison-

nee des figurines et reliefs en terres cuites grecs, itrusques et romaine I I 

(Paris 1963). 

Neutsch: B. Neutsch , "Der Heros auf der K l i n e , " RM 68 (1961). 

Neutsch , Koroplastik: B. Neutsch , Studien zur vortanagraisch attischen 

Koroplastik, Jdl Suppl . 17 (1952). 

Neutsch , Policoro: B. Neutsch , Archaologische Studien und Bodensodie-

rungen bei Policoro in den ]ahren 1959-1964, RM Suppl . 11 (1967). 

Paul: E. Paul, Antike Welt in Ton (Leipzig 1959). 

Poulsen: H . Poulsen, Catalogue des Terres Cuites grecques et romaines 

(Copenhagen 1949). 

Quag l i a t i : Q . Quag l i a t i , 11 Museo Nazionale di Taranto (1932). 

Richter : C M . A . Richter , The New York Metropolitan Museum of Art 

Handbook of the Greek Collection 2 (Cambr idge 1954). 

S m i t h : H . R . W . S m i t h (ed. J.K. Ande r son ) , Funerary Symbolism in Apulian 

Vase Painting (Berkeley 1976). 

Szilagy: "ΠΛΑΤΥΣ," Bulletin du Musee des Beaux-Arts Hongrois (19. . ) 

21-37. 

Tarente: P. Wui l leumier , Tarente des origines ά la conquete romaine (Paris 

1939). 

Troy 3: D . B . T h o m p s o n , Troy, Suppl . 3 (Princeton 1963). 

W i n t e r : F. W i n t e r , Die antiken Terrakotten 111: die Typen der figurlichen 

Terrakotten I (1903). 

2. Neutsch , 163. 

3. Deonna , "Moules Tarentines," Genava 6 (1928) 1-8; 8 (1930) 67-74; 

idem, MonPiot 30 (1929); idem, Acropole (1929) 109-112; Tarente, 394-395 

and prosopography 709-923; Szilagy, 21-37. 

4. N o t u n t i l now attested as a coroplast at Taras, t h o u g h the prefix ap­

pears i n other names o f m e n perhaps associated w i t h the c i ty : Tarente, 

717. 

5. Neutsch , loc. c i t . 

6. Jeffery, 279-284. 
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Figure I. Back o f head m o u l d from the shop of Ly showing 

inscr ipt ion. M a l i b u , 74 .AD.22 . See also figure 5. 

Figure 2. Back o f fragment o f mou ld o f head and torso 

from the shop o f A l and Dionysios showing in ­

script ion. M a l i b u , 74 .AD.53. See also figure 9. 

Figure 3. Back of m o u l d o f bust o f Demeter or Kore from 

the shop of Zopyras, Ra, and La showing inscrip­

t i o n . M a l i b u , 74 .AD.44 . See also figure 13. 

Figure 4- Back o f m o u l d o f seated boy and puppy from the 

shop o f Leon showing inscr ipt ion. M a l i b u , 

7 4 . A D . 2 1 . See also figure 14. 

W i t h o n e e x c e p t i o n , t h e d u c t i o f t h e s t rokes f o r m i n g t h e 

le t ters o f l i k e names appear s i m i l a r . 7 W u i l l e u m i e r n o t e d 

t h a t Ra- a n d L a - m a y h a v e been r e t r o g r a d e . 8 A g a i n s t t h i s 

i n t e r p r e t a t i o n is t h e fact t h a t t h e t h i r d sy l lable o f Z o p y r a s ' 

n a m e o n n o . 11 is w r i t t e n left t o r i g h t . L e o n , o n t h e o t h e r 

h a n d , c o n t i n u e d his m a r k r e t rog rade o n a second l i n e o f 

n o . 16 ( f ig . 4) . 

A few T a r e n t i n e m o u l d m a r k s a l lude t o t h e subjects t o 

be r e p r o d u c e d . 9 T h e m a j o r i t y , h o w e v e r , are l i k e o t h e r p r o ­

per names o c c u r r i n g i n t h e T a r e n t i n e sphere for c i t izens , 

ded ican t s , a n d o t h e r c r a f t s m e n . 1 0 N a m e s spel led i n 

f u l l are usua l ly i n t h e g e n i t i v e . T h e r e t r o g r a d e g ra f f i t i o n a 

m o u l d f r o m Taras , n o w i n B a r i , reads w h e n t h e le t ters are 

reversed: ΦΙΛΟΧΕΝΟ(Υ)Ε(Ι)Μ(Ι). ( " I a m [ t h e p r o p e r t y ] o f 

P h i l o x e n o s " ) . 1 1 I t has been p r o p o s e d t h a t m a r k s w h i c h 

occur i n pa i rs s t o o d fo r g i v e n names a n d p a t r o n y m i c s . 1 2 

Since m o s t o f t h e p a i r e d m a r k s also appear i n d e p e n d e n t l y 

a n d i n some ins tances w i t h i n t r i ads , i t is safer t o assume 

t h a t such c o m b i n a t i o n s represen ted t h e a s soc ia t ion o f t w o 

o r m o r e m e n w i t h i n a s ingle w o r k s h o p . I t is, h o w e v e r , n o t 

at a l l u n l i k e l y t h a t , as D o r o t h y B u r r T h o m p s o n has sug­

gested, m e m b e r s o f a f a m i l y w o r k e d t oge the r , t h e elder 

t r a i n i n g t h e y o u n g e r . 1 3 T h e p r o p o s i t i o n t h a t each dis­

t i n c t i v e m a r k des igna ted o n l y o n e m a n o r h is s h o p is 

s u p p o r t e d b y some t e c h n i c a l af f in i t ies o f pieces t h u s asso­

c ia ted a n d b y e x t e r n a l i n d i c a t i o n s fo r t h e i r c h r o n o l o g y . 

T h e m a r k s have somet imes been t a k e n as ar t i s t s ' s igna­

t u r e s , 1 4 o r t h e pai rs as i n d i c a t i n g o n e m a n ' s r e v i s i o n o f a 

t y p e c rea ted b y a p r i o r c o r o p l a s t . 1 5 M o u l d s p r e s u m a b l y 

were n o t d i sp l ayed t o t h e p u b l i c , n o r d i d t h e y c i r cu l a t e 

7. T h e alpha's o f nos. 3 and 4 differ, and nei ther resembles i n the 

slightest tha t o f no . 2. T h e same letters o n the back o f no . 11, i n Taran to , 

were d r a w n by a remarkably unsteady h a n d , as were the rho's. For fur­

ther discussion, see Szilagy whose pub l i ca t ion reached me t h r o u g h the 

courtesy o f Prof. Lull ies and M i c h e l Squa i tamat t i just as this piece was 

going to press. 

8. Tarente, 394. 

9. Tarente, 394-395. 

10. Tarente, 719-723. 

11. See Neutsch , 163 and n . 54 for a probable four th-cen tury date for 

the m o u l d , cont ra Tarante, 394 and Jeffrey, 280 -281 . 

12. Tarente, 394. Tarent ine graffi t i were no t u n c o m m o n l y w r i t t e n 

retrograde. See Jeffrey, 280-281 and supra n . 11. T h o u g h Ar- was more 

prevalent as a prefix for Tarent ine names, Ra- occurs o n an osc i l lum at 

Bar i and R- o n three others f r o m , or i n , Taranto : Tarente, 722-723. 

13. T r o y 3, 6 1 . A m o n g a large group of fragmentary terracottas f rom 

Taras i n the study col lec t ion o f the Ge t ty M u s e u m are a number o n 

w h i c h the deep impr in t s o n the backs are far too slender to have been 

made by adults. 

14. E . G . , Tro>' 3, 6 1 . 

15. A suggestion o f M a l c o m Bel l . W h i l e the idea is i n t r i g u i n g , so far as 

we can te l l no . 1 w i t h its single mark has been re touched, and other 

Tarent ine moulds , to be treated i n a subsequent study o f coroplasts w h o 

made "Tanagra" figurines at Taras, show no signs o f hav ing been re­

worked t h o u g h they bear the marks o f t w o men . 
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Figure 5. Cavi ty of mou ld (right) and modern cast of head of a female wearing a stephane also i n figure 1. M a l i b u , 74 .AD.22 . 

a m o n g cus tomers fo r f igur ines . T h e m a r k s m u s t the re fo re 

h a v e been signs fo r t h e c o n v e n i e n c e o f t h e c r a f t smen , 

e i the r o f those w o r k i n g w i t h i n a s ingle s h o p o r those en­

gaged i n c o m m e r c e i n m o u l d s . S i m o n e Besques has o b ­

served t h a t t h e m a r k s asserted a n awareness o f t h e va lue 

as c o m m o d i t i e s o f t h e m o u l d s a n d t h e f igur ines t h e y 

p r o d u c e d . 1 6 

T h e fabr ic o f a l l t h e m o u l d s is c o n s i s t e n t l y w e l l - w a s h e d 

a n d h a r d - f i r e d . W i t h i n each piece t h e c o l o r ranges f r o m 

beige t o a pale , r u d d y o range . T h e surfaces a n d c o n t o u r s 

o f t h e backs a l l reflect t h e genera l shapes o f t h e figures t o 

be f o r m e d i n t h e cavi t ies . T h e backs o f m o u l d s nos . 6, 10, 

a n d 11 are i r r egu la r a n d c o v e r e d w i t h t h e i m p r i n t s o f t h e 

co rop las t s ' h a n d s . T h e excess c lay o f nos . 2, 6, a n d 10 was 

t u r n e d u p a r o u n d t h e edges, a n d a n e x t r a w a d a d d e d t o 

n o . 6 t o a l l o w fo r t h e s t ub o f t h e u p l i f t e d r i g h t a r m . T h e 

backs o f nos . 1-4 a n d 16 are s m o o t h e r a n d m o r e n e a t l y 

t r i m m e d . 1 7 

16. Mollard-Besques, x i i . 

17. M r s . T h o m p s o n has observed o f terracottas found i n the A t h e n i a n 

A g o r a tha t progressive care i n f in i sh ing the backs o f moulds is ind ica t ive 

of the i r chronologica l order: Hesperia 31 (1951) 122, 124-125. 

18. For the Ar t emides o f nos. 1 and 15, cf. Harden 's observations o f 

examples f rom Taranto : H a r d e n , 93. For figurines preserved intact w i t h 

W i t h t h e e x c e p t i o n o f t h e r e c l i n i n g h e r o o f n o . 6 a n d o f 

t h e female o f n o . 17, t h e figures p r o d u c e d were m o u l d e d 

o n l y i n f r o n t . T h o s e m a d e f r o m Leon ' s n o . 17 were o b ­

v i o u s l y r o u n d e d . O n t h e b a c k o f n o . 6 are f ive c lay tabs , 

o f t h e sor t w h i c h were af f ixed t o b i n d t w o h a l f - m o u l d s t o ­

gether w h i l e these were se t t i ng a b o u t a p a t r i x . T h e r e are 

n e i t h e r tabs n o r s t r i n g - m a r k s o n t h e edges o f t h e o t h e r 

m o u l d s , a n d t h e i r c o m p a r a n d a , i n c l u d i n g fo r n o . 4 t h e f ig­

ures nos . 5, 7, a n d 8, h a v e o p e n , concave b a c k s . 1 8 T h e re­

verses o f heads a n d torsos o f o t h e r seated, quas i -nude 

f igur ines a p p r o x i m a t e l y c o n t e m p o r a r y w i t h n o . 3 were 

o f t e n h a n d - m o d e l e d , t h e h ips a n d legs left o p e n . 1 9 N o seats 

h a v e been r ecove red fo r t h e m at T a r a n t o , so i t is pre­

s u m e d t h a t t h e y were p laced o n f u r n i t u r e o f w o o d o r o f 

o t h e r pe r i shab le m a t e r i a l . 2 0 T h e p rac t i ce o f c o m b i n i n g 

separate m o u l d s fo r heads (as n o . 1) a n d torsos h a d been 

a d o p t e d at Taras as ear ly as t h e f i f t h c e n t u r y B . C . 2 1 O n e -

piece m o u l d s m i g h t also be m a d e b y j o i n i n g t w o separate 

bases, der ived f rom Tarent ine types by way o f Herakleia , see Rudiger, 

NSc 21 (1967) 350-352. 

19. Cf . Louvre C A 3298: Mollard-Besques I (1954) 124, p i . 88, C 249 

(P .H. : 26.0 cm.) . 

20. D o r i g , 47-48. 

2 1 . Neutsch , 163. 
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p a t r i c e s . 2 2 N o s . 2 - 4 a n d 15 are p r o d u c t s o f o n e o f these 

processes. Heads a n d torsos were ex tens ive ly i n t e r c h a n g e d 

a m o n g t e r r aco t t a s o f d i f f e r i n g types , as t h e studies o f 

H e l g a H e r d e j u r g e n h a v e s h o w n . 2 3 T h e h e a d w e a r i n g a 

p o l o s o f n o . 8 is v e r y close t o t h a t o f n o . 3, o n w h i c h a 

s t ephane is set. Yet t h e same head- type appears m o s t o f t e n 

as a v e i l e d k o u r o t r o p h o s o f w h i c h a n u m b e r o f examples 

are p r e s e r v e d . 2 4 A taste for figures m o r e freely d isposed i n 

space l ed t o e x p e r i m e n t a t i o n o n t h e p a r t o f corop las t s . 

T h e p o s i t i o n o f n o . 1 is n o longe r s t r i c t l y f r o n t a l . Heads 

t h a t t u r n e d o r t i l t e d were af f ixed t o torsos l i k e t h a t o f 

n o . 6, a n d b y t h e f o u r t h c e n t u r y c r a f t smen began , f i rs t b y 

h a n d , t h e n u s i n g m o u l d s , t o w o r k t h e backs o f t h e heads 

a n d torsos o f t h e i r f igur ines . U l t i m a t e l y , t h e l i m b s , t o o , 

were m o r e freely h a n d - m o d e l e d , t h e n f o r m e d i n pa r t -

22. Neu tsch , Koroplastik, 3-5, 28-30. 

23. Herdejurgen , 15. 

24. T h e pa t r ix f rom w h i c h no . 3 was made can scarcely have been 

created before the t ime w h e n the sculpture o f Praxiteles began to inspire 

the m i n o r arts. T h e coiffures o f no . 8 and the related k o u r o t r o p h o i , o n 

the o ther h a n d , are f o u n d i n the preceding per iod . A t times the vase 

painter and the coroplast designing single-faced moulds resort to similar 

solut ions to the p rob lem o f representing three dimensions i n wha t essen­

t ia l ly is a two-d imens iona l f ie ld . T h e pos i t ion o f the infant i n the terra­

cottas ci ted below is f ron ta l , r igh t a rm f lung across the breast o f the 

female, and legs dangl ing froglike; i t is precisely l ike tha t o f the c h i l d 

Ploutos i n the pa in ted symbola depic t ing the Eirene o f Kephisodotos o n 

m o u l d s . T h e left f o r e a r m o f t h e h e r o o f n o . 6 was a d d e d t o 

e x t e n d f o r w a r d o n t h e p i l l o w , t h e h a n d c u r v i n g ove r t h e 

edge. T h e r i g h t a r m was l i f t e d free o f t h e t o r s o , a n d t h e 

h a n d m a y have h e l d a k a n t h a r o s s . 2 5 L e o n , t h e co rop l a s t 

o f n o . 16, a ch i eved greater d e p t h i n his t i n y , t r i a n g u l a r 

c o m p o s i t i o n o f b o y a n d d o g b y s e t t i ng t h e c lay o f t h e 

m o u l d at a s l igh t angle ove r t h e p a t r i x . H e t u r n e d o u t at 

least o n e t y p e w h i c h was f u l l y i n - t h e - r o u n d b y c o u p l i n g 

m o u l d n o . 17 w i t h a m a t c h i n g f r o n t - m o u l d . 2 6 

Ter raco t t a s were n o t m a s s - p r o d u c e d 2 7 b u t r ep l i ca t ed , fo r 

t h e m o u l d s d e t e r i o r a t e d g r a d u a l l y as t h e y were u s e d . 2 8 

Repea ted m o u l d i n g s w o r e away sha rp o r sub t le d e t a i l . A 

f i g u r i n e m a d e ear ly i n t h e l ife o f a m o u l d was t h u s fresher 

t h a n o n e m a d e l a t e . 2 9 C o n s c i e n t i o u s corop las t s r e n e w e d 

t h e i r types b y m a k i n g n e w m o u l d s f r o m p r i o r m o u l d e d 

Panathenaic amphora i o f 360/359 B.C . : J . Frel , Panathenaic Prize Amphoras 

(Athens 1973) 18-19. 

T h e terracotta k o u r o t r o p h o i : Potenza M u s . Prov. i n v . 12099, f rom 

M e t a p o n t o : L o Porto, NSc 20 (1966) 171, p i . 8.4. O t h e r examples at 

Potenza f rom the same c i ty : Le t ta , 100-105, pis. 27-20, among type Xa , 

nos. 62, 66-69, 7 1 , 75, and 78. F r o m Pol icoro, D 37; Neutsch , Policoro 

240, p i . 33, 2. 

A d d i t i o n a l publ ished examples inc lude B r i t . M u s . reg. 1952. 7 -31 .1 : 

Higgins , 367, p i . 189, no . 1354 bis; N . Y . M e t . M u s . o f A r t 10.210.75 (cf. 

10.110.76): Richter , 98 and n . 5 1 , f ig. 78f (cf. 78e); L o u v r e M N B 2251, 

2242-2243 and 2246: M o l l a r d Besques I , 127, p l l . 90, 94, C 275, C 372-

375. N y Carlsberg G l y p t o t e k : Poulsen, p i . 15, no . 27. 



f igur ines o r f r o m patr ices reserved for t h a t v e r y p u r p o s e . 3 0 

T h e y r e t o u c h e d d e t a i l w h i c h h a d g r o w n d i m e i the r i n t h e 

process o f r e m o u l d i n g o r f r o m wear i n a p r i o r m o u l d . 

R e n e w a l was somet imes c a r r i e d o u t i n a n u n f i r e d p o s i t i v e 

f r o m w h i c h a fresh m o u l d was subsequen t ly t o be m a d e , 

b u t m o s t o f t e n at Taras t h e c a v i t y o f t h e n e w , u n f i r e d 

m o u l d was r e w o r k e d intaglio. T h e c o n t r a s t b e t w e e n soft­

ened features, w h i c h have been t r ans fe r r ed f r o m a p r i o r 

m o u l d e d f igure , a n d t h e sharpness o f r e n e w a l is especial ly 

a p p a r e n t i n nos . 2 a n d 10. A l l o f o u r m o u l d s except t h e 

e x h a u s t e d l i t t l e n o . 16 h a v e been r e n e w e d . T h e y b e l o n g , 

the re fo re , t o second o r la ter gene ra t ions , as e x a m i n a t i o n 

w i l l s h o w . A t least t h r ee dates are c o n s e q u e n t l y p e r t i n e n t 

t o e s t ab l i sh ing a c h r o n o l o g y fo r each t y p e : a t i m e for a 

p r o t o t y p e , a n o t h e r fo r t h e p r o d u c t i o n a n d f i rs t use o f t h e 

A group o f terracot ta rec l in ing heroes hav ing mou lded fronts and 

hand-modeled backs w i l l be publ ished as " 'Orpheus ' and the Master o f 

the Singers o f Taras" ( for thcoming) . A l l have hand-modeled arms, one or 

b o t h freed f rom the torso. 

26. M r s . T h o m p s o n informs me tha t she has not observed such a 

technique at A t h e n s . 

27. Cf . , Bel l , 1. 

28. Neutsch , Koroplastik, 5. 

29. Exper iments i n m a k i n g clay casts f rom ancient Tarent ine moulds 

carr ied ou t i n Berkeley i n 1970 proved tha t such wear occurs i n the cav­

i ty whether or no t the m o u l d is a l lowed to d ry completely between suc­

cessive castings. 

m o u l d , a t h i r d o r m o r e for i ts r e n e w a l a n d c o n t i n u e d 

use . 3 1 

A . T H E S H O P O F L Y 

1. Head-mould, Get ty Mus . Inv . 7 4 . A D . 2 2 , A V : 

Kingsley 9, no. 19. Head of a female wearing a stephane. 

H . , mould : 11.3 cm.; cast: 10.0 cm. (figs. 1 and 5). 

T h e co rop la s t L y - was n o t k n o w n t o W u i l l e u m i e r . 3 2 T h e 

h e a d f r o m his m o u l d , a p p r o p r i a t e fo r a n image o f A p h r o ­

d i t e , t i l t s a n d t u r n s s l i g h t l y t o w a r d p r o p e r r i g h t . 3 3 T h e 

gaze is d i r e c t e d u p w a r d , t h e eyes o p e n w i d e l y , a n d t h e l ids 

d o n o t meet at t h e i n n e r co rne r s . T h e uppe r edge o f t h e 

n a r r o w s tephane is ra ised i n relief. T h e r o u n d s t rands 

o f t h e coi f fure w a v e loosely f r o m a c e n t r a l p a r t a n d are 

d r a w n f r o m t h e t emples , l e a v i n g t h e earlobes exposed. A 

30. Neutsch , Koroplastik, 4-5 describes the process i n detai l . 

31 . For problems i n da t ing terracottas by sculptural style, see D . B . 

T h o m p s o n , A) A 77 (1973) 246-247. For the necessity o f dual da t ing: Trcry 

3, 20. See also n . 70 infra. 

32. Tarante, 717. 

33. For the coiffure i n its association w i t h A p h r o d i t e see, most re­

cent ly , Ridgway, ' T h e A p h r o d i t e o f Ar ies , " A]A 80 (1976) 152-153. For 

iden t i f i ca t ion o f the stephane w i t h A p h r o d i t e and its appearance among 

terracottas after the f o u r t h century, see Tro^ 3, 49-50, and T h o m p s o n , 

" O dea Cer te ," AntK 18 (1975) 84. 
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Figure 9. Cavi ty (right) and modern cast of a standing woman hold ing a to rch also i n figure 2. M a l i b u , 74. A D . 5 3 . 
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Figure 10. Back o f mou ld o f torso o f reclining hero show­

ing inscr ipt ion. Geneve, Musee d ' A r t et d'His-

toire, 12519. 

Figure 12. Plaster cast f rom m o u l d i n figures 10 and 11. 

c u r l falls a l o n g e i the r side o f t h e n e c k . These were re­

w o r k e d w h e n t h e c lay o f t h e m o u l d was w e t . L i g h t recut -

t i n g was also a t t e m p t e d a l o n g t h e eyelids after f i r i n g , n o t 

t h e usua l stage at w h i c h T a r e n t i n e coroplas t s refreshed 

t h e i r m o u l d s . N o . 1 is p r o b a b l y n o la ter t h a n t h e second 

g e n e r a t i o n o f i ts t y p e . T h e s w e l l i n g o f t h e tissue o f t h e 

fo r ehead above t h e b r i d g e o f t h e nose, t h e o b l i q u e planes 

o f t h e temples a n d cheeks, a n d t h e f u l l , n a r r o w l ips p o i n t 

t o a p r o t o t y p e o f ca. 350 B . C . o r n o t l o n g before . T h e 

d i a m o n d - s h a p e d c o n f i g u r a t i o n o f t h e h e a d a n d t h e ar­

r a n g e m e n t o f t h e h a i r f i n d para l le ls i n t h e h e a d o f t h e 

seated female o f A l ' s m o u l d n o . 3. 

B. T H E M O U L D M A R K E D A -

2. M o u l d , Geneva Mus . d 'Ar t et d 'Hist . , inv . 1249bis, A - : 

Head and upper torso o f a standing figure o f Ar temis 

wearing a pelt, a nebris, or pardalee, slung diagonally 

from the left shoulder and under the r ight breast. A 

l ionskin cap is surmounted by a h igh, peaked cap or 

helmet; the paws lie o n the goddess's shoulders. The 

t ip of the cap is missing. P .H. , mou ld and cast: 3 8 . 0 cm. 

(figs. 6 - 8 ) . 3 4 

T h e i n i t i a l alpha, a l l t h a t r e m a i n s o f t h e m o u l d m a r k , 

m a y i n d i c a t e t h e subject , A r t e m i s , o r a co rop l a s t , t h o u g h 

p r o b a b l y n o t A l ( in f ra ) o r A r i s t o n . 3 5 T h e goddess was 

p r o b a b l y addressed i n t h e T a r e n t i n e sphere n o t as Bend i s , 

b u t as S o t e i r a . 3 6 She s t o o d o n a h i g h , b lock-base m a d e 

w i t h i n t h e same m o u l d as t h e f igure . She w o r e e n d r o m i d e s 

a n d a c h i t o n i s k o s su i tab le for h u n t i n g , t h o u g h i n a la te 

t y p e r e l a t ed t o n o . 2 b y t h e pe l t w o r n o b l i q u e l y , t h e dress 

has b e c o m e a l o n g c h i t o n . 3 7 I n m o s t o f t h e v a r i a n t s t h e 

left h a n d touches t h e t i p o f a b o w , a n d a m i n i a t u r e deer is 

p e r c h e d o n t h e o u t s t r e t c h e d r i g h t f o r e a r m . A second 

a n i m a l , a h o u n d o r a fe l ine , somet imes peers f r o m b e h i n d 

t h e r i g h t t h i g h . 3 8 I n some examples dressed as n o . 2, t h e 

r i g h t f o r e a r m res ted o n a p i las ter , as fo r n o . 15 ( i n f r a ) . T h e 

h a n d m i g h t also be t u r n e d i n w a r d t o w a r d t h e w a i s t . 3 9 

T h e m o u l d was m a d e f r o m a p o s i t i v e i n w h i c h t h e sur­

face d e t a i l was d i m , fo r t h e c l o t h i n g a n d u n r e t o u c h e d 

areas o f flesh are b l a n d , a l m o s t d e v o i d o f m o d e l i n g . T h e 

34. I am indebted to M i l e Chr i s t i ane D u n a n t , the former conservateur, 

to Prof. Jose D o r i g , and to the Musee d A r t et d 'His to i re , V i l l e de Ge­

neve, for the i r courtesy i n p r o v i d i n g the photographs and i n g ran t ing 

permission for the i r p u b l i c a t i o n . D r . Jacques C h a m a y k i n d l y made i t 

possible for me to study at first h a n d the moulds i n Geneva. 

35. A r i s t o n , a Tarent ine coroplast w h o w o r k e d u n t i l after ca. 310 B . C . , 

is the subject o f a f o r t h c o m i n g study. I n scale, fabric and style, no . 2 ac­

cords more closely w i t h the t ime of A l - t h a n o f A r i s t o n , t h o u g h the latter 

produced some moulds o f classical types. T h e alphas and lambda o f no . 2 

are no t compat ib le w i t h those o f 3 and 4 and scarcely resemble any o f 

Ar i s ton ' s marks. 

Figure 11. Cav i ty o f m o u l d i n figure 10. 



muzzle a n d m a n e o f t h e cap, t h e h a i r a n d facia l features o f 

t h e goddess h a v e been r e w o r k e d . T h e eyes were m e r e l y 

r e d r a w n i n t h i s m o u l d w i t h t h e t i p o f a s ty lus , yet t h e i r 

shapes a p p r o x i m a t e those o f t h e eyes o f n o . 1. T h e h e a v y 

s t rands o f h a i r are a r r a n g e d i n t h e stiff, pa ra l l e l waves s t i l l 

f a sh ionab le a m o n g o t h e r r e m o d e l e d t e r r a c o t t a types at 

Taras a n d H e r a k l e i a d u r i n g t h e m i d d l e a n d t h i r d q u a r t e r 

o f t h e f o u r t h c e n t u r y . 4 0 I n spi te o f t h e h i g h fo rehead a n d 

s m a l l features, n o . 2 is p r o b a b l y t o be d a t e d w e l l before 

330 B . C . , t h e earliest possible da te fo r a r i t u a l depos i t o f 

A r t e m i d e s d e r i v e d f r o m T a r e n t i n e mode l s f o u n d at a n i n ­

l a n d L u c a n i a n site near S a n t a M a r i a d ' A n g l o n a . 4 1 

C . T H E S H O P O F A L A N D D I O N Y S I O S 

3. M o u l d , Geneva Mus . d A r t et d 'Hist . , inv . 12496, 

Α Λ : Deonna, MonPiot 30 (1929) 46-47, no. 1, p i . 5, 1; 

Dor ig , AntK 1 (1958) 41-52, p i . 24, 2. Seated female 

wearing stephane and diaphanous gown affixed w i t h 

small discs. H . : 33.0 cm. 

4. M o u l d , Get ty Mus . 74 .AD.53. [ΔΙΟΝ]ΥΣΙΟ(Υ), Α Λ : 

Kingsley, cover and 6-7, no. 13. Fragment, head and 

upper torso o f standing, draped female hold ing torch 

at r ight shoulder and basket o f offerings o n left arm. 

The hair is dressed i n two even rows of short curls 

and is crowned by a veiled polos. P .H. , mould : 20.0 

cm.; cast: 17.3 cm. (figs. 2 and 9). 

5. Figurine, N y Carlsberg Glyptotek , inv . 983: Poulsen, 4 ' 

no. 24, p i . 13. Head and upper torso of female of the 

same type as no. 4. Missing below shoulders. P.H. : 

8.5 cm. 

6. M o u l d , Mus . d A r t et d 'Hist . , Geneva, inv . 12519, 

[Δ]ΙΟΝΥΣΙΟ(Υ): 4 3 Deonna, Genava 6 (1928) 8; 

Acropole 

36. Iden t i f i ca t ion o f the Tarent ine A r t e m i s as Soteira was suggested by 

H a r d e n , 9 3 - 1 0 1 , and argued cogently by Let ta , "Le Terrecotte Tarant ine 

de A r t e m i s Bendis ' ," RendLinc 23 (1968) 305-315. A n altar inscribed to 

A r t e m i s Soteira was f o u n d at Pol icoro where b o t h the cults and thei r 

vo t ive terracottas were domina t ed i n the f o u r t h century by those o f 

Taras: Neutsch , Policoro, 134, 137 fig. 25; L o Porto, BdA 46 (1961) 138, 

140, figs. 14-15. 

37. Rudiger, NSc 21 (1967) 350-351 , fig. 23c ( H : 20.8 cm.) , h o l d i n g a 

phiale at the r igh t h ip . T h e types are Tarent ine i n source. T h e deposit 

was dated by coins issued i n 330 B . C . and thereafter and i n c i r cu l a t ion for 

no t more t h a n ca. 50 years: Rudiger, 330-333. 

38. Supra n n . 36-37 and Scheuleer, " D i e G o t t i n Bendis i n Tarent , " 

A A (1932) 314-334; Schne ide r -Her rmann , "Terrakot ta f iguren der A r t e ­

mis i n Tarent , " BABesch 34 (1959) 55-58. 

39. Neutsch , A A (1968) 777 and fig. 23, lower left, f rom Bothros 6 6 A 

i n the sanctuary o f Demeter , a deposit closed sometime i n the second 

ha l f o f the f o u r t h century . 

40. Well represented i n Bothros 6 6 A (supra n . 39) and i n Bartoccini 's 

t o m b (infra n . 49) o f ca. 330 B . C . 

4 1 . Atti 6 Conv., 333. 

42. Poulsen, passim. 

43. Photographs and permission to publ i sh t hem were k i n d l y granted 

by the Musee D A r t et d 'His to i re , V i l l e de Geneve. 

Figure 13. Cavi ty (right) and modern cast o f bust o f Demeter or Kore also i n figure 3. M a l i b u , 74 .AD.44. 
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44. Quag l i a t i , p i . 4 8 , 1 . 

45. W i n t e r , I , 117,5. 

46. Supra n . 24. 

47. For the g i ld ing , see Dorig, 49. H e takes the discs no t as pins or 

fibulae b u t as representing o ther r i c h jewelry suitable to a goddess. 

48. L o Porto , BdA 46 (1961) 144, 146, f ig. 32; Neutsch , Policoro, 158, 

p i . 45 .1-2 . T h e f igur ine , G - 3 1 , came f rom site 9, t o m b 2, together w i t h a 

lebes gamikos, a cup and a bronze m i r r o r . 

49. Bar tocc in i , NSc 12 (1936) 147-149, fig. 40ab. A c c o r d i n g to J. Frel 

the o inochoe was pa in ted " n o t later t h a n the late 330's B . C . " T h e bu r i a l 

is significant to the h is tory o f coroplastic p r o d u c t i o n at Taras. R i c h terra­

cot ta furnishings i l lustrate a t ime of t r ans i t i on i n style, scale, technique, 

and subject, w h i c h is analogous to tha t revealed i n A t h e n s by the con­

tents o f the Coroplast ' s D u m p o f ca. 328/327 B . C . , publ ished by M r s . 

T h o m p s o n i n Hesperia 21 (1952) 115-164. 

50. T h e seated females are 28.5 and 29.0 c m . h i g h , respectively, b u t 

their height is exaggerated by the ungain ly length o f the necks and the 

d i sp ropor t ion o f the new head-types. T h e t rea tment o f the hair for the 

second, left, fig. 40a, is l ike tha t o f the seated female, Policoro G 31 

(supra n . 47) and o f many o f the heads and busts f rom Bothros 6 6 A 

(supra n . 39). I n compar ing the thyrsos w i t h tha t o f no . 3, the difference 

i n the angles f rom w h i c h the figurines were l ighted and photographed 

should be kept i n m i n d as wel l . 

51 . Higgins , Am 10 Conv. (1970) 272; D o r i g , 48. Evans, JHS 7 (1886) 

29, no . 28, was said t o have come f rom a deposit o f votives to Demeter . 

52. D o r i g , passim. 

53. S m i t h , 4 9 - 5 1 ; cf. review by E. Keuls, AJA 81 (1977) 574-575. 

54. Troy 3, 87-95 . T h e Tarent ine seated females o f the class we are con-

5 (1929) 113; Tarante 394. Torso of reclining male, 

nude but for h ima t ion over r ight th igh to break 

above knees. P .H. , mould : 11.0 cm.; cast: 10.5 cm. 

(figs. 10-12). 

6-bis. M o u l d , Musee des Beaux A r t s , Budapest, inv . T 6 1 6 , 

A I - : Szilagy, 34-37, figs. 24-26, no. 3. Fragment of 

horse's head. P.H. : 15.49 cm. 

D . R E L A T E D T O T H E S H O P O F A L A N D D I O N Y S I O S 

7. Figurine, Taranto Mus . Naz. nn . : Quag l i a t i , 4 4 p i . 48, 1. 

Standing, draped female w i t h to rch and basket, as 

nos. 4 and 5. Hai r center-parted and dressed i n fine, 

puffed strands. Feet and lower skirt missing from 

below knees. 

8. Figurine, Ashmolean Mus . , O x f o r d , inv . 721: Evans, 

JHS 7 (1886) 29, no. 11; Win te r I , 4 5 117, 5. The torso 

comes from the same prototype as that of nos. 4, 5, 

and 7, but the head is that of a series of kouro t ropho i 

and other veiled females. 4 6 The base is intact. H . : 

30.0 cm. 

Figure 14. Cav i ty (right) and modern cast o f seated boy w i t h puppy also i n figure 4. M a l i b u , 7 4 . A D . 2 1 . 
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W u i l l e u m i e r t e n t a t i v e l y assigned t o t h e co rop la s t D i o n y -

sios a m o u l d i n t h e V l a s t o s c o l l e c t i o n , n o w i n t h e L o u v r e . 

T h e suffix differs h o w e v e r f r o m t h e D o r i s g e n i t i v e o f nos . 

4 a n d 6. 

9(?). M o u l d , Louvre 981.0017, -ΣΙΟΝ: 

Tarante 395, 414 and n . 3, p i . 46, 6. Seated female, 

arms and thighs draped, wearing sphendone; long-

handled feather-fan upright at shoulder; she holds a 

leash or reins of a b i r d , probably a swan, o n wh ich 

rides an Eros. 

T h e r i g i d l y f r o n t a l pos tu r e o f t h e female o f n o . 3 a n d 

t h e p l a c e m e n t o f t h e discs, w h i c h were g i l d e d w h e n t h e 

f igur ines h a d been f i r e d a n d p a i n t e d , a l m o s t l e n d t h e 

i m p r e s s i o n t h a t t h e f igure is h e l d i n p o s i t i o n b y del ica te 

shack les . 4 7 She h o l d s a f r u i t o r a b a l l o n her left t h i g h , a n d 

i n her r i g h t h a n d is a n o t h e r rosette-disc. A l i o n ' s h e a d is 

set i n t h e center o f a h e a v y , r o u n d neck le t w h i c h encircles 

her t h r o a t . T h e s tephane is l i k e t h a t o f n o . 1, b u t a s m a l l 

o r n a m e n t has been a d d e d t o t h e crest. A n o t h e r seated 

female o f a d i f f e r i n g t y p e , pe rhaps s l i g h t l y la ter , f r o m a 

t o m b o f ca. 3 3 0 - 3 2 0 B . C . at P o l i c o r o , preserves b l u e p a i n t 

for t h e g o w n . 4 8 T h e t o r so o f o u r seated female is v e r y l i k e 

those o f a pa i r o f figures f r o m a T a r e n t i n e t o m b , a n i n f a n t 

b u r i a l w h i c h c a n be assigned t o t h e late 330's b y t h e pres­

ence o f a red- f igured A p u l i a n o i n o c h o e . 4 9 T h o u g h debased 

heads have been used for t h e pa i r , t h e y c a n be l i t t l e la ter 

t h a n o u r m o u l d . T h e i r scale is o n l y s l i g h t l y r educed , a n d 

t h e f ine re l i e f o f t h e draper ies is s t i l l a p p a r e n t . 5 0 

W i t h i n t h e r e g i o n o f s o u t h I t a l y u n d e r T a r e n t i n e i n ­

f luence , t h e seated, quas i -nudes h a v e been f o u n d , w i t h 

o n e possible e x c e p t i o n , exc lus ive ly i n b u r i a l s . 5 1 T h e y h a v e 

somet imes been c o n n e c t e d w i t h t h e j o i n t e d t e r r a c o t t a 

do l l s w h i c h e n j o y e d w i d e d i s t r i b u t i o n a n d were l o n g - l i v e d 

i n t h e M e d i t e r r a n e a n . Jose D o r i g has suggested t h a t t h e y 

m i g h t be associated w i t h a c u l t o f H e r a at T a r a s . 5 2 A p h r o ­

d i t e o r a n o t h e r female w h o p a r t o o k o f her n a t u r e a n d 

a t t r i b u t e s w o u l d also su i t t h e i c o n o g r a p h y a n d w h a t is 

k n o w n o f f u n e r a r y beliefs a n d pract ices at T a r a s . 5 3 M r s . 

sidering cou ld no t have been toys to dress and undress, for they were at 

first c lo thed and thei r r i g id arms w o u l d have frustrated attempts to dress 

t h e m . 

55. Supra n . 49, loc. c i t . 

56. L o Porto has suggested tha t the vo t ive terracottas developed f rom 

types or ig ina l ly representing votaries or priestesses: NSc 20 (1966) 12, 

167-168. See S m i t h , 121 and Grabrasen Basel, 76 and n . 257, 97 and n . 

351 . 

57. For the cakes see S m i t h , 97-98 , 101; the basket carr ied by votaries: 

NSc 20 (1966) 162, f ig. 24, 2; a m o u l d for the waffle-like cake: Atti 10 

Conv. (1970) 491-492, p i . 90, 17. T h e upr igh t object is similar to a loaf 

ident i f ied among A t t i c terracottas by M r s . T h o m p s o n as the pompanon 

orthaphalon: Hesperia 23 (1954) 94-95. Cf . Paul, 93, no. 269, p i . 75; and 

f r o m a R h o d i a n t o m b of ca. 450-425 B . C . , B r i t . M u s . reg. 64 .10-7 .11 : 

T h o m p s o n believes t h a t t h e H e l l e n i s t i c seated, j o i n t e d , 

c l o t h e d figures f o u n d at I l i o n represented h i e r o d o u l o i o f 

A p h r o d i t e . 5 4 T w o m i n i a t u r e s t a n d i n g females w e a r i n g 

k n e e - l e n g t h g a r m e n t s , large p o l o i a n d t h i c k - s o l e d sandals 

were a m o n g o t h e r t e r raco t t a s f o u n d i n B a r t o c c i n i ' s 

t o m b . 5 5 

T h e f u l l y preserved s ta tue t te i n O x f o r d , n o . 8, enables a 

r e c o n s t r u c t i o n o f t h e genera l appearance o f t h e figures o f 

nos . 4 , 5, a n d 7. T h e heads o f t h e l a t t e r t h r ee dif fer , h o w ­

ever, a n d r e v i s i o n has t w i c e o c c u r r e d i n t h e torsos as w e l l . 

T h e female , D e m e t e r o r K o r e , h o l d s t h e crossed t o r c h 

w h i c h is pecu l i a r t o s o u t h I t a l y . 5 6 A cake, f r u i t , a n d a 

s m a l l l o a f w i t h a b u t t o n l i k e center c a n be i d e n t i f i e d i n t h e 

basket o f o f f e r i n g s . 5 7 T h e w e i g h t o f t h e mass ively d r a p e d 

f igure is b o r n e b y t h e left leg. T h e r i g h t t h i g h t h r u s t s for ­

w a r d against t h e h e a v y c l o t h o f t h e s k i r t , t h e knee f lexed , 

a n d t h e f o o t set t o w a r d t h e side. A k n e e - l e n g t h k o l p o s 

i n t e r r u p t s t h e pairs o f v e r t i c a l , t u b u l a r fo lds i n t h e left 

p a n e l o f t h e s k i r t . T h e b r o a d V o f t h e n e c k l i n e o f t h e 

c h i t o n o f nos . 4 a n d 5 has been rede f ined w i t n t h e t i p o f a 

m o d e l i n g t o o l . A l o n g , t w i s t e d c u r l l y i n g o n t h e left s h o u l ­

der o f n o . 8 is r ep laced i n n o . 7 b y a f la t f o l d o f t h e v e i l , i n 

t u r n r e n e w e d c u r s o r i l y i n 4 a n d 5. T h e a r c h a i z i n g cur ls o f 

4 a n d 5 represent a f u r t h e r r e w o r k i n g o f a coi f fure l i k e 

t h a t o f n o . 7. So ca l led shel l -cur ls , these are ac tua l l y s h o r t , 

sausagelike r ing le t s p l aced i n layers o n e ove r t h e o t h e r 

a b o u t t h e face, as were , i n fact , t h e g e n u i n e l y a rcha ic cur ls 

w h i c h t h e y i m i t a t e . 5 8 T h e f r a g m e n t a r y f i g u r i n e i n C o p e n ­

hagen , n o . 5, was m a d e i n a m o u l d o n e g e n e r a t i o n y o u n g ­

er t h a n n o . 4 a n d t h e t w o pieces b e l o n g t o t h e same 

series . 5 9 

A p t para l le ls for c e r t a i n s ty l i s t ic detai ls o f nos . 4 , 5, a n d 

7 m a y be f o u n d i n vase -pa in t ing , p a r t i c u l a r l y i n ear ly 

w o r k s o f t h e D a r i u s Pa in t e r a n d his c i rc le . T h i s suggests 

t h a t t h e coroplas t s D i o n y s i o s a n d A l were i n s p i r e d , per­

haps i n d i r e c t l y t h r o u g h t h e m e d i u m o f s m a l l b ronzes , b y 

m a j o r t r e n d s i n A p u l i a n a r t o f t h e m i d - f o u r t h c e n t u r y . 

O n t h e R h o d o p e K r a t e r o f ca. 3 4 0 - 3 3 0 B . C . , for e x a m p l e , 

t h e l o w , loose n e c k l i n e o f t h e c h i t o n a n d t h e o b l i q u e l i n e 

Higgins , 97, p i . 48, no . 280. 

58. G . Schne ider -Her rmann , Eine Niederlandische Studiensammlung An-

tiker Kunst, BABesch Suppl . (1975) 20, p i . 17, no . 39 ( inv . 115B). Terra­

cot ta busts f rom Bothros 66B inc luded examples for w h i c h various coif­

fures had been reworked i n t o "shell-curls": supra n . 39, f ig. 23. 

59. I am indebted to Frau D r . Jetta Chr is t iansen for furn ish ing the 

measurements o f no . 5. A n unf i red clay cast, m o d e r n , o f no . 4 measures 

4.3 cm. f rom the top o f the center forehead to the po in t where the under-

c h i n meets the neck, whi le the same span i n no . 6 is 3.9 cm. T h e differ­

ence o f 3.87 cm. is very close to the average n o r m a l shrinkage f rom one 

generat ion to the next due to d e h y d r a t i o n observed by E. Jastrow i n her 

study o f the phenomenon : " A b f o r m u n g u n d Typenwandel i n der an t iken 

Tonplas t ik ," OpArch 2 (1938) 1-43. 
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o f t h e h i m a t i o n o v e r A n t i o p e ' s t h i g h s resemble t h e d r a p ­

ery o f o u r D e m e t e r / K o r e . 6 0 T h e p o n d e r a t i o n o f t h e f igure 

a n d t h e schema o f fo lds p u l l e d t o w a r d t h e left s h o u l d e r 

are pe rhaps be t t e r ref lected i n v a s e - p a i n t i n g o f ca. 350 

B . C . 6 1 A g a i n , t h e R h o d o p e , S k y t h e s , a n d A r t e m i s o f t h e 

k r a t e r are r e n d e r e d w i t h s i m i l a r r o u n d e d heads, c o l u m n a r 

necks a n d s m a l l , r o u n d eyes set u n d e r s h o r t , a r c h e d b r o w s . 

T e r r a c o t t a a n d p a i n t e d figures share t h e same t h i c k nos­

t r i l s a n d p r o t r u d i n g u n d e r l i p s , scored b e n e a t h a n d f a i n t l y 

u p t u r n e d at t h e o u t e r c o r n e r s . 6 2 O t h e r t e c h n i q u e s i n t h e 

r e n d e r i n g o f t h e features o f n o . 4, such as t h e f ine , cr isp 

eyelids a n d t h e i n c i s i o n b e t w e e n l ids a n d b r o w appear i n 

m o n u m e n t a l s c u l p t u r e o f t h e m a i n l a n d o f ca. 340 B . C . 6 3 

M o u l d s nos . 6 a n d 9 were r e w o r k e d i n t a g l i o w i t h a 

coarse - t ipped i n s t r u m e n t before t h e y were f i r e d . T h e re­

c l i n i n g m a l e m a y be i d e n t i f i e d as o n e o f t w o vene rab le 

T a r e n t i n e heroes , b o t h sons o f Pose idon , P h a l a n t h o s o r 

T a r a s . 6 4 T h e m o u l d e d p o s i t i v e f r o m w h i c h n o . 6 was m a d e 

h a d los t m u c h o f t h e sub t le m o d u l a t i o n o f t h e t o r s o , b u t 

t h e gross m u s c u l a t u r e is w e l l p reserved . W h e n he m a d e 

t h i s n e w m o u l d , D i o n y s i o s t o u c h e d u p t h e f a n l i k e fo lds o f 

t h e h i m a t i o n a n d d r e w b r o a d l ines t o reemphasize t h e 

c o n t o u r s o f t h e t o r s o : f r o m t h e left a r m p i t ( i n t h e cast) t o 

t h e h i p , b e t w e e n t h e t h i g h s , a n d a l o n g t h e r idge o f t h e 

r i g h t pe lv i s . T h e r e are af f in i t ies b e t w e e n t h e r e c l i n i n g ma le 

a n d t h e seated female o f A l ' s n o . 2: t h e t r i a n g u l a r pads o f 

f lesh u n d e r t h e a r m p i t s , t h e s lender wa i s t , l ean t h i g h s , a n d 

s h o r t , b o w e d r ibcage . T h e t o r s o o f t h e female o f n o . 9, 

sure ly A p h r o d i t e , is i n c o n t r a s t , s o m e w h a t s tu rd i e r , w i t h 

h ighse t , s m a l l breasts. T h e d r a p e r y a n d a t t r i b u t e s have 

been c r u d e l y r e d r a w n . I n subject a n d style t h e r e l i e f o f n o . 

9 is r e l a t ed t o a g r o u p o f t e r r aco t t a s , i n c l u d i n g p las t ic 

60. Grabvasen Basel, S 34, 95-108, p l l . 22-26. For another example o f 

the diagonal heml ine o f the h i m a t i o n and other similari t ies, see also N . Y . 

M e t . M u s . A r t 11.210.3: Monlnst 6 (1866) p i . 42: B M M A (1912) fig. 2; 

Richter , 185; ead., The Furniture of the Greeks and Romans (1966) fig. 645; 

Trenda l l , "Three A p u l i a n Craters i n B e r l i n , " BerlMus 12 (1970) 183; 

Grabvasen Basel, 84-85 , p i . 32b. T h e b road neckl ine and a cursory ren­

der ing o f the t r iangular ' ap ron ' o f the h i m a t i o n are also present i n the 

terracot ta k o u r o t r o p h o i , supra n . 24. 

6 1 . See the A p u l i a n lou t rophoros a t t r i bu t ed to a painter near the 

Dar ius Painter and his immediate predecessors, Basel S 21 : Grabvasen 

Basel, 78-93, colorplate and p l l . 19-22. T h e free leg o f draped females is 

no t , i n vases pain ted just later, covered by the diagonal fold-lines. A s i n 

the terracottas, the tension o f the c l o t h pul led t o w a r d the r igh t shoulder 

is ind ica ted by pairs o f simple folds w h i c h po in t u p w a r d l ike arrows. 

62. Supra n . 60, loc. c i t . 

63. Cf . for the technique , the head o f the bronze y o u t h f rom A n t i -

ky the ra , A t h e n s N a t . M u s . 13396: S. Karouzou , National Archaeologiccal 

Museum Catalogue of Sculpture (A thens 1968) 160-161; R. Lull ies and M . 

H i r m e r , Greek Sculpture (New York 1957) 69, p l l . 206-209, 213. 

64. For the iden t i f i ca t ion , see Kingsley, " T h e Rec l in ing Heroes o f 

Taras and T h e i r C u l t , " CSCA 12 (1979) 101-120. 

65. S. Besques, "Le commerce des figurines en terre cuite au I V e siecle 

av. J .C. entre les ateliers Ioniens and l A t t i q u e , " Proceedings of the Xth In-

l e k y t h o i , w h i c h o r i g i n a t e d i n A t t i c a a n d c i r c u l a t e d i n t h e 

A e g e a n ca. 3 7 0 - 3 4 0 B . C . 6 5 

E. T H E S H O P O F Z O P Y R A S , R A , A N D L A 

10. M o u l d , Get ty Mus . 74 .AD.44 , [ΖΩ]ΠΥ[ΡΑΣ], PA: 

Kingsley 6-7, no. 13. Bust o f Demeter or Kore wear­

ing veiled polos and hold ing to rch at r ight shoulder. 

P .H. , mould : 20.0 cm.; cast: 17.8 cm. (figs. 3 and 13) 

11. M o u l d , Taranto Mus . Naz. 102.836, Λ Α , PA, 

ΖΩΠΥΡΑΣ: Apobates wearing chlamys and carrying 

r o u n d shield, preparing to leap f rom horse racing to 

r i g h t . 6 6 

F. R E L A T E D T O T H E S H O P O F Z O P Y R A S , R A A N D L A 

12. Fragmentary bust, Basel A n t i k e n Mus . , f rom V i r z i 

collection: Herdejurgen, G M D 31 , no. A 20. 

Unretouched version of no. 10, thus probably from a 

mou ld of the preceding generation of the same series. 

Base, neck and to rch are missing. P .H. (to under-

chin): 17.0 c m . 6 7 

13. V i r z i collection no. 108: unpublished, but see 

Herdejurgen, G M D 31 , comparanda for A 20. 

14. Bust, Ashmolean Mus . , no. 1886.730: Evans, JHS 7 

(1886) 29. Replica, slightly smaller, o f no. 12, w i t h 

minor renewal i n the coiffure. P .H. : 14.5 c m . 6 8 

T h e female o f n o . 10 shares t h e t o r c h o f nos . 4 - 5 a n d 

7 -8 . T h e s t u r d y j a w , b r o a d neck , a n d po los are t r a i t s 

t y p i c a l fo r T a r e n t i n e t e r r a c o t t a busts , f a v o r e d d e d i c a t i o n s 

t o D e m e t e r o r K o r e . 6 9 T h e fac ia l features, i n c l u d i n g t h e 

d i m p l e d c h i n , are d e r i v e d u n r e t o u c h e d f r o m a p r i o r 

m o u l d e d bus t o f t h e series t o w h i c h nos . 12-14 m a y also 

h a v e b e l o n g e d . 7 0 O n e o f t h e t w o p e n d a n t ear r ings has 

been s h o r t e n e d i n n o . 10 because o f spa t ia l l i m i t a t i o n s 

w h e n t h e m o u l d was r e n e w e d . T h e t a n g l e d mass o f cur ls 

ternational Congress of Classical Archaeology ( A n k a r a 1978) 617-626, p l l . 

183-L188. 

66. I am indebted to the courtesy o f D o t t . G .F . L o Porto, former So-

pr in tendente , and to the M u s e u m Nazionale d i Taran to for study photo­

graphs o f no . 11. 

67. Particular thanks are due to D r . Helga Herdejurgen, D r . M a r g o t 

Schmid t , and to the director and staff o f the A n t i k e n M u s e u m , Basel, for 

m a k i n g i t possible for me to examine materials there. 

68. I was able to examine the co l lec t ion at the A s h m o l e a n M u s e u m 

t h r o u g h the kindness o f M r . M i c h a e l Vickers . 

69. See especially examples excavated at Policoro: Neutsch , Policoro, 

172, 181-192; Neutsch A A (1968) 754-795, figs. 20c, 23-25b. 

70. I t should be emphasized tha t , as yet, no clear, secure, external 

indices for a chronology o f Tarent ine terracottas have been established. 

Frau D r . Herdejurgen places the example i n Basel, no . 12, w i t h i n the 

f i f th century . For a bust w h i c h I believe to have been earlier i n incep t ion 

t h a n our nos. 10, 12-14, cf. i n Kassel, i n v . Τ 6 99, w h i c h the courtesy o f 

D r . Peter Gercke has made it possible for me to examine: Ars Antiqua 

Luzerne, Kunstwerke der Antike {Aukt. 5, N o v . 7, 1964) no . 87; Lul l ies AA 

(1966) 117, no. 9, fig. 35; U . S i n n , Antike Terrakotten Staatliche Kunst-

sammlungen Kassel (1977). 

71 . Leipzig i n v . Τ 3150: Paul, 34, 7 1 , p i . 23 no . 77; M u s . Naz. Taranto 
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e n c i r c l e d b y a h a l o o f r ing le t s appears i n a la ter T a r e n t i n e 

bus t o f w h i c h at least f o u r examples are k n o w n . 7 1 W h i l e 

s i m i l a r images f o u n d i n S ic i ly have been i d e n t i f i e d b y 

Z u n t z 7 2 a n d o the r s as P e r s e p h o n e , 7 3 those o f t h e T a r e n t i n e 

sphere h a v e m o r e o f t e n been c l a i m e d fo r D e m e t e r . 7 4 T h e 

goddess's n a m e occurs t oge the r w i t h a ske t ch o f t h e t o r c h 

i n g r a f f i t i . 7 5 O n a scrap o f b r o n z e f o u n d at P o l i c o r o she is 

ca l l ed [ D a m ] a t e r Pa-, fo r w h i c h t h e excava tors have p r o ­

posed t h e e p i t h e t Pampana.76 I n A p u l i a n va se -pa in t i ng , 

h o w e v e r , Persephone carries t h e t o r c h m o r e f r e q u e n t l y 

t h a n o t h e r females . 7 7 I t has been suggested t h a t D e m e t e r 

b o r e i t i n he r r o l e as m o t h e r o f t h e b r i d e o f H a d e s . 7 8 B u t 

i t is h e l d , t o o , b y a n a rcha i s t i c c u l t image o f A r t e m i s 

dep i c t ed o n t h e R h o d o p e K r a t e r ( s u p r a ) . 7 9 

T h e so l i t a ry h o r s e m a n o f m o u l d n o . 11 was a subject 

w h i c h began t o appear i n T a r e n t i n e co inage f r o m ca. 440 

o n w a r d . A c c o r d i n g t o K r a a y ' s rev ised c h r o n o l o g y , t h e 

r o u n d , c o n v e x sh i e ld w i t h its n a r r o w r e d r i m was n o t 

dep i c t ed u n t i l ca. 370 B . C . T h e r e n d e r i n g o f t h e a n a t o m y 

o f t h e t e r r a c o t t a r i de r , h is a p p r o x i m a t e p o s i t i o n a n d t h a t 

o f t h e horse f i n d closest paral le ls i n a n image o n a stater o f 

ca. 3 4 0 - 3 3 0 B . C . 8 0 T h e c a v i t y o f t h e m o u l d is exceed ing ly 

w o r n , even i n such areas as t h e m a n e o f t h e horse w h i c h 

were seemingly r e n e w e d i n o n e o r m o r e p r i o r r e m o u l d i n g s 

o f t h e t ype . N o . 11 m a y , the re fo re , be y o u n g e r t h a n t h e 

c o m p a r a b l e c o i n . T h e y o u t h is a l m o s t c e r t a i n l y t o be i d e n ­

t i f i e d r a t h e r w i t h such b a n q u e t i n g heroes as t h e ma le o f 

n o . 6 t h a n as v o t i v e fo r a c u l t o f t h e D i o s k o u r o i . 8 1 T h e 

r a c i n g h o r s e m e n represent a n agonis t i c e l emen t i n a festi­

v a l h o n o r i n g t h e heroes, P h a l a n t h o s a n d Taras . T h e y em­

b o d y , as H e l g a H e r d e j u r g e n has obse rved o f t h e r e c l i n i n g 

banque te r s , aspects b o t h o f t h e h o n o r s p a i d t h e heroes 

n n : Quag l i a t i , p i . 47, center top row; Boston M u s . Fine A r t s : Caskey, 

BullMFA 29 (1931) fig. 11; art market , Swi tzer land. 

72. G . Zuntz , Persephone ( O x f o r d 1975) passim. 

73. Bel l , 88-108; Adamesteanu , "Diffusione del C u l t o d i Demetra e 

Kore i n S ic i l i a , " Kokalos 14-15 (1968-69) 334-338. 

74. See Atti 6 Conv., 324-326; Neutsch , Policoro, 167-169. Cf. Thomp­

son, Hesperia 21 (1952) 146-147. T h e iden t i f i ca t ion o f the busts as D e m ­

eter is based i n part o n a descr ipt ion o f a l ike m o n u m e n t at Thebes: 

Pausanias 9.16.5. 

75. See Schauenburg, AntK 5 (1961) 62; Parlangeli, Atti 4 Conv (1965) 

213-214; BdA 46 (1961) 134: Neutsch , Policoro, 186-192. 

76. Neutsch , Policoro, 136; AA (1968) 775-776, fig. 29. Af t e r Hesy-

chios, s.v. Δεμετερ iv ηράκλεια. 

77. See Schauenburg, -'Die Totengot ter i n der unter i ta l i schen Vasen-

malerie ," Jdl 73 (1968) 48ff; Metzger, Atti 6 Conv., 157ff. For a marble 

relief depic t ing the use o f the torches i n a r i t ua l scene: G . Marzano , // 

Mus. Prov. F. Ribezzo di Bnndisi (1961) 29, p i . 3. 

78. S m i t h , 94-95 , 245. 

79. Grabvasen Basel, loc. c i t . and Basel S. 2 1 , 78-79, color plate and 

p l l . 19-22. See also K . Neugebauer, Fuhrer durch das Antiquarium U. Vasen 

(1932) p i . 75, for Be r l i n F 3164. For terracot ta Ar temides car ry ing the 

t o r c h : Neutsch , Policoro 168-169. 

a n d o f t h e ac t iv i t i es o f p a r t i c i p a n t s i n t h e r i t u a l s a n d 

games o f t h e c u l t . 8 2 

G . T H E S H O P O F L E O N 8 3 

15. M o u l d , Danish Nat iona l Mus . , inv . 3346, ΛΕΩΝ: 

Breitensten, 8 4 45, no. 399, p i . 38. Fragment, lower 

torso o f Ar temis standing, wearing chitoniskos and 

leaning o n herm, to r ight . P .H. : 23.8 cm. 

16. M o u l d , Get ty Mus . inv . 7 4 . A D . 2 1 , ΛΕΟΝΤΟΣ: 

Kingsley 10-11, no. 27. Boy seated o n low base, 

hold ing Maltese puppy against left shoulder. H . , 

mould : 8.9 cm.; cast: 8.3 cm. (figs. 4 and 14). 

17. M o u l d , Musee des Beaux A r t s , Budapest, inv . Τ 611, 

ΛΕΟΝΤ: Szilagy 30-31 , 37, figs. 21-23, no. 2. Back 

half-mould for standing female. H . , mould : 15.95 

cm.; cast: 14.64 cm. 

L e o n p r o d u c e d b o t h t r a d i t i o n a l , large-scale v o t i v e f ig­

ures, represen ted b y n o . 12, a n d t h e n e w m i n i a t u r e s 

w h i c h began t o c i r cu l a t e d u r i n g t h e t h i r d q u a r t e r o f t h e 

f o u r t h c e n t u r y , o f w h i c h n o . 17 was m o u l d e d i n - t h e -

r o u n d . 8 5 H e is t h u s a co rop la s t o f t h e t i m e o f t r a n s i t i o n 

f r o m classical t o H e l l e n i s t i c tastes. T h e f r a g m e n t a r y m o u l d 

fo r t h e A r t e m i s furn ishes o n e o f t h e v a r i a n t s w i t h t h e 

g r o u p w h i c h i n c l u d e d n o . 3 (supra) . These vo t i ve s are 

f o u n d i n A p u l i a a n d L u c a n i a i n p r o x i m i t y t o sanctuar ies 

o f D e m e t e r a n d K o r e . I t is perhaps for t h i s reason t h a t we 

f i n d a t t r i b u t e s o f t h e goddesses progress ively i n t e r m i n g l e d 

i n t e r r a c o t t a s . 8 6 T h e c h i l d a n d d o g o f n o . 15 were a m o n g 

t h e genre subjects w h i c h spread q u i c k l y after t h e y were i n ­

t r o d u c e d t o S o u t h I t a l y . A f i g u r i n e c o m p a r a b l e i n subject , 

s ty le , a n d c o n d i t i o n f r o m a t o m b at i n l a n d F e r a n d i n a has 

been d a t e d b y t h e a c c o m p a n y i n g p o t t e r y t o ca. 338 B . C . 8 7 

A m i s c h i e v o u s v e r s i o n i n w h i c h a p l u m p e r c h i l d , a n Eros 

80. C . M . K r a a y , Archaic and Classical Greek Coins (Berkeley and Los 

Angeles 1976) 183. N o . 676 is among the earliest ca r ry ing the shield. 

8 1 . CSCA 12 (1979) 101-120. 

82. Herdejurgen, 26-33. I t should be clearly unders tood tha t her re­

marks are no t expressing a r e t u r n to the outda ted in te rpre ta t ion o f the 

votives as representing "heroized dead," a concept ion clearly refuted by 

Wolters. See C S C A 12 (1979) n . 63; pace, Be l l , w h o repeats the o l d n o t i o n 

more t h a n once: e.g. p . 98. 

83. A m o u l d marked by another coroplast, Le-, no ted by Wui l lemier , 

has been excluded because the lambda resembles none i n the other marks 

o f Leon : Geneva, i n v . 12505. T h e fo rm does occur, however, o n a m o u l d 

i n Naples o f uncer ta in provenance: A . L e v i , Le Terrecotte figurate dei 

Museum Nazionale di Napoli (Florence 1926) 170, no . 764, i n v . 10370. 

84. N . Brei tenstein, Danish National Museum Catalogue of Terracottas 

(Copenhagen 1941). 

85. T h o m p s o n , ' T h e O r i g i n o f Tanagras," A J A 70(1966) 52-54, 57-58. 

86. Neutsch , Policoro, 167-169; Rudiger , NSc 21 (1967) 350-352. Some 

cau t ion should perhaps be exercised i n reading his tor ical or religious 

meaning i n t o the interchange o f at t r ibutes among terracot ta types w h i c h 

were used i n cults closely associated, often made w i t h i n one workshop . 

87. I n v . 12499: MonAnt Suppl . 4 (1973) 204-205, p i . 54, 3. H : 13.0 cm. 

For other variants o n the theme, see W i n t e r , 275, especially 8a and 9. 
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because he is w i n g e d , dangles h is pet b y t h e t a i l appears i n 

re l i e f o n t h e so-cal led osc i l l a , o r l o o m - w e i g h t s , o f ear ly 

H e l l e n i s t i c T a r a s . 8 8 T h e a n a t o m y o f t h e b o y o f n o . 15 is 

t r e a t e d n a t u r a l i s t i c a l l y , u n l i k e t h e " t e m p l e - b o y s " w h i c h 

were a m o n g h is a n t e c e d e n t s . 8 9 T h e r e n d e r i n g o f t h e 

c h i l d ' s b o n e y knee a n d t h e b e n d i n g o f t h e r o u n d e d h e a d 

a n d s lender n e c k t o w a r d t h e pe t are s t i l l pe rcep t ib l e de­

spite t h e u t t e r l y e x h a u s t e d c o n d i t i o n o f t h e c a v i t y . T h e 

m o u l d was m a d e f r o m a w o r n m o d e l a n d appears n o t t o 

h a v e been r e n e w e d . 

C H R O N O L O G Y 

T h e D e m e t e r / K o r e i n C o p e n h a g e n , n o . 5, was d a t e d b y 

Pou l sen t o t h e second q u a r t e r o f t h e f i f t h c e n t u r y . 9 0 D e o n -

n a , o b s e r v i n g i n t h e seated female o f m o u l d n o . 3, ele­

m e n t s he associated w i t h a r t o f t h e m i d f o u r t h c e n t u r y , 

assigned t h e m o u l d t o ca. 350 B . C . 9 1 Yet t h e t w o are 

a p p r o x i m a t e l y c o n t e m p o r a r y , fo r t h e coroplas t s A l a n d 

D i o n y s i o s were associated. T h e p r o b l e m s o f t r y i n g t o set a 

c h r o n o l o g y fo r t e r r aco t t a s e i t he r b y s c u l p t u r a l s tyle o r b y 

s u c h deta i ls as easily i m i t a t e d as coiffures are, t h u s , n i ce ly 

i l l u s t r a t e d . 

T h e corop las t s L y , A l , a n d D i o n y s i o s seem t o h a v e 

flourished i n t h e m i d d l e a n d ear l ier t h i r d q u a r t e r o f t h e 

f o u r t h c e n t u r y . P r o t o t y p e s fo r t h e heads o f nos . 3 a n d 8, 

t o g e t h e r w i t h t h e k o u r o t r o p h o i t o w h i c h t h e y are closely 

r e l a t ed , c o u l d n o t h a v e been c rea ted ear l ier t h a n t h e de­

cade 3 6 0 - 3 5 0 a n d m a y w e l l h a v e been s l i g h t l y la ter . T h e 

t r e a t m e n t o f t h e h e a d o f n o . 1 is a b i t m o r e a d v a n c e d , a n d 

t h e m o u l d was n o t o f a f i rs t g e n e r a t i o n . T h e w o r k s h o p o f 

A l a n d D i o n y s i o s m a y h a v e e x t e n d e d i n t o t h e 330's, i f we 

m a y judge b y t h e t e r r a c o t t a c o m p a r a n d a i n T a r a n t o fo r 

n o . 3 . 9 2 S u c h a t i m e is c o m p a t i b l e w i t h t h e c o m p a r a n d a o f 

ca. 340 c i t e d fo r t h e D e m e t e r - K o r e i n M a l i b u a n d C o p e n ­

h a g e n , nos . 4 a n d 5, w i t h t h e i r r e w o r k e d torsos a n d fresh 

heads . 9 3 T h e w o r k s h o p s o f Z o p y r o s , L a , a n d R a b e l o n g t o 

t h e same genera l p e r i o d . 9 4 T h e m a r k e d m o u l d n o . 10 a n d 

t h e bus t i n Basel , n o . 12, represent w i t h t h e i r fresh f ly ­

a w a y cur l s a subsequent t o u c h i n g u p o f t h e t y p e , n o . 14, 

88. T h e Eros appears alone or o n one side o f double-faced oscilla, 

classified by Wui l l eumie r , RA (1932) as types 100 and l O l g - k ; Tarente, 

222-223, 439; see also BdA 46 (1961) 139; NSc 20 (1966) p i . 4, 1: Herde-

ju rgen , nos. 51-52 , p i . 23. M . Bonghi-Jovino, Documenti de coroplastica 

italiota siceliota et etrusco-laziale nel Museo Civico di Legnano (Florence 

1972) no . 189, p i . 40. 

89. N o w see Hadgistel iou-Price, " T h e C r o u c h i n g C h i l d and T e m p l e 

B o y ' , " BSA 64 (1969) 9 5 - 1 1 1 . 

90. Poulsen, no . 27. 

9 1 . MonPiot 30 (1929) 46-47 . 

92. Supra n . 49. 

93. O n e i l l u s t r a t ion o f the vex ing tempora l re la t ionship between vase-

p a i n t i n g and terracottas i n S o u t h I ta ly is tha t an acrobat (moun ted o n a 

base no t u n l i k e tha t o f no . 13) f rom Bartoccini ' s t o m b (supra n . 49) 

w h i c h was es tabl i shed ear l ier i n t h e c e n t u r y . 

T h e p o p u l a r i t y o f m i n i a t u r e bronzes m a y h a v e i n f l u e n c e d 

t h e taste fo r t e r r a c o t t a f igur ines r e n d e r e d , as Leon ' s nos . 

16 a n d 17, o n a d i m i n u t i v e scale . 9 5 T h e c h i l d l i k e a n a t o m y 

o f n o . 16 is n o t yet f o u n d a m o n g f igur ines f r o m O l y n t h o s , 

i .e . , o f before 3 4 8 . 9 6 L i k e t h e s m a l l b o y o f n o . 16, t h e c o m ­

parab le piece o f t h e ear ly 330's f r o m F e r r a n d i n a came f r o m 

a series w h i c h a l ready h a d b e g u n t o lose i ts f reshness . 9 7 

T h u s t h e m i n i a t u r e s m u s t h a v e been i n t r o d u c e d t o Taras 

a r o u n d 340 o r so. O n e w o u l d h o p e t h a t Leon ' s m o u l d was 

a pract ice-piece o r a d i s ca rd , fo r i t is even m o r e degraded 

t h a n t h e f i g u r i n e f r o m t h e t o m b . A p o r t i o n o f t h e m a n ' s 

career c a n be set i n t h e 330's, a t i m e agreeable w i t h w h a t 

c a n be d e d u c e d o f h is f r a g m e n t a r y m o u l d fo r A r t e m i s , n o . 

15, as w e l l as t h e m i n i a t u r e , n o . 1 7 . 9 8 

Q u e s t i o n s s t i l l r e m a i n o p e n . W h a t was t h e r e l a t i o n s h i p 

b e t w e e n t h e coroplas t s w h o s e m a r k s appear o n t h e same 

moulds? D i d t h e p e r s o n w h o des igned t h e f i rs t p a t r i x also 

m a k e t h e subsequent m o u l d s a n d f igurines? I n Leon ' s 

case, as also i n t h a t o f Z o p y r a s , R a , a n d L a , t h e discrep­

ancies b e t w e e n o r a m o n g t h e i r m o u l d s i n scale, s ty le , a n d 

t e c h n i q u e suggest t h a t t h e answer is nega t ive . T h e appear­

ance o f types k n o w n t o h a v e o r i g i n a t e d i n Taras a m o n g 

t e r raco t t a s o f M e t a p o n t o n , H e r a k l e i a , a n d i n l a n d sites 

also p o i n t s t o ac t ive c o m m e r c e i n m o u l d s o r m o d e l s . W h y 

t h e seemingly s u d d e n appearance o f m o u l d m a r k s at Taras 

i n t h e m i d f o u r t h cen tu ry? T h e co rop l a s t i c i n d u s t r y was 

f l o u r i s h i n g e n o u g h at t h a t t i m e t o s u p p o r t m o r e c r a f t smen 

t h a n those w h o s e names we k n o w . C o m p e t i t i o n m u s t 

have been l i v e l y a m o n g t h e m t o o b t a i n t h e t r ade o f t h e 

p i o u s T a r e n t i n e s w h o p u r c h a s e d t h e i r wares . A c o r o l l a r y 

emerges: r e l i g i o n , expressed i n t h e m e d i u m o f v o t i v e t e r ra ­

cot tas , was s t i l l v e r y m u c h a l ive a m o n g these Greeks o f 

S o u t h I t a l y . T r a d i t i o n a n d t h e a r t o f f o r m e r t imes s t i l l 

p resent m a y h a v e exe r t ed a c o n s e r v a t i v e i n f luence . B u t 

c u s t o m e r a n d c r a f t s m a n a l ike were sensi t ive t o m o r e t h a n 

o n e n e w l i n e a l o n g w h i c h p las t ic a r t , i ts f o r m s a n d its 

t e c h n i q u e s , were d e v e l o p i n g at t h e e n d o f t h e classical era. 

S t e v e n s o n C o l l e g e 

U n i v e r s i t y o f C a l i f o r n i a S a n t a C r u z , C a l i f o r n i a 

belongs to a type w h i c h is depicted o n a krater pa in ted by Asteas i n the 

first ha l f o f the f o u r t h century , thus a lag o f 25 years or more: e.g. A . D . 

Trenda l l and T. B . L . Webster, Illustrations from Greek Drama (Phaidon 

1971) 128, I V , 11. 

94. Supra n . 80, loc. c i t . 

95. Supra n . 85. 

96. Cf . D . Rob inson , Excavations at Olynthus VII (Bal t imore 1934) 74, 

102, nos. 280 and (plastic vase) 398, p l l . 36 and 56. H : 10.7 and 9.2 c m . 

97. Supra n . 87. 

98. Cf . supra n n . 37 and 86. Leon's A r t e m i s is too fragmentary to 

place precisely, bu t i t may antedate the types i n l ike poses w h i c h appear 

i n deposits o f the second ha l f o f the f o u r t h cen tury at Policoro and after 

330 at Santa M a r i a d A n g l o n a . 



A recent a c q u i s i t i o n (figs. 1 a n d 2), e x c e p t i o n a l i n k i n d 

a n d q u a l i t y , has been added t o t h e e v e r - g r o w i n g a n d no t e ­

w o r t h y c o l l e c t i o n o f E t r u s c a n a n t i q u i t i e s i n t h e J. Pau l 

G e t t y M u s e u m . 1 T h e impress ive a n d c a p t i v a t i n g h e a d o f 

m o n u m e n t a l p r o p o r t i o n is r e l a t i v e l y w e l l p reserved a n d 

carefu l ly c a rved i n tu/o, t h e p o r o u s v o l c a n i c s tone so c o m ­

m o n t o par t s o f E t r u r i a a n d a n c i e n t E t r u s c a n s tone sculp­

t u r e as a w h o l e . 2 T h e w i d e a n d f leshy face, deep-set eyes, 

b r o a d nose, f u l l a n d s l i g h t l y p a r t e d m o u t h — a l l a c k n o w l ­

edged H e l l e n i s t i c features—seemingly m a r k t h i s h e a d as 

cha rac t e r i s t i ca l ly H e l l e n i s t i c E t r u s c a n o f t h e t h i r d c e n t u r y 

B . C . A t f i rs t s igh t , t h e G e t t y M e d u s a h e a d m a y reca l l t h e 

near t h r e e - d i m e n s i o n a l f r o n t a l o r t h r ee -qua r t e r v i e w p r o -

t o m e heads t h a t e m b e l l i s h e d E t r u s c a n a r c h e d gateways , as 

best n o t e d i n t h e keys tone a n d / o r vousso i r b l o c k s o f t h e 

ce lebra ted " P o r t a d e l l ' A r c o " at V o l t e r r a , 3 w h i c h is echoed 

o n c i n e r a r y u r n s m o s t p r o b a b l y p r o d u c e d at V o l t e r r a w i t h 

reliefs d e p i c t i n g siege scenes a l l u d i n g t o t h e "Seven 

A g a i n s t T h e b e s . " 4 

T o judge b y t h e angu la r c u t t i n g w h i c h suggests a n apex 

at t h e base o f t h e G e t t y s cu lp tu re a n d t h e w o r k e d b a c k 

p o r t i o n o f t h e head , t h i s a t t r a c t i v e M e d u s a m a y have 

o r i g i n a l l y served t o decora te a gable o f a n a r c h i t e c t u r a l 

m o n u m e n t , m o s t l i k e l y f u n e r a r y . 5 E t r u s c a n paral le ls for a 

1. I wish to t h a n k D r . J i r i Frel , curator o f Classical A n t i q u i t i e s , for 

permission to study and publ i sh the fine new acquis i t ion i n this number 

o f the museum j o u r n a l . I n v . number 7 8 . A A . 1 0 . M a x . height , 80 cm. ; 

max. dep th , 62 cm. ; length o f base, 43 cm. ; b read th , 39 cm. . 

2. Tu/o, tufa, and sometimes nenfro are generally greyish i n color for 

most parts o f Tuscany and L a t i u m , bu t i n the Cerveter i and C i v i t a 

Castellana regions more russet and w a r m i n tone, whereas at V u l c i there 

is a conspicuous bluish-grey tone. For tufo sculpture o f the A r c h a i c 

per iod , see A . Hus , Recherch.es sur la statuaire etrusqua archaique (Paris, 

1961). For add i t iona l tufo sculpture i n the J. Paul Ge t ty M u s e u m , see M . 

D e l C h i a r o , " A r c h a i c Etruscan Stone Sculp ture ," ] . Paul Getty Museum 

journal 5 (1977), pp. 45-54 . 

3. G . G i g l i o l i , L'arte etrusca ( M i l a n o , 1935), p i . C C C C X X I , 1; see also 

M . Sprenger and G . B a r t o l i n i , Die Etrusker, Kunst und Geschichte 

( M u n i c h , 1978), p i . 263. O n m o n u m e n t a l arched gateways to c i ty walls 

w i t h heads located o n por t ions o ther t h a n keystone or voussoir, see 

G . G i g l i o l i , op. cit., p i . C C C C X X I , 2 and p i . C C C C X X I I , 2. 

4. Cf . G . R o n z i t t i O r s o l i n i , 11 mito dei sette a Teve nelle urne volterrane 

(Florence, 1971) and I . Krauskopf, Der thebanische Sagenkreis und andere 

Sagen in der etruskischen Kunst (Ma inz , 1974). N o t e the fo l l owing urns: G . 

R o n z i t t i O r s o l i n i , op cit., no . 25; C . Laviosa, Cultura tardo-etrusca di 

Volterra (Florence, 1964), no. 29 and pis. L X X X V I I - V I I 1 ; M . Sprenger 

and G . B a r t o l i n i , op. cit., p i . 268 below. 

M e d u s a h e a d (Gorgoneion) i n t h e r o u n d , l i k e t h e G e t t y 

spec imen , are u n k n o w n t o m e . H o w e v e r , t h e p r o l i f i c 

E t r u s c a n p r o d u c t i o n o f s tone a n d t e r r a c o t t a c i n e r a r y u r n s 

—specif ical ly those a t t r i b u t e d t o V o l t e r r a , C h i u s i , a n d 

poss ib ly Perugia—offer close para l le ls i n i c o n o g r a p h i c 

t y p e . I be l ieve t h a t t h e G e t t y E t r u s c a n M e d u s a h e a d a n d 

t h e c o u n t e r p a r t s o n la ter u r n s are u l t i m a t e l y d e r i v e d f r o m 

a G r e e k p r o t o t y p e d a t i n g t o t h e Class ica l p e r i o d a n d des­

t i n e d for a l o n g - l i v e d exis tence d o w n i n t o R o m a n t i m e s . 6 

Seeming ly nes t led o n t o p o f Medusa ' s h e a d b u t ac tua l ly 

t o be envisaged as p a r t o f he r h a i r , t w o angu la r serpent 

heads are n o w mere vestiges o f t h e once h o r r i f i c snake-

h a i r e d M e d u s a . These t w o snakes, p l aced side b y side 

( C a t a m a r a n - l i k e ) i n a s t i f f a n d f o r m a l c o m p o s i t i o n , are o f 

t h e bearded t y p e n o t u n c o m m o n t o represen ta t ions o f 

snakes i n G r e e k , E t r u s c a n , a n d R o m a n a r t . 7 T h e bodies o f 

t h e t w o snakes reappear at t h e neck o f t h e M e d u s a w h e r e , 

v e r y m u c h l i k e a necklace , t h e i r ta i ls are i n t e r t w i n e d a n d 

d e c o r a t i v e l y k n o t t e d . S m a l l w i n g s emerge f r o m t h e h e a d 

a n d h a i r o f t h e M e d u s a jus t above t h e t emples—one t o 

each o f t h e o u t e r sides o f t h e s e r p e n t s — w i t h t h a t at 

Medusa ' s r i g h t side m u c h d a m a g e d , t h e o t h e r m o r e f u l l y 

preserved. 

T h e m o n u m e n t a l size o f t h e G e t t y M e d u s a is ve ry m u c h 

5. T h e general conf igura t ion o f the cut b lock w h i c h bears the Ge t ty 

Etruscan Medusa does not suggest a figured capital , or the l ike: cf. Studi 

Etruschi 3 (1929), p i . X X I , f ig. 2. 

6. See Studi Miscellanei 10 (1963-64), p i . L I , f ig. 33 (relief o n shield; 

C h i e t i , Museo Nazionale; p i . L I I , figs. 138-139 [sepulchral aedicula; 

Museo Nazionale, L 'Aqu i l ea ] ) . See also Enciclopedia dell'arte antica I I I 

(Rome, 1960), p. 984, fig. 1259 (Egypt) and fig. 1260 (Leptis Magna) , also 

Gestalt und Geschichte. Festschrift Karl Schefold. 4. Beiheft zu Antike Kunst 

(1967), p i . 38; fig. 2. 

7. Greek art: o n a fragmentary A t t i c wh i t e -g round vase, R. Hampe 

and E. S i m o n , Griechische Sagen in der friihen etruskischen Kunst (Mainz , 

1964), p i . 90c; dragon (snake)-drawn char io t o f Medea o n a vase by the 

Policoro Painter, J. C h a r b o n n e a u x et a l . , Classical Greek Art (New Y o r k , 

1972), fig. 341 . Etruscan art: snakes o f Tuchulcha i n a wal l pa in t ing , R. 

Herb ig , Gotter und Damonen der Etrusker (Mainz , 1965), p i . 41 figs. 1 and 

2 (see also, M . Sprenger and G . B a r t o l i n i , op. cit., p i . 223 and M . Pallot-

t i n o , Etruscan Painting, Geneva, 1952, p. 113); bronze statuette o f Vanth, 

R. Herb ig , op. cit., p i . 25; red-figured vase, ibid., p i . 34 (see also, J. 

Beazley, Etruscan Vase-Painting, O x f o r d , 1947, p i . X X X , f ig. 1); the snake­

l ike heads o f the Hydra o n a Caeretan hydr i a , M . Rober tson, A History of 

Greek Art (Cambr idge , 1975), p i . 42a; bronze relief, R. Hampe and E. 

S i m o n , op. cit., p i . 20. R o m a n art: A . M a i u r i , Pompeii (Novara , 1960), p . 

116, fig. 89; R. Calza and E. Nash, Ostia (Florence, n .d . ) , p i . 128. 
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Figure 1. Medusa head. M a l i b u , Get ty Museum, 78 .AA.10 . 
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Figure 2. Medusa head. M a l i b u , Get ty Museum. Figure 3. Medusa head, detail of a tufo u rn . Vol ter ra , 

Museo Etrusco Guarnacci, inv. no. 39. 

i n k e e p i n g w i t h t h e g r a d u a l p r o l i f e r a t i o n o f large-scale 

s cu lp tu re t h r o u g h o u t E t r u r i a f r o m t h e e n d o f t h e f o u r t h 

a n d b e g i n n i n g o f t h e t h i r d c e n t u r y B . C . Desp i t e t h e d i f f i ­

c u l t y i n ass igning t h e G e t t y spec imen t o a special center o f 

p r o d u c t i o n o n s ty l i s t ic g r o u n d s , its i c o n o g r a p h i c t y p e 

p o i n t s s t r o n g l y t o N o r t h e r n r a t h e r t h a n S o u t h e r n E t r u r i a . 

E v i d e n c e for N o r t h E t r u s c a n w o r k m a n s h i p is offered b y 

t h e reliefs o n c i n e r a r y u r n s o f V o l t e r r a , C h i u s i , a n d 

Perugia , a n d t h e s c u l p t u r a l d e c o r a t i o n w i t h i n a c e r t a i n 

t o m b at Perugia . 

A l t h o u g h n e n f r o sa rcophag i f r o m t h e T a r q u i n i a - T u s -

c a n i a - V i t e r b o r e g i o n m a y also d i sp lay a w i n g e d o r w i n g ­

less M e d u s a h e a d w i t h k n o t t e d snakes at t h e t o p o f t h e 

head , at t h e neck , o r b o t h , 8 these are r e l a t i ve ly few i n 

n u m b e r a n d especially c r u d e i n style a n d c a r v i n g . T h i s is 

also t r u e for t h e m a j o r i t y o f r e l a t ed types o f M e d u s a heads 

o n c i n e r a r y u r n s , b u t t h e y appear i n greater n u m b e r s o n 

u r n s , p a r t i c u l a r l y those associated w i t h V o l t e r r a , C h i u s i , 

a n d Perug ia . 9 T h e closest ana logy i n t y p e w i t h t h e G e t t y 

M e d u s a head—i.e . , t w o serpent heads at t h e t o p o f t h e 

8. R. Herb ig , Die jiingeren etruskischen Steinsarhophage (Ber l in , 1952), 

no . 99, pi. 14b; no . 108, p i . 83b; and no . 212, p i . 59b. 

9. G . K o r t e , J relievi delle urne etrusche I I I (Ber l in , 1916), pp. 203-214 

and pis. C S S S V I 1 - C X L ; G . G i g l i o l i , op. cit., p i . C C C C V I , figs. 1 and 4, 

pi. C C C V 1 I I , figs. 1 and 3, and p i . C C C C X V I I , fig. 2; Mitteilungen des 

deutschen archdologischen Instituts, Romische Abteilung (hereafter RomMitt) 

57 (1942), pp. 232-233 and pis. 18, 19, and 2 1 ; Studi Etruschi 23 (1954), pi. 

6 1 , p . 62, and p. 63; idem, 37 (1969), p i . C X X I , fig. b ; G . Dareggi, Urne 

del territorio Perugino (Rome, 1972), nos. 35, 36, and 38, p i . X X I I , figs. 1 

and 2 and p i . X X I I I , f ig. 3; F - H . Pairault , Recherches sur quelques series 

d'urnes de Volterra a representations mythologiques (Rome, 1972), nos. 35, 

64, L183, and 186; M . Cr i s to fan i et at., Corpus delle urne etrusca di eta 

ellenistica. Urne volterrane 2. II Museo Guarnacci (Florence, 1977), nos. 4 1 , 

43, 46, and 47; M . Sprenger and G . B a r t o l i n i , op. cit., p i . 267. 

10. V o l t e r r a , Museo Etrusco Guarnacc i , i n v . no. 39, tufo , second ha l f 

h e a d f l a n k e d b y w i n g s , a n d k n o t t e d serpent ta i ls at t h e 

neck—is p r o v i d e d b y a t u f o u r n at V o l t e r r a (f ig . 3 ) 1 0 a n d 

a n u m b e r o f t r a v e r t i n e examples f r o m C h i u s i (e.g., f ig . 4 ) 1 1 

a n d t h e Perugia area (e.g., f i g . 5 ) 1 2 

I n a d d i t i o n t o c i n e r a r y u r n s , s t r o n g s u p p o r t for N o r t h 

E t r u s c a n or ig ins—spec i f ica l ly Pe rug ine—may be f o u n d i n a 

s ingle a n d w e l l - k n o w n E t r u s c a n m o n u m e n t d a t i n g t o t h e 

second c e n t u r y B . C . ; i .e. , t h e Tomb of the Volumni, a n elab­

o ra t e f a m i l y t o m b c u t i n t o t h e n a t u r a l t u f o at t h e f o o t o f 

present -day P e r u g i a . 1 3 A p a r t f r o m t h e s tucco M e d u s a 

heads w h i c h e m b e l l i s h f o u r nea r - i den t i c a l chests t o u r n s 

(e.g., f ig . 6 ) 1 4 set a b o u t t h e m u c h - a d m i r e d u r n o f Arnth 

Velimna, a M e d u s a h e a d w i t h i n a coffer t o t h e ce i l i ng o f 

t h e tablinum ( f ig . 7 ) , 1 5 o n e o f t h e m a n y r o o m s o f t h e t o m b 

c o m p l e x , shows t h e t w o serpent heads a n d w i n g s at t h e 

t o p o f t h e h e a d a n d t h e k n o t t e d ta i ls a r o u n d t h e neck . 

A l t h o u g h t h e face is ve ry r o u n d a n d cons i s t en t w i t h t h e 

style o f G o r g o n e i o n s d a t i n g t o t h e second a n d f irs t cen­

tur ies B . C . , t h e h a i r re ta ins some o f t h e charac te r k n o w n 

for t h e G e t t y M e d u s a . I n a l l cases—on c i n e r a r y u r n s a n d 

o f the t h i r d century B . C . M . Cr i s to fan i et al, op. cit., no . 47; same i n M . 

Cr i s to fan i , L'Arte degli etruschi. Produzione e Consumo (To r ino , 1978), p i . 

193. 

11. Perugia, Museo Archeo log ico , i n v . no . 356 ( t ravert ine) : G . K o r t e , 

op. cit., p i . p. 209, p i . C X L , 6 and G . G i g l i o l i , op. cit., p i . C C C C V I , fig. 

1. See G . Dareggi, op. cit., nos. 35, 36, and 38. 

12. Palermo, Museo Archeo log ico , i n v . no . 91 (from Chius i ) , Studi 

Etruschi 23 (1954), p. 6 1 . 

13. A . van G e r k a n and F. Messerschmidt, "Das G r a b der V o l u m n i e r 

bei Perugia," RomMitt 57 (1942), pp. 122-235. 

14. For the ent ire u r n o f Larth Velimna Volumnius: L . Ban t i ; The Etrus­

can Cities and their Culture (Berkeley, 1973), pi. 90. For all four Medusa 

heads: RomMittg 57 (1942), pp. 232 and 233. 

15. G . G i g l i o l i , op. cit., p i . C C C C X V I I ; M . Sprenger and G . B a r t o l i n i , 

op. cit., p i . 267. 
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Figure 4. Travert ine u r n w i t h Medusa head from Chius i . 

Perugia, Museo Archeologico, inv . no. 356. 

i n t h e t o m b d e c o r a t i o n — t h e p h y s i o g n o m y a n d style o f t h e 

M e d u s a heads are r a t h e r d iverse f r o m those e x h i b i t e d b y 

t h e G e t t y h e a d . 

I n t e r m s o f s ty le , h o w e v e r , a n especially close pa ra l l e l 

comes f r o m a n u n e x p e c t e d q u a r t e r , n a m e l y t h e Ager Fa-

liscus. E x c a v a t i o n s at t h e t e m p l e site o f " L o Scasato" at Fa-

lerii Veteres (present -day C i v i t a Cas t e l l ana ) have b r o u g h t 

t o l i g h t a h i g h l y f r a g m e n t a r y t e r r a c o t t a t o r so w h i c h has 

been r e s to red i n t o a h a n d s o m e y o u t h ( A p o l l o ? ) n o w i n 

t h e M u s e o d i V i l l a G i u l i a , R o m e (f ig . 8 ) . 1 6 Desp i t e t h e 

o p p o s i n g d i r e c t i o n s t o t h e t u r n o f t h e i r heads, c o m p a r i s o n 

o f t h e sexless G e t t y M e d u s a h e a d w i t h t h a t o f t h e Scasato 

Y o u t h w i l l disclose c o n v i n c i n g af f in i t ies . T h e single m a j o r 

d i f ference , w h i c h a d m i t t e d l y at f i rs t g lance m a y dismiss 

such c o m p a r i s o n , c a n be seen i n t h e m o u t h , w h i c h is 

s m a l l w i t h f u l l l ips fo r t h e Scasato Y o u t h , w i d e w i t h 

r e l a t i v e l y n a r r o w l ips for t h e G e t t y M e d u s a . B u t i f a t t en -

16. See also M . Sprenger and G . B a r t o l i n i , op. cit., pis. 240 and 241. 

17. Cur ious ly—even p rovoca t ive ly—two large b r o k e n tufts o f hair 

located h igh at the top o f the head for the Scasato " A p o l l o " appear at 

pract ical ly the same place as do the t w o serpent heads o n the Ge t ty 

Medusa . I f i t were no t for the obvious male body to w h i c h the head is 

joined—at a large missing p o r t i o n o f the neck—the head cou ld be tha t o f 

a female as wel l as a male. 

Figure 5. Travert ine u r n w i t h Medusa head from Chius i . 

Palermo, Museo Archeologico, inv . no. 91 . 

t i o n is focused o n t h e shape o f t h e face—essentially t h e 

r e g i o n o f t h e cheeks, c h i n , a n d j a w l i n e — a n d t h e shape 

a n d "gaze" o f t h e eyes, n o t t o m e n t i o n t h e o b v i o u s " t ex ­

t u r e " a n d genera l c o n f i g u r a t i o n o f t h e h a i r , 1 7 t h e n t h e 

t w o heads are r e m a r k a b l y s i m i l a r , a n d c a n be said t o be 

m o r e L y s i p p a n t h a n S k o p a i c i n c h a r a c t e r . 1 8 

I r respec t ive o f t h e H e l l e n i s t i c features m e n t i o n e d at t h e 

outse t , t h e G e t t y E t r u s c a n M e d u s a h e a d possesses a n u n ­

den i ab l e " C l a s s i c a l " cast best n o t e d i n t h ree i m p o r t a n t 

fac ia l deta i ls : t h e w i d e m o u t h w i t h r e l a t i v e l y t h i n l ips ; t h e 

f l a t b r o w w h i c h , w h e n v i e w e d i n p r o f i l e (see f ig . 2), does 

n o t s h o w t h e usua l te l l - ta le H e l l e n i s t i c swel l above t h e 

b r i d g e o f t h e nose; a n d , m o r e s i g n i f i c a n t l y , t h e " s t a t i o n ­

a r y " eyes w i t h n a r r o w eyelids w h i c h stare s t r a igh t ahead 

i n a glassy m a n n e r . C o m p a r i s o n o f these features w i t h a n y 

E t r u s c a n H e l l e n i s t i c h e a d par excellence w i l l c lear ly disclose 

t h e Class ica l c o n s e r v a t i s m i n h e r e n t i n t h e G e t t y M e d u s a . 1 9 

18. A handsome Etruscan bronze statuette ( th i rd - second centuries 

B.C. ) bearing features strongly reminiscent o f Alexander the Great can­

no t be over looked: see D . M i t t e n and S. Doer inger , Master Bronzes from 

the Classical World (Ma inz /Rhe in , 1967), no . 187. See also M . Bieber, 

" T h e Portraits o f A lexander the Grea t , " Proceedings of the American Philo­

sophical Society 93 (1949), pp. 373-427 and L . Bernabo Brea, " I r i l i ev i 

t a r a n t i n i i n pietra tenera," Rivista delV Instituto Nazionale dArcheologia e 
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Figure 6. Stucco Medusa head o n u r n o f Arnth Velimna. 

Perugia, T o m b of the V o l u m n i . 

S u c h c o n s i d e r a t i o n o f t h e G e t t y h e a d as m o r e closely 

based o n a Class ica l r a t h e r t h a n a H e l l e n i s t i c p r o t o t y p e 

gains a d d i t i o n a l credence t h r o u g h t h e c o n t i n u i n g studies 

o f t h e ce lebra ted " M e d u s a R o n d a n i n i " (f ig . 9) , a n a lmos t 

t w i c e life-size h e a d i n M u n i c h w h i c h , i f n o t a R o m a n 

(Augus t an? ) c o p y o f a G r e e k o r i g i n a l d a t i n g t o t h e second 

h a l f o f t h e f i f t h c e n t u r y B . C . , 2 0 may—as r ecen t ly p r o p o s e d 

b y Janer Belson—be a c t u a l l y based o n a la ter , pos t -Clas­

sical t y p e . 2 1 I n v i e w o f t h e la te i c o n o g r a p h i c t y p e a n d t h e 

ear l ier style o f t h e G e t t y h e a d a n d her c o u n t e r p a r t s o n 

E t r u s c a n c i n e r a r y u r n s a n d t h e d e c o r a t i o n w i t h i n t h e 

T o m b o f t h e V o l u m n i at Perugia , Belson 's r e m a r k s regard­

i n g t h e R o n d a n i n i M e d u s a are especially s ign i f i can t ; i .e. , 

u . . . w i t h he r f i f t h c e n t u r y s tyle , yet la te i c o n o g r a p h y 

w o u l d w e l l be a H e l l e n i s t i c pas t iche , t h e h a n d i w o r k o f 

some la ter a r t i s t , w h o i n h is efforts t o create a Class ica l -

l o o k i n g g o r g o n e i o n c o m b i n e d a n i c o n o g r a p h y f a m i l i a r t o 

di Storia dellArte I (1952), pp. 5 -241 : i n par t icular Chap te r X I (La scuola 

Lisippea, pp. 104-114). 

19. M . Santangelo, Musei e monumenti Etruschi (Novava , 1960), p . 42 

(Arezzo, first ha l f o f the 2nd century B . C . ) ; also M . Sprenger and G . Bar-

t o l i n i , op. cit., pis. 276 and 277. 

20. E. Buschor, Medusa Rondanini (Stuggart, 1958); M . Rober tson, A 

History of Greek Art (Cambr idge , 1975), pp. 313-314; and E. Ha r r i son i n 

Figure 7. Medusa head, detail o f one coffer o f the ceiling of 

the t ab l inum. Perugia, T o m b of the V o l u m n i . 

h i m f r o m c o n t e m p o r a r y go rgone i a w i t h facial features 

r e m i n i s c e n t o f f i f t h c e n t u r y w o r k . " 2 2 

H e n c e , t h e s ty l i s t ic analogies o f t h e G e t t y M e d u s a h e a d 

w i t h G r e e k Class ica l a n d pos t -Class ica l g l y p t i c (ca rved 

s tone) a n d Fa l i scan E t r u s c a n late f o u r t h - c e n t u r y co ro ­

plas t ic ( m o d e l e d c lay) a r t s t r o n g l y suggests t h a t t h e G e t t y 

h e a d m a y be best assigned t o t h e last decades o f t h e 

f o u r t h , o r at t h e latest , t h e v e r y b e g i n n i n g o f t h e t h i r d 

c e n t u r y B . C . F u r t h e r m o r e , t h e m o r e f avo rab l e geograph ic 

p r o x i m i t y o f Fa l i scan t e r r i t o r y t o Perugia t h a n t o t h e m o r e 

n o r t h - w e s t e r n l y a n d d i s t a n t C h i u s i - V o l t e r r a d i s t r i c t s m a y 

a c c o u n t for t h e close s ty l i s t ic r e l a t i o n s h i p a l ready n o t e d 

b e t w e e n t h e G e t t y h e a d a n d t h e Scasato " A p o l l o " a n d , at 

t h e same t i m e , m a y single o u t t h e Perugia area as t h e l i k e l y 

place o f o r i g i n . 

T h e r e l a t i o n s h i p b e t w e e n t h e Scasato " A p o l l o " a n d t h e 

G e t t y E t r u s c a n M e d u s a h e a d poses i n t e r e s t i n g a n d p r o -

American Journal of Archaeology 81 (1977), pp. 162-175. N o t e also the 

winged head o f Hermes i n Be r l i n , another R o m a n statue after a Greek 

bronze or ig ina l o f the late f i f th century B . C . : M . Rober tson, op. cit., p i . 

110c. 

2 1 . J. Belson, "The Medusa R o n d a n i n i : A New L o o k , " idem, 84 

(1980), pp. 373-378. 

22. Ibid., p . 377. 
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Figure 8. Scasato " A p o l l o . " Rome, Museo di V i l l a Giu l ia . 

v o c a t i v e ques t ions , n o t solely r e g a r d i n g N o r t h e r n o r 

S o u t h e r n E t r u s c a n s c u l p t u r a l w o r k s h o p s o r , be t t e r , i n t e r ­

n a l a n d m a r i t i m e E t r u r i a — a " d i v i s i o n " a l ready c o n s i d e r e d 

b y I t a l i a n scholars ( E t r u r i a interna o r marittima). I n w h a t 

d i r e c t i o n does i n f l uence t r a v e l within " i n t e r n a l " E t r u r i a ; 

i .e. , F a l e r i i Ve t e r e s a n d t h e P e r u g i a - C h i u s i - V o l t e r r a "cres­

cent"? G r a n t e d t h a t i n t h e present d i scuss ion t he r e is a 

p r o b l e m o f g l y p t i c versus co rop la s t i c t e c h n i q u e s , is i t a 

Figure 9. "Rondan in i Medusa." M u n i c h , Staatliche A n t i -

kensammlungen u n d Glyp to thek . 

m a t t e r w h i c h m u s t t ake i n t o a c c o u n t t r a v e l i n g art is ts 

(maestri vaganti)! S o l u t i o n o r a be t t e r u n d e r s t a n d i n g o f 

these ques t ions c e n t e r i n g o n t h e G e t t y M e d u s a h e a d de­

serves far m o r e t i m e a n d research t h a n t h e t i m e I w i s h t o 

have lapse before b r i n g i n g t h i s h a n d s o m e a n d decis ive ly 

i m p o r t a n t n e w a c q u i s i t i o n t o t h e a t t e n t i o n o f colleagues 

for s t udy a n d c o n t e m p l a t i o n . 

U n i v e r s i t y o f C a l i f o r n i a 

S a n t a B a r b a r a 

POSTSCRIPT 

S ince t h i s paper has gone t o press, a n o f f p r i n t o f a re- a n d , at t h e same t i m e , suppo r t s n o t solely m y o b s e r v a t i o n 

cen t a r t i c l e f o r w a r d e d m e b y its a u t h o r has b r o a d e n e d t h e o f Fa l i scan l i n k s w i t h " i n t e r n a l " S o u t h E t r u r i a , b u t j u s t i -

s igni f icance o f t h e G e t t y M e d u s a h e a d b y i n c l u d i n g — i n fies analogies w i t h t h e R o n d a n i n i M e d u s a . * 

a d d i t i o n t o P e r u g i a — c o n s i d e r a t i o n o f t h e O r v i e t o area 

*F. Ronca l l i , " I I G o r g o n e i o n t ipo 'Belvedere' a O r v i e t o , " Annali della 

Fondazione per il Museo "Claudio Faina I (1980), pp. 79-98. See also ibid., 

p. 82, note 9 for a doubtlessly w o r t h y f o r t h c o m i n g study: I . Krauskopf, 

"Gorgonendars te l lung i n der etruskischer K u n s t , " i n Atti del V Convegno 

del Centro Internazionale di Studi hJumismatici (Naples, 1975). 
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Dionysos, Eros, and a Kitharist 
in an Etruscan Mirror Cover Type 

Maxwell L . Anderson 

T h e s u p p o r t e d D i o n y s o s f i rs t appears i n late a rcha ic 

vase p a i n t i n g s d e p i c t i n g t h e R e t u r n o f H e p h a i s t o s . D i o n y ­

sos is s h o w n n e e d i n g t h e h e l p o f H e p h a i s t o s h i m s e l f ( i n a n 

i n v e r s i o n o f t h e o r i g i n a l p i c t o r i a l t r a d i t i o n ) o r t h e h e l p o f 

o t h e r f o l l o w e r s . 1 T h i s is a p p a r e n t i n a n o w - l o s t r ed - f igured 

a m p h o r a b y t h e Pa in te r o f t h e M u n i c h A m p h o r a , w h i c h 

h a d D i o n y s o s a n d H e p h a i s t o s l i m p i n g a l o n g i n t h e i r 

shared d r u n k e n state, each s u p p o r t i n g t h e o t h e r . 2 A la ter 

red- f igured k y l i x i n t e r i o r b y t h e K o d r o s Pa in te r shows t h a t 

t h e s u p p o r t e d D i o n y s o s is n o t , i n A t t i c vase p a i n t i n g , l i m ­

i t e d t o r ep resen ta t ions o f t h e R e t u r n o f H e p h a i s t o s . H e r e 

D i o n y s o s f a i r l y falls b a c k w a r d w h i l e A r i a d n e seeks t o sup­

p o r t h i m ; t h e pa i r is j o i n e d b y A p h r o d i t e a n d E r o s . 3 T h u s 

w h i l e r ep resen ta t ions o f t h e m y t h o f H e p h a i s t o s ' r e t u r n 

m a y be t h e earliest i n t h i s genre, t h e s u p p o r t e d D i o n y s o s 

is e v e n t u a l l y dep i c t ed i n d e p e n d e n t l y o f t h a t m y t h . T h i s 

t y p e o f t h e s u p p o r t e d D i o n y s o s h a d a s ty l i s t ic o r i g i n sep­

arate f r o m t h a t o f D i o n y s o s i n t h e A p o l l o L y k e i o s pose, 

w h i c h begins i n t h e f o u r t h c e n t u r y a n d r u n s pa ra l l e l w i t h 

t h e ear l ier t y p e . 4 

D i o n y s o s ' appearance as a s u p p o r t e d f igure , b o t h w i t h i n 

t h e co rpus o f scenes w i t h t h e R e t u r n o f H e p h a i s t o s a n d 

ou t s ide i t , is f r equen t e n o u g h t o h a v e h a d a n effect o n 

m e t a l w o r k e r s o f t h e f o u r t h c e n t u r y . T h e r e was c lear ly a 

b u r g e o n i n g in teres t i n p r o d u c i n g images o f t h e d r u n k e n 

D i o n y s o s f r o m t h i s t i m e o n w a r d s since t h e s u r v i v i n g 

m e t a l w o r k w i t h t h i s t h e m e comes f r o m v a r i o u s areas o f 

t h e G r e e k w o r l d , i n c l u d i n g C o r i n t h , E r e t r i a , t h e i s l a n d o f 

C h a l k e , a n d E t r u r i a . D i o n y s o s is s h o w n s t a n d i n g s t i l l a n d 

l e a n i n g o n a sa tyr fo r s u p p o r t o n a b r o n z e h y d r i a h a n d l e 

a t t a c h m e n t i n A t h e n s , o n w h i c h t h e s u p p o r t i n g sa tyr has 

a smi le fo r D i o n y s o s . 5 A w e a t h e r e d m i r r o r cover i n Le ipz ig 

1. F. Brommer , Jdl 52 (1937) 198-219. 

2. Ibid. p . 208, fig. 8; ARV2 246 (bo t tom) . 

3. W u r z b u r g 491 : ARV2 1270, 17. 

4. See P. D u c a t i , O j h 16 (1913) 107-117; H . Speier, RomMitt 47 (1932) 

1-95; W . Technau, Die Antike 15 (1939) 293, fig. 15; P. A m a n d r y , Scuola 

arch, di Atene, Annuano 24-26 (1946-58) 181-198. 

5. A t h e n s , N . M . 7913: C M . A . Richter , A J A 50 (1946) p. 364, no. I V , 

15, p i . 27, fig. 17. 

6. Leipzig: W . Zuchner , Griechische Klappspiegel, Jdl Erg. 14 (Ber l in 

1942) p . 38, no . 46, fig. 17. 

repeats t h i s t y p e , a n d dates s l i g h t l y l a t e r . 6 O n t w o b r o n z e 

a t t a c h m e n t s for h y d r i a i i n t h e B r i t i s h M u s e u m , D i o n y s o s 

is s h o w n toge the r w i t h A r i a d n e , l e a n i n g n o t o n he r b u t 

o n a n a l ta r b e t w e e n t h e m . 7 A r i a d n e reaches her r i g h t a r m 

a r o u n d D i o n y s o s for a d d e d s u p p o r t o n o n e o f t h e a t t a c h ­

m e n t s , b u t she is f i x i n g he r h a i r o n t h e o t h e r . B o t h da te t o 

t h e second h a l f o f t h e f o u r t h c e n t u r y . 

F r o m t h e f i rs t h a l f o f t h e t h i r d c e n t u r y comes a n o t h e r 

m i r r o r cover , t h i s o n e i n t h e B i b l i o t h e q u e N a t i o n a l e . 8 

H e r e D i o n y s o s a n d Si lenos m o v e t o t h e left . D i o n y s o s 

h o l d s a c o r n u c o p i a i n his left h a n d a n d leans o n Si lenos 

w h o m C o l l i g n o n p r o p e r l y judges t o h a v e a p a t e r n a l ex­

press ion o f c o n c e r n ove r t h e y o u n g g o d r a t h e r t h a n t h e 

b e m u s e d smi le o f t h e sa tyr o n t h e ear l ier a t t a c h m e n t i n 

A t h e n s . 

A l s o i n t h e ear ly t h i r d c e n t u r y t he r e begins a series 

d e r i v e d f r o m t h a t w i t h D i o n y s o s s u p p o r t e d b y a satyr , 

A r i a d n e , o r S i lenos , a n d t h i s is D i o n y s o s s u p p o r t e d b y 

Eros . Z u c h n e r has suggested t h a t t h i s t y p e recalls a p r o t o ­

t y p e i n vase p a i n t i n g , c i t i n g a red- f igured c u p i n t e r i o r i n 

L e n i n g r a d . 9 T h e earliest e x a m p l e is a f r a g m e n t a r y m i r r o r 

cover i n t h e L o u v r e , w h i c h shows D i o n y s o s m o v i n g t o t h e 

r i g h t , s u p p o r t e d b y a sho r t e r Eros (f ig . I ) . 1 0 D i o n y s o s ' h e a d 

is mi s s ing , a n d o f Eros ' h e a d o n l y t h e j a w is preserved, 

b u t t h a t is e n o u g h t o s h o w t h a t he is t u r n i n g t o l o o k u p 

at D i o n y s o s . T h e cover has been d a t e d a r o u n d 300 b y 

Z u c h n e r , fo r w h o m i t ep i tomizes t h e t r a n s f o r m a t i o n f r o m 

la te classical i n t o H e l l e n i s t i c s tyle i n t h e f e m i n i z a t i o n o f 

t h e f igures ' f o r m s a n d t h e i r f l u t t e r i n g d r a p e r y . T h e L o u v r e 

cover has been assigned t o a C o r i n t h i a n w o r k s h o p ; t he re 

m a y h a v e been a n earl ier A t h e n i a n m i r r o r . A f r a g m e n t a r y 

b r o n z e vase a t t a c h m e n t i n B e r l i n w i t h D i o n y s o s sup-

7. L o n d o n , Br i t i sh M u s e u m , nos. 311 6k 312; H . B . Walters, Cat. 

Bronzes 1899) 46-47 , p i . X I (no. 311); idem, Select Bronzes (1915) p i . 35 

(no. 312). 

8. Paris, B ib l io theque Nat iona le 1355: E. Babelon &L J .A. Blanchet , 

Cat. des bronzes no. 1355; M . C o l l i g n o n , B C H 9 (1885) 323, p i . V I I ; W . 

Zuchner , op. cit. p . 39, no . 48. 

9. W . Zuchner , op. cit., p. 40; u n a t t r i b u t e d four th-century stemless cup 

from Ker tsch , i l lustrated i n CR (1869) At l a s , p i . I V , 9. 

10. Pans, Louvre Br 1708: A . de Ridder , Cat. I I , no . 1708, p i . 78; W . 

Zuchner , op. cit. pp. 39-40, 200, 203, no . 49. 
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Figure 1. Paris, Louvre , Br 1708. Museum photo 

p o r t e d b y Si lenos has a r a t h e r d i f fe ren t cha rac te r i n t h e 

f r o n t a l i t y o f t h e f igures, t h e i r p s y c h o l o g i c a l b l anknes s , 

a n d w o r k m a n s h i p o f lesser q u a l i t y . 1 1 M o s t n o t i c e a b l y , 

S i lenos does n o t here t u r n t o gaze c o n c e r n e d l y i n t o his 

master ' s eyes; t h i s is a m o t i f we h a v e e n c o u n t e r e d o n vase 

a t t a c h m e n t s d a t i n g f r o m t h e late f o u r t h c e n t u r y o n w a r d s , 

b u t i ts absence here is i n k e e p i n g w i t h t h e w o r k ' s o t h e r 

a n a c h r o n i s m s . 

F r o m t h e la te t h i r d c e n t u r y c o m e a d o z e n E t r u s c a n m i r ­

r o r covers w i t h t h e same t y p e : D i o n y s o s is i n t h e center o f 

t h e t o n d o , l e a n i n g o n Eros t o t h e lef t , w h o l o o k s u p w i t h 

c o n c e r n at t h e g o d (figs. 2, 3 ) . 1 2 D i o n y s o s h o l d s a t h y r s o s 

i n h is left h a n d a n d is n u d e except for a c h l a m y s ove r his 

left s h o u l d e r . T o t h e god's r i g h t s tands a female , pe rhaps a 

muse since she p lays a k i t h a r a . H e r b o d y is s h o w n e i the r 

f r o n t a l l y o r s l i g h t l y t u r n e d away f r o m D i o n y s o s . T h e r e 

seem i n i t i a l l y t o be few v a r i a n t s a m o n g t h e repl icas o f t h i s 

t y p e . I n examples i n N e w Y o r k (f ig . 2) a n d T a r q u i n i a , 

D i o n y s o s t u r n s h is h e a d t o l o o k d o w n a n d exchange a 

g lance ; i n t h e e x a m p l e i n t h e G e t t y M u s e u m , D i o n y s o s i n ­

s tead l o o k s away s o m e w h a t listlessly (f ig . 3) . 

11. B e r l i n , A n t i k e n m u s e u m 7980: W . Zuchner , op. cit., p. 178, fig. 9 1 . 

12. 1) M a l i b u , G e t t y M u s e u m 7 1 . A C . 1 5 2 ; 2) N e w York , M e t r o p o l i t a n 

M u s e u m 29.141c: inc luded i n J.S. Sargent po r t r a i t o f E. Rob inson , 

M M A 31.60; 3) B e r l i n , A n t i k e n m u s e u m 6318: E. G e r h a r d , Etr. Spiegel I 

(1843) p i . 2 1 , 3; 4) Geneva: W . D e o n n a , RA (1909) p. 246, fig. 4; 5) 

Kar ls ruhe : K . Schumacher , Sammlung antiker Bronzen (1890) 42, no . 254; 

6) Ta rqu in i a : P. Romane l l i , Tarquinia (Ist. Pol igraphico 75 [1940] 44-45 , 

f ig. 86; 7) L o n d o n , Br i t i sh M u s e u m 732: H .P . Walters , Cat. Bronzes 127; 

8) Paris, L o u v r e C 1833: A . de Ridder , Cat. I I (1915) no . 1833, p i . 88; 9) 

Figure 1. New York , Me t ropo l i t an Museum, 29.141c. 

Museum photo 

I t is at f i rs t u n c e r t a i n w h a t is i m p l i e d i n t h i s t y p e — 

w h e t h e r t h e d r u n k e n D i o n y s o s is b e i n g set i n o p p o s i t i o n 

t o t h e k i t h a r i s t , o r w h e t h e r she is s e renad ing t h e g o d o r 

l e a d i n g h i m i n a p rocess ion . T h e m i r r o r cover i n N e w 

Y o r k appears t o be o n e o f t h e earl iest , j u d g i n g f r o m its f ine 

d e t a i l a n d success as a c i r c u l a r c o m p o s i t i o n , a n d differ­

ences b e t w e e n i t a n d t h e o t h e r examples are i n f o r m a t i v e 

a b o u t t h e i n t e n d e d m e a n i n g o f t h e c o m p o s i t i o n . T h e r e is 

n o exergue o n t h e N e w Y o r k cover , such as t he r e is o n 

t h e e x a m p l e i n M a l i b u , a n d D i o n y s o s ' r i g h t leg ex tends 

s t r a igh t d o w n . Eros , i n s t ead o f p u l l i n g b a c k at D i o n y s o s , 

as o n t h e G e t t y cover , appears t o p u s h h i m f o r w a r d , since 

his r i g h t leg is h i g h e r t h a n his lef t , a n d his b o d y seems t o 

l ean f o r w a r d i n s u p p o r t . T h e female k i t h a r i s t , f i n a l l y , 

bends a n d raises he r r i g h t leg, a n d t ends t o w a r d s t h e 

r i g h t , as i f w a l k i n g . T h e w h o l e c o m p o s i t i o n is t h u s i n m o ­

t i o n t o t h e r i g h t , a n d t h e k i t h a r i s t c lear ly leads D i o n y s o s 

a n d Eros . T h e glance b e t w e e n D i o n y s o s a n d Eros i n t h e 

N e w Y o r k e x a m p l e suggests t h a t Eros is e n c o u r a g i n g t h e 

g o d t o p roceed w h i l e D i o n y s o s gazes b a c k vague ly a n d 

d r u n k e n l y at h is c o m p a n i o n . 

M u n i c h , A n t i k e n s a m m l u n g e n : P. Wolters, Fuhrer durch das Glyptothek zu 

Munchen (1922) 55; 10) Va t i can : Mus. Greg. I , p i . 85, 6; 11) Cambr idge , 

Corpus C h r i s t i College: C . W . K i n g , Cambridge Antiquarian Communica­

tions 4 (1883), opp. p . 187; 12) Copenhagen , Tho rwa ldsen M u s e u m : L . 

M u l l e r , Musee Thorwaldsen no . 181; 13) C h i u s i , Museo Nazionale: F. I n -

gh i r ami , Etrusco Museo Chiusino (1833) I , p i . 57; 14) once Paris market : 

Hotel Drouot, 18 mars 1901 lot 234, p i . 8; 15) once L o n d o n market : 

Sotheby's, 11 July 1939, lo t 273. 
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Figure 3. M a l i b u , Get ty Museum, 71.AC.152. Museum photo 

T h e s u r v i v i n g examples o f t h i s t y p e v a r y i n c e r t a i n de­

ta i ls because t h e y d o n o t re ly u p o n a p r o t o t y p e i n s t a tua ry 

b u t are i n s t ead vers ions o f each o t h e r a n d o f ear l ier 

f o u r t h - c e n t u r y reliefs. T h e t r a n s f o r m a t i o n o f t h e t y p e 

f r o m t h e N e w Y o r k e x a m p l e t o t h a t i n t h e G e t t y results 

f r o m t h e copyis t ' s urge fo r a m o r e s y m m e t r i c a l c o m p o s i ­

t i o n — o n e w h i c h is b a l a n c e d r a t h e r t h a n t e n d i n g t o w a r d s 

t h e r i g h t . T h e ar t is t ' s i m p u l s e t o effect t h i s s y m m e t r y is 

s t ronger t h a n his in te res t i n t h e o r i g i n a l s igni f icance o f 

t h e t y p e ; t h i s p r e o c c u p a t i o n w i t h des ign is i r o n i c a l l y his 

u n d o i n g , since w h a t was p r e v i o u s l y a n a n i m a t e d t r i o w i t h 

sub t le v i sua l exchanges has b e c o m e a s tat ic scene w i t h 

t h r ee separate f igures. 

T h e E t r u s c a n m i r r o r t y p e is r e p r o d u c e d o n C a l e n e t e r ra ­

c o t t a b o w l s , w h i c h s h o w e i the r Herak le s o r D i o n y s o s i n 

a pose i d e n t i c a l t o t h a t o f t h e d r u n k e n D i o n y s o s i n t h e 

E t r u s c a n series (f ig . 4 ) . 1 3 T h i s C a l e n e v e r s i o n was pre­

s u m a b l y m a n u f a c t u r e d s o o n after t h e i n v e n t i o n o f t h e 

E t r u s c a n t ype ; a m i r r o r cover f o u n d i n T a r q u i n i a c o n f i r m s 

t h a t t h e t y p e was ava i l ab le t o S o u t h I t a l i a n a r t i s t s . 1 4 Be­

cause g o d a n d h e r o are i n t e r c h a n g e a b l e o n t h e C a l e n e 

b o w l s , o n e m a y in fe r t h a t t h e o r i g i n a l t y p e came, i n t h e 

13. Florence, Museo Archeo log ico i n v . no . 4476: museum negative 

no . 28760/8. See R. Pagenstecher, Die Calenische Reliefkeramik, Jkl Erg. 8 

(Ber l in 1909) pp. 35-36. 

14. See supra, n . 12, no . 6. 
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Figure 4. Florence, Museo Archeologico, 4476. Museum photo 

course o f t h e la te t h i r d o r ear ly second c e n t u r y , t o de­

scribe t h e pa i r ' s r e t u r n f r o m t h e i r d r i n k i n g b o u t , a n epi ­

sode m o s t v i v i d l y desc r ibed o n a N e o - A t t i c p u t e a l i n t h e 

V a t i c a n . 1 5 

A n echo o f t h e t y p e is f o u n d o n f i r s t - c e n t u r y B . C . gems 

i n M u n i c h , w i t h Eros o n t h e r i g h t s u p p o r t i n g D i o n y s o s 

w h o h o l d s a t h y r s o s i n h is r i g h t h a n d . 1 6 I t appears as w e l l 

o n a la te Seve ran sarcophagus i n t h e L o u v r e , w h i c h ex­

changes a satyr fo r Eros a n d places t h e t r i o i n t h e m i d s t 

o f a t h i a s o s . 1 7 T h e sarcophagus successfully recalls t h e 

l i g h t - h e a r t e d H e l l e n i s t i c h u m a n i z a t i o n o f D i o n y s o s a n d 

h is r e t i n u e b y ar t is ts t h r o u g h o u t t h e G r e e k w o r l d o f t h e 

t h i r d c e n t u r y . T h e E t r u s c a n c o n t r i b u t i o n s t o t h i s genre, as 

t h e N e w Y o r k a n d M a l i b u m i r r o r covers at test , are a m o n g 

t h e m o s t s p o n t a n e o u s a n d appea l ing . 

D e p a r t m e n t o f G r e e k a n d R o m a n A r t 

T h e M e t r o p o l i t a n M u s e u m o f A r t 

15. Va t i can , Cande lab r i 2589: unpubl i shed . 

16. M u n i c h A n t i k e n s a m m l u n g e n : AGDS M u n i c h , nos. 3569-3574. 

17. Paris, Louvre 1346: F. M a t z , Die Dionysichen Sarkophage, ASR I V , 3 

(Ber l in 1969) pp. 394-397, no . 222, p i . 237, 2. 
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A Roman Lady 
from a Southern California Collection 

Fikret K. Yegul 

I n possession o f M r . R o b e r t K . M a r t i n , 

I r v i n e , C a l i f o r n i a . 

L a t e R o m a n . Eas te rn E m p i r e . 

W h i t e m a r b l e w i t h grey streaks. F i n e g r a i n . 

H e i g h t ( inc . neck ) : 27.5 c m . ; w i d t h ( m a x . ) : 16 c m . 

H e i g h t (face o n l y ) : 14 c m . ; w i d t h (face o n l y ) : 11 c m . 

T h e head , w h i c h inc ludes t h e neck a n d t e n o n i n t a c t , 

was i n t e n d e d fo r i n s e r t i o n i n a ful l-sized s ta tue. T h e nose 

(except t h e b r idge ) a n d a piece o f t h e left side o f t h e d i a ­

d e m are mis s ing . T h e edges o f t h e d i a d e m are c h i p p e d . 

T h e l ips , t h e c h i n , t h e left eye a n d b r o w , a n d t h e left ear 

are p a r t i a l l y d a m a g e d . T h e r e are i so la ted m a r k s o f abra­

s i o n o n t h e left cheek a n d neck , poss ib ly b e l o n g i n g t o 

m o r e recen t t imes . O t h e r w i s e t h e piece is w e l l p reserved 

a n d has a p a r t i c u l a r l y g o o d a n d c lean surface (figs. 1-4). 

A y o u n g w o m a n w e a r i n g a p l a i n d i a d e m ove r g e n t l y 

w a v y h a i r p a r t e d i n t h e m i d d l e a n d p u l l e d b a c k o v e r t h e 

ears is represen ted . A v e r y t h i n b r a i d , ba re ly v i s ib l e , is 

s t r e t ched b e t w e e n t h e d i a d e m a n d t h e f r o n t a l tresses. A 

w i s p o f loose h a i r emerges u n d e r t h e l a t t e r i n f r o n t o f t h e 

ears, a c c e n t u a t i n g t h e t emples . 1 T h e co i f fure is a v a r i a t i o n 

o f t h e t y p e genera l ly k n o w n as t h e Scheitelzopf i n w h i c h a 

b r o a d p l a i t c o m p o s e d o f m a n y s t rands o r b ra ids is f o l d e d 

ove r at t h e nape a n d b r o u g h t f o r w a r d ove r t h e t o p o f t h e 

head . O n t h e M a r t i n h e a d , t h e f o l d i n t h e p l a i t occurs 

l o w e r o n t h e n e c k t h a n usua l , a lmos t at shou lde r leve l , 

a n d i t is n o t b r o u g h t a l l t h e w a y u p t o t h e t o p o f t h e head . 

T h e h a i r b e h i n d t h e d i a d e m is a r r a n g e d i n c o n c e n t r i c 

circles o f b ra ids f i t t i n g ove r t h e s k u l l n e a t l y l i k e a cap. 

T h e face is o v a l w i t h a p o i n t e d c h i n a n d a f u l l , a lmos t 

heavy , neck . T h e ears are s m a l l a n d s i m p l i f i e d ; t h e y are 

1. For a similar t rea tment o f a "chop" o f hair appearing under the 

f ronta l tresses i n f ron t o f the ears, see the head a t t r ibu ted to Helena i n 

the N y Carlsberg G l y p t o t e k , Copenhagen (Cat. 762). V . Poulsen, I I , 

PI. C C C X X I V - C C C X X V , no . 199. See also the Plauti l la o f the J. Paul 

Ge t ty M u s e u m , note 9, figs. 8-10, below. 

2. A n o t h e r fine comparison is the idealized por t ra i t o f Sabina i n Rome 

(fig. 5 A ) : D . St rong, Roman Art, Ba l t imore , 1976, 95-96, p i . 105. A l s o 

compare w i t h the Apotheosis o f Sabina rel ief i n the Palazzo dei Conser-

va to r i i n Rome, p i . 111. O t h e r comparisons may be made to the "marble 

head o f a g i r l " i n the M e t r o p o l i t a n M u s e u m of A r t i n N e w Y o r k (no. 

10.210.22), dated i n the A n t o n i n e per iod ( G . Richter , Roman Portraits, 

pie rced w i t h p r o m i n e n t - l o o k i n g holes i n t h e i r m i d d l e s , 

p r e s u m a b l y fo r t h e a t t a c h m e n t o f o r n a m e n t s . T h e eyes 

gaze s t r a igh t ahead w i t h a c a l m a n d d e m u r e express ion . 

T h e irises a n d p u p i l s are d r i l l e d ( the l a t t e r w i t h d o u b l e 

holes w h i c h create a hear t -shape) . O r i g i n a l l y , h o w e v e r , 

t h e h e a d m i g h t h a v e t i l t e d f o r w a r d a b i t , a d d i n g a sweet 

a n d pens ive q u a l i t y t o t h e appearance . T h e l ips are s h u t 

b u t r e l axed , a b o u t t o b r e a k i n t o a gent le smi le . T h e m o d ­

e l i n g is soft a n d n a t u r a l i s t i c w i t h s m o o t h t r a n s i t i o n s 

b e t w e e n b r o a d a n d s o m e w h a t general ized surfaces. A l t o ­

gether , t h e face is h i g h l y ideal ized w i t h o u t a n y p r o m i n e n t 

pe r sona l features o r m a r k s o f i n d i v i d u a l i t y . 

A t t h e f i rs t g lance , t h e f r o n t a l v i e w o f t h e M a r t i n h e a d 

is decept ive : t h e ideal ized features, t h e soft c a r v i n g , a n d 

t h e gent le express ion r e m i n d o n e o f t h e classicizing po r ­

t r a i t s o f t h e L a t e H a d r i a n i c a n d A n t o n i n e periods—espe­

c i a l l y p o r t r a i t s o f S a b i n a such as t h e p o s t h u m o u s image i n 

t h e G e t t y M u s e u m 2 ( f ig . 5) . H o w e v e r , t h e d r i l l e d eyes a n d 

t h e ha i r s t y l e i n d i c a t e o t h e r w i s e . T h e Scheitzelzopf m a d e its 

f i rs t t e n t a t i v e appearance i n t h e Seve ran p e r i o d ( A . D . 

193-235) o n t h e c o i n p o r t r a i t s o f P l a u t i l l a ( A . D . 202-205) 

a n d Ju l ia Paula ( A . D . 218-222) . 3 L a t e r , i t was e m p l o y e d fo r 

p o r t r a i t s o f T r a n q u i l l i n a ( A . D . 238 -244) a n d E t r u s c i l l a ( A . D . 

249-251) . A s p o i n t e d o u t b y J. I n a n , i n t h e course o f t h e 

t h i r d c e n t u r y , especial ly d u r i n g t h e T e t r a r c h y , t h e ScheiteU 

zopf became m o r e c o m m o n a n d grew l o n g e r , 4 t h e p l a i t 

somet imes m a k i n g a t h i c k f o l d ove r t h e t o p o f t h e h e a d as 

seen i n t h e Fausta (or Helena?) i n t h e B o s t o n M u s e u m o f 

F i n e A r t s ( i n v . n o . 62 .662) 5 ( f ig . 6) . T h i s is also seen i n t h e 

h e a d i n t h e Fasanerie Cas t l e at F u l d a (Cat. n o . 53), t h o u g h t 

t o da te i n t h e last q u a r t e r o f t h e t h i r d c e n t u r y b y H . v o n 

N e w York 1948, fig. 79); or to the relief po r t r a i t o f a young w o m a n , sug­

gested to be Bru t t i a Cr i sp ina , C o m m o d u s ' wife, i n Fasanerie Castle at 

Fulda (Cat. no . 40, H . F . v o n Heintze , Die antiken Portrats in Schloss 

Fasanerei bei Fulda, M a i n z , 1968, p i . 67). 

3. For co in por t ra i ts o f these empresses w i t h the Scheitelzopf: R. De l -

brueck, Die Munzbildnisse von Maximinus bis Carinus, p i . 4.27, 28; B . M . 

Fellet t i M a j . , Iconografia romana imperiale, I I , Rome, 1958, p i . X X X I , 97, 

98. 

4. J. Inan and E. Rosenbaum, Roman and Early Byzantine Portrait Sculp­

ture in Asia Minor, L o n d o n 1966, 195. See also K . Wessel, "Romishe 

Frauenfr isuren," A A , 1946-47, 62-75. 
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Figure 1. Portrai t head o f a Woman. R .K. M a r t i n . Figure 2. Portrait head o f a Woman. R .K. M a r t i i 

Figure 3. Portrait head o f a Woman. R .K. M a Figure 4. Portrait head o f a Woman. R .K. M a r t i n . 
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Figure 5. Portrait head o f the empress Sabina. M a l i b u , 

Get ty Museum, 70 .AA.117 . 

H e i n t z e . 6 I n m o s t o f these la ter examples t h e d i a d e m is 

o m i t t e d — o r rep laced b y t h e t h i c k , deco ra t i ve r o l l o f t h e 

p l a i t o n t o p o f t h e head—even t h o u g h t h e w o m e n repre­

sented m a y have b e l o n g e d t o t h e i m p e r i a l f a m i l y o r m a y 

have been empresses themselves . Judged b y t h e l e n g t h a n d 

t h e severe o u t l i n e o f t h e p l a i t , o u r h e a d s h o u l d be p laced 

s o m e w h e r e i n t h e f i rs t h a l f o f t h e t h i r d c e n t u r y . 7 

A g o o d pa ra l l e l t o t h e genera l a r r a n g e m e n t o f t h e h a i r 

a n d t h e d i a d e m c a n be f o u n d i n t h e E t ru sc i l l a o f t h e M u ­

seo N a z i o n a l e i n R o m e (f ig . 7). H e r e , as i n a s i m i l a r h e a d 

i n t h e B r i t i s h M u s e u m , she is p o r t r a y e d as A u g u s t a , wear­

i n g a d i a d e m ove r w a v y f r o n t a l h a i r p a r t e d i n t h e m i d d l e . 8 

B u t i n b o t h o f these p o r t r a i t s , E t r u s c i l l a d isplays s t r o n g 

pe r sona l features: t h e p r o m i n e n t nose, b u s h y eyebrows , 

5. M . B . Coms tock and C . C . Vermeule , Sculpture in Stone, M u s e u m o f 

Fine A r t s , Boston, 1976, no . 380; W. v o n Sydow, Zur Kunstgeschichte des 

spdtantiken Portrdts im 4- Jahrhundert n. Chr. ( A n t i q u i t a s , series 3, V I I I ) , 

B o n n , 1969, 7, note 19; K . Wei tzmann (ed.), Age of Spirituality, New 

York , 1979, no. 14 ( J . D . Breckenridge). 

6. H . v o n Heintze , Die antiken Portrdts, 79, cat. no. 53, p i . 88-89. 

7. Compare w i t h the female head i n A n t a l y a M u s e u m w h i c h carries a 

simple plai t w i t h o u t the f lamboyant overhead fold bu t w h i c h is consider­

ably longer t h a n tha t o f our example; a date ca. A . D . 260-270 has been 

suggested. Inan-Rosenbaum, Portrait Sculpture, p i . C X L V I I , 1-2. 

8. Fel let t i M a j , konografia, I I , 193-194, p i . X X X I - 1 0 0 , X X X I I - 9 9 - 1 0 1 . 

Figure 6. Portrait head of the empress Fausta (or Helena). 

Boston, Museum of Fine Ar t s , W i l l i a m E. Nick-

erson Fund, 62.662. 

deep-set eyes a n d h a r d , pu rpose fu l gaze create a v e r y dif­

fe rent image f r o m t h e p e r s o n represented b y o u r p o r t r a i t . 

A be t t e r pa ra l l e l c a n be d r a w n w i t h t h e h e a d i n t h e J. Pau l 

G e t t y M u s e u m i n M a l i b u r ecen t ly i d e n t i f i e d b y S. N o d e l -

m a n as P l a u t i l l a , t h e i l l - f a t ed f i rs t wi fe o f e m p e r o r C a r a -

cal la ( 7 2 . A A . 1 1 8 ) 9 (figs. 8-10) . T h e sensi t ive , even ideal ized 

t r e a t m e n t a n d t h e c a l m a n d y o u t h f u l express ion o f t h e 

face are r a t h e r close t o o u r e x a m p l e . A l s o c o m p a r a b l e is 

t h e a r r a n g e m e n t o f t h e Scheitzelzopf w i t h its u n u s u a l l y l o w 

f o l d o n t h e nape a n d r e l a t i v e l y s h o r t h e i g h t . F u r t h e r m o r e , 

t h e i n d i v i d u a l b ra ids have been a r r a n g e d ove r t h e s k u l l i n 

c o n c e n t r i c circles, suggest ing a s i m i l a r taste i n e x p e r i m e n ­

t a t i o n w i t h abs t rac t pa t t e rn s o f c o i f f u r e . 1 0 B u t t h e G e t t y 

h e a d displays a dec ided ly m o r e r e l axed a n d n a t u r a l i s t i c 

9. K.P. Erhar t , J. Frel , and S. N o d e l m a n , Roman Portraits; Aspects of 

Self and Society, Los Angeles, 1980, no . 15, 7 8 - 8 1 . Nodelman ' s identif ica­

t i o n is based o n numismat ic comparisons. T h e head was previously sug­

gested to be Julia Paula; C . C . Vermeule and N . Neuerburg , Catalogue of 

the Ancient Art in the ] . Paul Getty Museum, 1973, no . 74, p i . 74. 

10. Such artistic preoccupat ion w i t h abstract and geometric patterns 

i n hair styles can be i l lus t ra ted by various female portrai ts o f the late 

R o m a n empire. U n d o u b t e d l y the most s t r ik ing o f these—though no t 

related to our examples i n style and design—is the head o f the young 

w o m a n i n the C i n c i n n a t i M u s e u m o f A r t ( inv . no . 1946.5). G . M . A . 

H a n f m a n n , Roman Art, N e w York , 1964, no. 84, p i . 84. 
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Figure 7. Portrai t head of the empress Etruscilla. Rome, 

Museo Nazionale Romano. 

h a n d l i n g o f these h a i r f o r m s . 

A n o t h e r i m p o r t a n t s ty l i s t ic source fo r t h e M a r t i n h e a d 

s h o u l d be s o u g h t i n t h e late C o n s t a n t i n i a n p e r i o d w h i c h 

p r o d u c e d w o r k s o f u n u s u a l l y h i g h q u a l i t y h a r k i n g b a c k t o 

t h e soft m o d e l i n g o f second c e n t u r y mode l s . A c o m p a r i ­

s o n b e t w e e n t h e M a r t i n h e a d a n d t h e h e a d i n t h e M e t r o ­

p o l i t a n M u s e u m o f A r t i n N e w Y o r k , i d e n t i f i e d as t h e 

e m p e r o r C o n s t a n s (ca. A . D . 337 -340) ( i n v . n o . 67.107) , 

d isplays r e m a r k a b l e s imi l a r i t i e s i n t h e h a n d l i n g o f i n d i ­

v i d u a l features: t h e eyes w i t h t h e i r p u p i l s d r i l l e d i n hear t -

shapes, t h e sens i t ive ly f o r m e d cheek a n d m o u t h , a n d t h e 

s l i g h t l y r eced ing , w e a k c h i n 1 1 ( f ig . 11). I n s t u d y i n g t h i s 

h e a d , J . D . B r e c k e n r i d g e a p t l y observes t h a t u t h e style is 

cha rac te r i s t i c o f t h e last phase o f C o n s t a n t i n i a n classi­

c i s m , w h e n m o d e l s were n o longe r b e i n g s o u g h t i n t h e 

s t e rn A u g u s t a n - T r a j a n i c t r a d i t i o n , b u t i n t h e m o r e s u b t l y 

m o d e l e d , e m o t i o n a l s tyle o f t h e A n t o n i n e s . " 1 2 T h i s last 

cha rac te r i s t i c m a y e x p l a i n t h e i m m e d i a t e ( a n d superf ic ia l ) 

11. R. De lbrueck , Spatantike Kaiserportrats, Ber l in-Leipzig , 1933, 154— 

155, pis. 58-59; R. Calza, Iconografia, I I I , 1972, 327-329, pis. C X I I I , 415 -

416. Wei tzmann , Spirituality, no . 15 ( J . D . Breckenridge). 

12. Wei t zmann , Spirituality, no . 15, pg. 23. 

13. T h e a w k w a r d t r ans i t i on between the diadem and the braids o n the 

back o f the head has been k i n d l y b rough t to my a t t en t ion by E . K . Gazda 

w h o feels tha t " the sculptor d i d no t unders tand the coiffure nor d i d he 

Figure 8. Portrait head o f the empress Plautilla. M a l i b u , 

Get ty Museum, 72 .AA.118 . 

resemblance o f t h e M a r t i n h e a d t o some p o r t r a i t s o f t h e 

H a d r i a n i c a n d A n t o n i n e pe r iods m e n t i o n e d ear l ier . 

T h e r e is n o q u e s t i o n t h a t t h e h e a d w h i c h has been t h e 

subject o f t h i s q u e r y is a consc ious ly classicizing w o r k , 

s o m e w h a t i n c o n g r u o u s l y c o m b i n i n g a subt le a n d n a t u r a l ­

ist ic face w i t h a stiff, abs t rac t , a n d even a r t i f i c i a l c o i f f u r e . 1 3 

C o u l d t h i s m e a n t h a t t h e M a r t i n h e a d owes its i n s p i r a t i o n 

t o m o r e t h a n o n e source o r model? Q u i t e apar t f r o m 

aesthetic a n d i c o n o g r a p h i c a l c o n s i d e r a t i o n s , i t c o u l d be 

regarded as a v a l u a b l e d o c u m e n t i l l u s t r a t i n g a h i g h l y 

soph i s t i ca t ed a n d eclectic taste w h i c h s o u g h t t o c o m b i n e 

c o n t r a s t i n g s ty l i s t ic t endenc ies i n o n e piece, a p u z z l i n g b u t 

r e c u r r e n t cha rac te r i s t i c o f R o m a n scu lp tu re o f a l l pe r iods . 

C o m p a r i s o n w i t h t h e p o r t r a i t s o f E t r u s c i l l a i n R o m e a n d 

P l a u t i l l a i n t h e J. Pau l G e t t y M u s e u m suggests a da te i n 

t h e ear ly t h i r d c e n t u r y A . D . 1 4 B u t m o r e p r o b a b l e w o u l d be 

a da te a r o u n d t h e m i d d l e o f t h e f o u r t h c e n t u r y i n c o n s i d ­

e r a t i o n o f t h e genera l charac ter i s t ics a n d qua l i t i es o f post-

k n o w what to do w i t h the ends o f the d iadem." J. Frel and S. N o d e l m a n 

believe the hair has been heavily recut. 

14. Pert inent issues concern ing the iconography o f t h i r d century Ro­

man por t ra i tu re and i n par t icular o f T r a n q u i l l i n a are discussed i n a 

recent article by S. W o o d , "Subject and A r t i s t : Studies i n R o m a n Por­

t ra i ture o f the T h i r d C e n t u r y , " A] A 85, 1981, 59-68. 



Figure 9. Portrait head of the empress Plautilla. M a l i b u , 

Get ty Museum, 72 .AA.118 . 

Figure 10. Portrait head of the empress Plautilla. M a l i b u , 

Get ty Museum, 72 .AA.118 . 

Figure 11. Portrait head of the emperor Constans. New 

York, The Met ropo l i t an Museum of A r t , Rogers 

Fund, 67.107. 
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C o n s t a n t i n i a n p o r t r a i t u r e , a n d p a r t i c u l a r l y , t h e h e a d o f 

C o n s t a n s i n t h e M e t r o p o l i t a n M u s e u m o f A r t . 

T h i s s t u d y makes n o a t t e m p t at i d e n t i f y i n g t h e p e r s o n 

represen ted b y t h e M a r t i n head ; t h e ideal ized style makes 

a f i r m i d e n t i f i c a t i o n r i s k y . H o w e v e r , o n t h e basis o f t h e 

d i a d e m a n d t h e h i g h q u a l i t y o f w o r k m a n s h i p , i t w o u l d 

n o t be i m p r u d e n t t o suggest t h a t she m i g h t have been a 

w o m a n o f i m p e r i a l r a n k . 

U n i v e r s i t y o f C a l i f o r n i a 

S a n t a B a r b a r a 
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und das Wissen ist der Tod. 

T o w a r d s t h e e n d o f 1980 M r . a n d M r s . C . D a v i d B r o m -

w e l l g rac ious ly offered t h e G e t t y M u s e u m a large t e r r a cot -

t a s ta tue t te , a h i t h e r t o u n k n o w n w o r k b y A l c e o Dossena , 

t h e great t w e n t i e t h c e n t u r y mas ter o f i m i t a t i n g classical 

a n d Renaissance s cu lp tu re ( n o . 15 b e l o w ) . D e s e r v i n g w i d e 

r e c o g n i t i o n , i t p r o v i d e s a n o p p o r t u n i t y t o discuss o t h e r 

i m i t a t i o n s o f a n c i e n t s t a tua ry i n o u r c o l l e c t i o n , w h i l e 

s m a l l b ronzes , 1 t e r r aco t t a s , 2 vases, 3 o t h e r m i n o r a r t s , 4 

c o i n s , 5 a n d non-c lass ica l ( m o s t l y E g y p t i a n ) i t e m s 6 are l i s ted 

Abbrev i a t i ons : 

Checklist 1: Antiquities in the J. Paul Getty Museum. A Checklist. Sculpture 

I : Greek Originals (1979) 

Checklist 2: Antiquities in the J. Paul Getty Museum. A Checklist. Sculpture 

I I : Greek Portraits and Varia (1979) 

Gruneisen ( W . de): Art classique, exposition de la collection W. de Grun-

eisen (1925) 

Gruneisen ( W . de), Moutafoff: Sculpture grecque archaxque, etude sur les 

kouroi et les kores de la collection L . Moutafoff (1932) 

Joys: J. Paul Ge t t y , The Joys of Collecting (1965) 

Paul (E.): Die falsche Gottin (1962) 

Roman Portraits: Roman Portraits in the Getty Museum, e x h i b i t i o n cata­

logue, Ph i lb rook A r t Center , Tulsa (1981) 

U C S C - L M U : Roman Portraits; Aspects of Self and Society, e x h i b i t i o n 

catalogue, Un ive r s i t y o f Ca l i fo rn ia , Santa Cruz , and Loyo la M a r y -

m o u n t Un ive r s i t y (1980) 

1. Etruscan kore, 8l.AK.000 (ex 56.AD.16); Joys 46 

Isis, 71 .AL .179 ; possibly I ta l ian , 17th c. 

Bust o f A t h e n a , 7 1 . A L . 1 5 1 ; Sotheby's, 1 December 1969, no. 133, pos­

sibly 18th c. 

Venus 7 0 . A K . 1 1 9 ; ex-coll . Duchess o f W e l l i n g t o n , said to be f rom Baal­

bek, 18th c. 

Hel ios , 7 5 . A K . 2 3 , anonymous d o n a t i o n ; 19th c. 

Female figure, 7 0 . A K . 1 0 7 ; souvenir rather t h a n i m i t a t i o n , 20th c. 

O i n o c h o e , 7 5 . A K . 2 4 (ex 7 1 A K . 2 2 7 ) , anonymous d o n a t i o n ; 20 th c. 

Beam head w i t h relief, 7 9 . A K . 5 5 (ex 71 .AK.231) , anonymous d o n a t i o n 

Sotheby's 26 November 1968, no. 140 

A p h r o d i t e , 7 0 . A K . 1 1 8 ; Bulletin of the Getty Museum 1 (1957) 14, fig. 6 A ; 

cast after the statuette i n Be r l i n , Agyptisches Museum (1967) 1003 

Strategos, 7 8 . A K . 4 1 1 , anonymous d o n a t i o n ; Checkl i s t 2, G45 , cast after 

a statuette i n Barcelona ( A A 1941, 209-212). 

A t h e n a , 8 0 . A K . 3 2 , anonymous d o n a t i o n 

2. Venus w i t h Erotes o n couch , 7 8 . A K . 3 8 ; Sotheby's 24 July 1939, no. 

83; mid -19 th c. 

Knuck lebone player, 7 8 . A K . 4 8 ; ex co l l . E . L . Page, mid -19 th c. 

Seated w o m a n , 7 8 . A K . 5 2 , ex co l l . L o r d H a r e w o o d , mid -19 th c. 

S tand ing g i r l , 7 5 . A K . 2 2 , anonymous d o n a t i o n ; ca. 1900 

L a m p w i t h view of A l e x a n d r i a , 7 5 . A K . 2 1 , anonymous d o n a t i o n ; 19th c. 

i n f o o t n o t e s . 7 T h e l abe l " f o r g e r y " is a v o i d e d t h r o u g h o u t 

t h i s n o t e since i t does n o t encompass t h e v a r i e t y o f p r o b ­

lems associated w i t h these pieces. 

T h i s n o t e m a y pe rhaps be o p e n e d w i t h some genera l 

t h o u g h t s . H o w d o i m i t a t i o n s en te r a museum's co l lec t ion? 

W h o is faultless m a y t h r o w t h e f i rs t s tone; b u t n o c u r a t o r , 

scho la r , t rus tee , o r co l l ec to r is i m m u n e against e r ro r , a n d 

t h e m o r e he feels super io r , t h e sooner he w i l l f a l l i n t o t h e 

r i d i c u l o u s . O n t h e o t h e r h a n d , a l ack o f m o d e s t y some-

3. " P r o t o c o r i n t h i a n " oinochoe i n the shape of an o w l , 79 .AK.185 , 

anonymous d o n a t i o n ; Ancient Art. The N . Schimmel Collection (1974) 

no. 59 bis 

" P r o t o c o r i n t h i a n " dinos o n stand, 7 9 . A K . 1 8 6 , anonymous d o n a t i o n 

" R h o d i a n " o inochoe, 7 2 . A K . 1 2 7 ; Ge t ty MJ 5 (1977) 123-132 bis ( C . H . 

Greenwal t ) 

" A t t i c " black-figure cup, 7 1 . A K . 3 5 9 ; Chris t ie 's , 2 December 1969, no . 

96, f ig. 

Red-figure hydr i a , 8 0 . A K . 8 0 , anonymous dona t i on ; reproducing 

M u n i c h , A R V 2 23.7 by Phintias 

Fragment o f a stamnos after the Kleophrades Painter, 7 5 . A K . 7 0 , 

anonymous d o n a t i o n ; A Selection of Vases from the Getty Museum, ex­

h i b i t i o n catalogue, U n i v e r s i t y o f Ca l i fo rn ia , Riverside (1978) no . 27, 

C a m p a n i a n black oinochoe (ancient) w i t h m o d e r n overpainted wh i t e 

Eros, 71 .AE.210 

4. T w o glasses, 78.AJ.29 (pastiche of R o m a n vase and Islamic basket 

carr ied by an animal) and 78.AJ.30 (toilet te bot t le) 

Seven silver objects (m i r ro r , patera, t w o bowls , ladle, spatula, armlet) , 

7 8 . A K . 1 1 - 1 7 

Small silver vase, 7 1 . A K . 3 4 9 

M e t a l vase w i t h relief o f Scylla, 7 8 . A K . 4 3 ; ex J. B rummer ; Parke-Bernet, 

10-24 A p r i l 1949, no. 140, fig. 

5. V i t e l l i u s by G . C a v i n o , 7 5 . A L . 9 0 , presented by D . C o n t e n t ; Ge t ty 

M J 5 (1977) 106ff., fig. 2 

Five " d e n a r i i " by Becker, 7 8 . A K . 2 9 7 , anonymous d o n a t i o n 

Five m o d e r n imi ta t ions o f Greek coins, 8 0 . A K . 1 3 6 , anonymous 

d o n a t i o n 

6. I m i t a t i o n o f Egypt ian : 

Bronze cat. 5 5 . A K . 9 , Joys 48 

Bronze Nefe r tum, 5 6 . A K . 1 2 

Bronze Nefe r tum, 6 8 . A K . 1 5 

Bone scarab w i t h name o f Thu tmos i s , 5 6 . A K . 7 A , former ly j o i n e d 

w i t h terracotta servant 5 6 . A K . 7 B 

Wooden servant, 7 8 . A K . 6 0 

Var ia : 

Bronze figure o f a zebu, "near-Eastern," 7 9 . A K . 5 2 

Vase w i t h relief p ro tome of b u l l and eagle, " A n a t o l i a n , " 7 9 . A K . 5 4 . 

Ivo ry statuette of a nude female w i t h o u t lower legs (mediaeval Per­

sia?), 56.AJ.5. 

7. T h e sculpture once i n M a l i b u and re tu rned may be reserved for 

another note. 

Imitations of Ancient Sculpture in Malibu 
Jifi Frel 
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Figure la. Head of Cicero. M a l i b u . 

Figure lb. Bust of Cicero. Apsley House. 



Figure 3a. Hermes and N y m p h seated o n a Rock. M a l i b u . 

Figure 2. Torso o f Herakles Epitrapezios. L o n d o n , private 

collection. Photo: P. J. Gates. 

72 Freí 

Figure 3b. Back view of Figure 3a. 

t imes p roduces s e l f - a n n o i n t e d judges w h o c o n d e m n per­

fect ly g e n u i n e a r t m o n u m e n t s s i m p l y because t h e y d o n o t 

f i t ins ide t h e b o u n d a r i e s o f t h e i r k n o w l e d g e . O n l y t i m e 

w i l l t e l l , i n f a l l i b l y s epa ra t ing g r a i n f r o m chaff . P l a y i n g safe 

i n e v i t a b l y p roduces a n a c c u m u l a t i o n o f bana l i t i e s : t h e 

m o r e e x c i t i n g a n a n t i q u i t y is, t h e h i g h e r t h e r i sk . T h u s 

since 1973 t h e c o l l e c t i o n o f a n t i q u i t i e s i n t h e J. Pau l G e t t y 

M u s e u m has been revised , r e s u l t i n g i n t h e r e t u r n o f b l a -

t e n t i m i t a t i o n s w i t h t h e e x c e p t i o n o f i t e m s — m o s t l y inex ­

pens ive—kept fo r a r t i s t i c q u a l i t y , h i s t o r i c a l a n d h u m a n 

in teres t , a n d / o r because t h e y are r e l e v a n t fo r conno i s seur -

s h i p . S o m e o f t h e r e t u r n e d pieces h a v e la te r been accepted 

b a c k as d o n a t i o n s fo r t h e same reasons, a n d ac t ive co l lec t ­

i n g o f selected i m i t a t i o n s (by d o n a t i o n ) is ac t ive ly p u r s u e d . 

T h e a i m is t o share t h e v a l u a b l e i n f o r m a t i o n a n i m i t a t i o n 

o f t e n p r o v i d e s . 

1. Head of Cicero ( f ig . l a ) 

7 3 . A L . 1 4 2 

I t a l i a n (F lo ren t ine? ) , ea r ly s i x t e e n t h c e n t u r y 

G r a y i s h C a r r a r a m a r b l e w i t h m e d i u m sugary crys ta ls , 

H : 23.5 c m . 

Roman Portraits,8 n o . 96; 133 ( b i b l i o g r a p h y ) . F o r 

t h e h i s t o r y o f t h e a c q u i s i t i o n a n d d i scuss ion o f t h e 

c h r o n o l o g y , see U C S C - L M U , n o . 20. 

N e i t h e r t h e c a r v i n g (especially o f t h e ears a n d h a i r ) n o r 

t h e m o d e l i n g (whe re t h e flesh o f t h e cheeks t u r n s t o s tone) 

n o r t h e p s y c h o l o g y (expressed b y t h e u n o r g a n i c w r i n k l e s 

o n t h e forehead) are a n c i e n t . J. Pope-Hennessy a n d P. 

8. Some correct ions to Roman Portraits in the J. Paul Getty Museum, ex­

h i b i t i o n catalogue, Ph i l b rook A r t Cente r , Tulsa, O k l a h o m a , A p r i l 

26-July 12, 1981. 
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M e l l e r agree o n t h e date a n d o r i g i n . T h e face is v e r y close 

t o t h e m a r b l e b u s t i n A p s l e y H o u s e (f ig . l b ) , 9 ove r - re s to red 

i n t h e s i x t e e n t h c e n t u r y a n d p r o v i d e d at t h e same t i m e 

w i t h t h e i n s c r i p t i o n CICERO.10 I t raises a n i n t e r e s t i n g 

q u e s t i o n : does t h e G e t t y h e a d (or i ts u n k n o w n p r o t o t y p e ) 

r e p r o d u c e t h e l ikeness o f t h e A p s l e y H o u s e piece, o r 

r a t h e r does t h e r e s t o r a t i o n o f t h e A p s l e y H o u s e bus t 

f o l l o w t h e l ikeness o f t h e G e t t y h e a d (or i ts u n k n o w n p r o ­

totype)? O n e w o u l d l i k e t o da te t h e r e s t o r a t i o n a n d " i d e n ­

t i f i c a t i o n " o f t h e A p s l e y H o u s e bus t after t h e m i d d l e o f 

t h e s i x t e e n t h c e n t u r y , at t h e t i m e o f t h e great f l o u r i s h i n g 

o f i c o n o g r a p h i c a l studies o f a n c i e n t p o r t r a i t s , a t i m e w h e n 

h i s t o r i c a l names were a t t a c h e d t o m a n y images o f u n ­

k n o w n s . T h e r e c o n s t r u c t i o n a n d i n s c r i p t i o n o f t h e A p s l e y 

H o u s e piece a n d its plaster r e p r o d u c t i o n i n M a d r i d w i t h 

a n o t h e r i n s c r i p t i o n i d e n t i f y i n g C i c e r o c o u l d have been 

t h e s t a r t i n g p o i n t for t h e b r i l l i a n t busts i n t h e C a p i t o l i n e 

M u s e u m a n d i n t h e U f f i z i , 1 1 e v e n t u a l l y f o l l o w e d b y o t h e r 

m i n o r i m i t a t i o n s . 1 2 I t m a y be res ta ted t h a t t h e C h i a r a -

m o n t i h e a d is also m o d e r n ( the surface is w i t h o u t p a t i n a 

a n d n o t recu t ; t h e m o d e l i n g a n d p s y c h o l o g y c a n h a r d l y be 

ear l ier t h a n t h e ear ly n i n e t e e n t h c e n t u r y ) . 1 3 

2. Statuette of Herakles, Farnese t y p e 

7 8 . A L . 4 9 

N o r t h e r n I t a ly? , la ter s i x t e e n t h c e n t u r y 

I t a l i a n m a r b l e , H : 39.5 c m . 

R i g h t h a n d mi s s ing . 

F re l , The Getty Bronze, 1978, 22, p i . 15B; i d e m , 

The Metropolitan Museum of Art Journal, 1973, p . 139, 

n . 5 (l ist o f s i m i l a r m i n i a t u r e s o f f amous statues; t h e y 

are n o t a l l f r o m t h e s i x t e e n t h c e n t u r y : t h e t r a d i t i o n 

c o n t i n u e d u n t i l t h e n i n e t e e n t h c e n t u r y [ t h e date o f 

t h e m i n i a t u r e A p o x y o m e n o s a n d o f t h e t w o torsos i n 

t h e R o d i n M u s e u m a n d i n B o s t o n ] . F o r t h e A n t i n o u s 

i n t h e l is t [ e x - N e w Y o r k p r i v a t e c o l l e c t i o n ] , see n o w 

The Ernest Brummer Collection. Ancient Art. I I , 1979, 

n o . 634. A n e w m i n i a t u r e i n a p r i v a t e c o l l e c t i o n i n 

p. 2: T h e i l lus t ra ted l i d o f an Etruscan u r n is o f alabaster, no t l imestone. 

Indeed, a l imestone example should have been reproduced as more 

appropriate for the text . 

P lot ina no . 42: Eyelids, upper l i p , a r t i cu l a t i on o f the hair c r o w n above 

the forehead are recut, the race repolished. 

A n t i n o u s no . 46: F l e m m i n g Johansen po in ted ou t tha t the plastic i n d i ­

ca t ion o f the pupils is secondary and also tha t the hair above the 

r igh t temple was cut d o w n for the second use, perhaps i n the very 

beg inn ing o f the 3 rd century . 

T h e sarcophagus no . 49 was used later for a second bu r i a l : b o t h the bot­

t o m and top moldings o f the body and the b o t t o m m o l d i n g o f the 

l i d were cut d o w n . T h e r igh t rear ak ro t e r ion o f the l i d was cut off, 

the genitals o f all the Erotes, the feet o f some, and the second plane 

thighs o f t w o were recarved. 

A n t o n i n e w o m a n no . 56: the hair is completely r ed rawn, the face re­

touched and repolished. 

Phi l ip the A r a b no . 94: see below here no . 5, p . 74. 

L o n d o n r ecen t ly passed t h r o u g h t h e G e t t y M u s e u m : 

a t o r so o f H e r a k l e s Ep i t rapez ios ( f ig . 2, H : ca. 20 c m . ) , 

p r o b a b l y e i g h t e e n t h c e n t u r y . 

T h e s c u l p t o r j u x t a p o s e d f ragments t o give t h e impres ­

s i o n o f a n c i e n t breaks . T h e b u l l ' s h e a d , t h e e n g r a v e d h a i r 

o f He rak le s a n d o f t h e l i o n s k i n , a n d t h e shape o f t h e base 

are n o t a n c i e n t . T h e r e l axed stance o f t h e Farnese H e r a ­

kles a n d its v a r i a n t s is g i v e n t h e a t r i c a l t o r s i o n ; L y s i p p o s ' 

q u i e t s t r e n g t h is fo rced i n t o a d r a m a t i c appearance . 

3. Small head of Domitian 

7 9 . A L . 1 9 1 

Presented b y R . M . H a r l i c k 

V e n i c e , late e i g h t e e n t h c e n t u r y 

A l a b a s t e r - l i k e m a r b l e , H : 14.5 c m . 

Roman Portraits, n o . 97 . 

T h i s piece be longs t o a g r o u p o f R o m a n empero r s c rea ted 

t o i l l u s t r a t e h i s t o r i c a l persona l i t i es w i t h o u t a n y i n t e n t t o 

deceive. S u r v i v i n g heads i n c l u d e t w o pieces i n t h e m u s e u m 

i n B e r l i n , o n e i n O s l o , a n d o n e i n a p r i v a t e c o l l e c t i o n i n 

Le ipz ig (see Pau l , p p . 56ff., figs. 19-20) a n d " B a l b i n u s " i n 

T o r c e l l o , p u b l i s h e d as a n c i e n t i n G . T r a v e r s a r i , R1A, 1977, 

p p . 89ff. , f i g . 

4. Hermes and Nymph seated on a Rock ( f ig. 3) 

5 5 . A L . 1 1 

E x - c o l l e c t i o n Sir F ranc i s C o o k 

M a r b l e s im i l a r t o n o . 1; H : 34 c m . 

Heads o f b o t h figures mi s s ing , several sma l l ch ips . 

E . S t r o n g , JHS 28, 1908, p . 38; S. R e i n a c h , Rip. 

stat., 4 , 1903, n o . 2; G . L i b e r t i n i , 11 Museo Biscari, p . 

26, n o . 46; C . C . V e r m e u l e , AJA 60, 1956, p . 326; 

i d e m , Wadsworth Atheneum Bulletin, W i n t e r 1960, p . 

1 1 , figs. 5ff. 

T h e style ming les late R o c o c o w i t h Neoclass ica l . T h e r e 

was n o i n t e n t t o deceive a n y o n e . T h e f r a g m e n t a r y c o n d i ­

t i o n p r o d u c e d t h e i l l u s i o n o f a n t i q u i t y b o t h t o t h e seller 

a n d t o t h e purchaser . 

Bearded m a n no . 95 is misplaced among dubia : i t is a replica o f Periander 

w i t h some m o d e r n recu t t ing . 

9. F. Johansen, Meddelelser fra Ny Carlsberg Glyptotek 29 (1972) 123, 

fig. 5, 126, notes 25-27 (Apsley House), 122, f ig. 2, 136-137, notes 23-28 

( M a d r i d ) . 

10. Compare also the in sc r ip t ion " A p o l l o d o r o s " (mispelled) o n a 

bearded bust i n M u n i c h w h i c h also may be modern : G . M . A . Richter , 

The Portraits of the Greeks 3 (1965), p . 286, f ig. 2039. 

11. Johansen, 126, f ig. 8, 137-138, notes 35-37 (Uffizi) and ibid. 125, 

fig. 7, 137, notes 31-34 (Capi to l ) . 

12. Johansen, 127, f ig. 9 and 138, notes 39-40 ( M a n t o v a ) , ibid. 129, 

fig. 10 and 138, note 41 (Tur in ) ; the head i n the N y Carlsberg ibid. 129, 

fig. 11 and 138, note 42 is surely genuine b u t seems to represent another 

personali ty. 

13. Johansen, 125, fig. 6 and 137, notes 29-30; G . D a l t r o p k i n d l y 

agreed tha t the C h i a r a m o n t i C ice ro is m o d e r n . 
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ι 

Figure 4. Min i a tu r e bust of the emperor Phil ip the A r a b . 

M a l i b u . 

5. Miniature bust of the emperor Philip the Arab ( f ig . 4) 

7 8 . A L . 2 9 2 

Presented b y G o r d o n M c L e n d o n 

L i m e s t o n e , H : 3.8 c m . 

Roman Portraits, n o . 94. 

A n u n d i s p u t e d masterpiece . B o u g h t i n S m y r n a , b u t i t 

m u s t have been i m p o r t e d because t h i s q u a l i t y c o u l d n o t 

have been ca rved the re . T h e m o d e l i n g o f t h e face is 

ske tchy , t h e p a t h o s ove r s t a t ed . T h e c e n t r a l " r i b " o n t h e 

reverse o f t h e bus t im i t a t e s a full-size bus t b u t seems i m ­

p r o p e r for a m i n i a t u r e ( o b s e r v a t i o n o f R . W i i n s c h e ) . F . 

Johansen suggests t h a t t h e piece m a y h a v e been d o n e fo r 

t h e l i b r a r y o f a d o l l house . T h e style o f b o t h w e l l - k n o w n 

life-size p o r t r a i t s o f P h i l i p ( V a t i c a n , L e n i n g r a d ) is r a t h e r 

i d i o s y n c r a t i c . A s t h e y b o t h passed t h r o u g h t h e h a n d s o f 

C a v a c e p p i , t h e y m a y h a v e been r eca rved . T h e L e n i n g r a d 

piece m a y e v e n t u a l l y be f o u n d n o t t o be a n c i e n t at a l l . F o r 

t h e m o d e r n basal t f r a g m e n t o f a s ta tue i n t h e M e t r o p o l ­

i t a n M u s e u m rep re sen t i ng t h e same m a n , see K . F i t t s c h e n , 

Festschrift F. Brommer, 1977, 95ff. T h e d i f f e ren t m a r b l e 

h e a d i n C o p e n h a g e n seems t o be t h e o n l y i n d i s p u t a b l e 

P h i l i p . 

6. Head of Demosthenes ( f ig . 5) 

7 8 . A L . 3 1 8 

A n o n y m o u s d o n a t i o n ; e x - c o l l e c t i o n F ranz T r a u , 

V i e n n a 

I t a l i a n g r ay i sh c r y s t a l l i n e m a r b l e s i m i l a r t o m a r b l e i n 

n o . 1, H : 33 c m . 

Checklist 2, n o . G 4 3 

T h e surface is s l i g h t l y w o r n a n d m o t t l e d . T h e t o p a n d 

b a c k o f t h e h e a d are mi s s ing . D e c o r a t i v e use o f t h e d r i l l is 

c o n t r a r y t o a n c i e n t p rac t i ce . A l s o n o t a n c i e n t are t h e 

b a r o q u e w r i n k l e s o n t h e head , t h e o v e r a l l appearance , 

a n d t h e ag i t a ted m o o d . T h e piece m u s t have been c rea ted 

w i t h o u t i n t e n t t o deceive after n u m e r o u s a n c i e n t heads 

wel l -es tab l i shed as D e m o s t h e n e s b y t h e i n s c r i b e d s m a l l 

b r o n z e bus t f o u n d i n t h e V i l l a de i P a p i r i i n 1753 . 1 4 

7. Smal l female head 

7 8 . A K . 4 5 

E n d o f t h e e i g h t e e n t h c e n t u r y (?) 

E x J. B r u m m e r . 

G r a y i s h C a r r a r a m a r b l e , H : 21 c m . 

N o s e res to red , surface r ecu t . 

Pa rke -Berne t , 10-26 A p r i l 1949, n o . 158. 

T h e h e a d m u s t have been o r i g i n a l l y i n t e n d e d t o repre­

sent a M u s e as t he re is a l a u r e l w r e a t h p a r t i a l l y c o v e r e d b y 

14. J.J. B e r n o u l l i , Griechische Ikonographie 2 (1901), 70, no. 7. 
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t h e h a i r . T h e r e m a y have been n o i n t e n t i o n t o deceive, as 

t h e style a n d presence o f t h e w r e a t h is c lear ly Neoclass ica l . 

I ts a t t r i b u t i o n t o a n t i q u i t y m u s t have been a s imple 

m i s t a k e . 

8. Head of "Aiedius" 

7 8 . A K . 5 5 

S e c o n d h a l f o f t h e n i n e t e e n t h c e n t u r y . 

B o u g h t i n 1952 f r o m G a l l e r i a B a r b e r i n i i n R o m e . 

C a r r a r a m a r b l e , H : 33 c m . 

W e l l preserved w i t h some sma l l ch ips , s l i g h t l y w o r n 

o n t h e r i g h t side o f t h e nose. M a d e for i n s e r t i o n i n a 

s ta tue. T h e f u n e r a r y re l i e f o f A i e d i u s i n B e r l i n (see C . 

B l u m e l , Romische Bildnisse, 1933, n o . R7) w h i c h is i m i ­

t a t e d here was f o u n d i n 1864. 

Roman Portraits, n o . 100 ( b i b l i o g r a p h y ) . 

9. Bust of a Roman 

70. A K . 1 2 7 

L a t e n i n e t e e n t h c e n t u r y 

W h i t e C a r r a r a m a r b l e , H : 40 c m . 

Roman Portraits, n o . 99 ( b i b l i o g r a p h y ) 

10. Small head of a Roman ( f ig . 6) 

7 1 . A K . 2 3 4 

W h i t e C a r r a r a m a r b l e , H : 14 c m . 

U n p u b l i s h e d . 

O n e sec t ion o f t h e uppe r p a r t is mi s s ing , as i f o r i g i n a l l y 

s cu lp t ed f r o m a n o t h e r b l o c k . I t m a y h a v e been i n t e n d e d 

as a m o d e r n r e s t o r a t i o n for a relief. T h e m o d e l i n g is v e r y 

s u m m a r y , t h e resul t lifeless. T h e surface appears d a r k p u r ­

ple u n d e r u l t r a v i o l e t l i g h t . 

11 . Head of a bearded man 

7 5 . A K . 2 5 

Sa id t o be f r o m Ephesus 

1960 a n d after 

A n o n y m o u s d o n a t i o n 

A s i a M i n o r m a r b l e , H : 26.5 c m . 

S o m e m i n o r ch ips i n h a i r . T h e left n o s t r i l is p a r t l y 

b r o k e n off . T h e r e are a r t i f i c i a l r u s t y spots i n t h e h a i r . 

Roman Portraits, n o . 98. 

T h e p r o p o r t i o n s o f t h e face are so p o o r l y i m i t a t e d t h a t 

i t l o o k s l i ke a n u n i n t e n t i o n a l ca r i ca tu re . T h e c a r v i n g has 

v e r y l i t t l e a r t i s t i c p r e t e n s i o n , b u t t h e w o r k s h o p m u s t be 

v e r y p r o l i f i c , w i t h a n a p p a r e n t l y r a t h e r l i m i t e d r epe r to i r e . 

M a r b l e heads t h a t l o o k l i k e c lones o f o u r h e a d , f r o m 

m i n i a t u r e s t o s l i g h t l y ove r life-size pieces, are o f t e n b r o u g h t 

t o t h e m u s e u m for i d e n t i f i c a t i o n . 

Figure 5. Head of Demosthenes. M a l i b u . 

Figure 6. Small head of a Roman. M a l i b u . 
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Figure 7. Terra cotta statuette o f an "Etruscan Kore . " M a l i b u . 
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12. Small torso of Aphrodite 

7 0 . A K . 1 0 3 

E a r l y t w e n t i e t h c e n t u r y (?) 

I t a l i a n m a r b l e , H : 33.5 c m . 

Joys, p . 69, i l l u s . 

T h e surface was c o v e r e d w i t h a r t i f i c i a l r o o t m a r k s m a d e 

f r o m conc re t e a n d a p p l i e d w i t h a no t - t oo -adhes ive glue 

( r e m o v e d i n 1973). T h e m a r b l e appears d a r k p u r p l e u n d e r 

u l t r a v i o l e t l i g h t . T h e t o r s o is a n over - schemat ized i m i t a ­

t i o n o f t h e V e n u s de M i l o . T h e head , m o r e " i n d e p e n ­

d e n t , " makes o n e t h i n k o f t h e fash ions jus t after W o r l d 

W a r I I . 

13. Head of a man with curls in a pyramid 

7 8 . A K . 4 6 

E n d o f t h e n i n e t e e n t h c e n t u r y (?) 

E x J. B r u m m e r 

W h i t e I t a l i a n m a r b l e , H : 34 c m . 

S o m e s m a l l scratches. 

Pa rke -Berne t , 10-23 A p r i l 1949, n o . 163. 

T h e surface is c o v e r e d b y a n u n p l e a s a n t y e l l o w i s h t i n t . 

T h e r o u n d e d ch ips r e g u l a r l y scat tered ove r t h e surface are 

c lea r ly i n t e n t i o n a l . O n e w o n d e r s h o w t h e piece c o u l d ever 

h a v e been c o n s i d e r e d a n c i e n t . 

14. Large terra cotta statuette of an "Etruscan Kore" b y 

A l c e o D o s e n n a (figs. 7 a - d ) 

80 . A K . 144 

Presented b y M r . a n d M r s . C . D a v i d B r o m w e l l 

A f t e r 1920 a n d before 1930 

H : 55.5 c m . ; base ca. 1 5 x 9 x 2 . 5 c m . 

U n p u b l i s h e d . 

T h e s ta tue seems t o h a v e been r e c o n s t r u c t e d f r o m c o u n t ­

less f r agmen t s j o i n e d w i t h f i l ls o f d i f f e r e n t l y c o l o r e d plaster 

(ve ry l i g h t u n d e r t h e base, o range t o p i n k t o w i n e - r e d else­

w h e r e ) . A s a m a t t e r o f fact t h e fi l ls m u s t have been d o n e 

at t h e same t i m e as t h e m o d e l i n g itself. T h e m i s s i n g h a n d s 

were never m o d e l e d . W h i l e t h e ac tua l s t a b i l i t y o f t h e 

s ta tue t te is exce l l en t , i t gives t h e i m p r e s s i o n o f b e i n g o u t 

o f ba l ance , s t a n d i n g o n t h e r i g h t leg w i t h t h e left f o o t 

15. G . M . A . Richter , The Sculpture and Sculptors of the Greeks (1950), 

fig. 543; Paul, 27; S. H o w a r d , Cal.St.ClAnt. 4 (1971) pis. 9-10. 

16. O t h e r marbles f r o m the same co l lec t ion are related: 

Head o f an "archaic" A t h e n a ; Grune isen pis. 5-6; G . Richter , The 

Sculpture and Sculptors of the Greeks, f ig. 534 

Lower body of an A t h e n a , Grune isen pis. 7-8. 

Relief w i t h a charis, "archaic" headless female statue; pis. 12-13. 

Venus Gene t r ix ; pis. 14-16. 

Funerary stele; p i . 20. 

Fragment o f a funerary stele; p i . 2 1 ; w i t h o u t raising any suspicions the 

piece f o u n d its way o n t o the art marke t (Sotheby's 7 December 1976, 

no . 329, p i . 38). T w o other pieces, perhaps by another hand , are 

related: 

e x t e n d e d b a c k t o p r o d u c e a n i l l o g i c a l l y n a r r o w w a v e o f 

d r a p e r y w h i c h is n e i t h e r c h i t o n n o r m a n t l e . T h e r e is 

n o cons i s tency i n t h e folds o r i n t h e inc i sed d e c o r a t i o n 

o f t h e d r a p e r y edge. T h e sma l l r e c t angu la r p l i n t h at f i rs t 

l ooks m o d e r n . T h e face was e v i d e n t l y i n s p i r e d b y t h e 

A p o l l o a n d H e r m e s f r o m V e i i . T h e s tance, base, d r a p e r y , 

a n d w h o l e appearance d u p l i c a t e t h e N e w Y o r k k o r e b y 

D o s e n n a . 1 5 

15. Life-size female nude torso 

6 7 . A K . 1 2 

I t a l i a n m a r b l e , H : 72 c m . 

Joysy p . 62, i l l u s . 

A t f i rs t g lance t h e surface seems w e l l p reserved , b u t t h e 

f ine h o m o g e n o u s p a t i n a is a r t i f i c i a l . I t even covers t h e 

"b reaks . " E v i d e n t l y t h e pose r e s u l t i n g f r o m m o v e m e n t 

( w i t h b o t h a rms raised) m a y have been i n t e n d e d fo r a 

V e n u s a r r a n g i n g her h a i r . T h e v e r y c o m p e t e n t c a r v i n g 

tr ies t o achieve a n a t u r a l i s t i c m o d e l i n g a n d m o v e m e n t 

w i t h a n appeal fo r special c l i en t s , b u t t h e effect r e m a i n s 

schemat ic a n d lifeless. A t o r s o o f V e n u s w i t h h e a d , o n c e 

G r u n e i s e n , pis . 17-19 , has t h e same a p p r o a c h t o t h e same 

a n a t o m y , m o v e m e n t , a n d stance: t h e same h a n d (? ) . 1 6 

16. Double head 

78. A K . 3 3 6 ( e x - 5 8 . A K . 5 ) 

A n o n y m o u s d o n a t i o n 

1920-1930 

E x - c o l l e c t i o n Lazare M o u t a f o f f 

Checklist 1, n o . I l l ( b i b l i o g r a p h y , esp. G r u n e i s e n , 

Moutafoff, p p . 35ff. , p is . 9 f f . ) ; S. H o w a r d , 

CalStuChssAnt, 4 , 1971 , p p . 181fF. 

Perhaps f r o m t h e same w o r k s h o p as n o . 15 above . 

17. Fragment of an "Archaic grave stele" ( f ig . 8) 

79. A K . 1 7 3 

A n o n y m o u s d o n a t i o n 

F i n e c r y s t a l l i n e m a r b l e , H : 18 c m . ; W : 27 c m . 

U n p u b l i s h e d . 

Spots o f i r o n c o r r o s i o n o n t h e surface; r e m a i n s o f a n 

Head o f a kore; pis. 9-10. 

Relief w i t h a sacrifice; p i . 23. 

A l l these sculptures were carved i n the same workshop w h i c h may have 

produced also our o w n double head, no . 16 below, p. 78; Gruneisen , 

Moutafoff, 35ff., pis. 9ff. T h e other M o u t a f o f f pieces look different f r o m 

the reproduct ions . 

A n o t h e r imi t a to r is responsible for t w o po r t r a i t heads: . 

Y o u n g Oc t av i an ; Grune isen p i . 26. 

Cal igula ; p i . 27. 

17. I t may be no ted tha t E. Langlotz (letter i n archives) wrote already 

o n June 2 1 , 1960 tha t our double head comes f rom the M o u t a f o f f col­

lec t ion , tha t he saw i t i n Paris and considered i t m o d e r n . 
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Figure 8. Fragment of an "Archa ic grave stele." M a l i b u . 

i r o n p i n i n t h e b a c k . B o t t o m a n d r i g h t b r o k e n . I n a s i m p l y 

m o l d e d f rame. O c c i p u t h a i r w i t h f i l l e t , ear, a n d r i g h t eye 

o f a m a n t o t h e r i g h t preserved. Traces o f i r o n c lamps m a y 

suggest t h a t t h e piece was i n t e n d e d for r e s t o r a t i o n o r t o be 

p a r t o f a m o r e e labora te recent relief . T h e nearest p a r a l l e l , 

pe rhaps f r o m t h e same w o r k s h o p , is t h e uppe r p a r t o f a 

m o d e r n " a r c h a i c " stele o f a b e a r d e d m a n i n t h e Nap le s 

M u s e u m (EAA 3, 1960, p . 582, f ig . 701). 

18. Inscribed bust of Sappho (figs. 9a a n d 9b) 

8 0 . A K . 7 3 ( e x - 5 8 . A K . 1 0 ) 

1950-1960 

I t a l i a n m a r b l e , H : 38.5 c m . 

Checklist 2, n o . G 4 4 ( b i b l i o g r a p h y ) 

T h e f o r m o f t h e let ters a n d t h e e n g r a v i n g t e c h n i q u e d o 

n o t l o o k a n c i e n t w h a t e v e r m a y h a v e been said . T h e 

p a t i n a is a r t i f i c i a l , m a d e essent ial ly f r o m concre te m i x e d 

w i t h c h a l k . R o o t m a r k s are i m i t a t i o n s . T h e shape o f t h e 

bus t has n o a n c i e n t p a r a l l e l , a n d t h e m o d e l i n g o f t h e flesh 

is u n o r g a n i c w h i c h p roduces a s tone- l ike effect. T h e neck 

is u n c o n v i n c i n g w h e n seen f r o m t h e back . T h e p a t t e r n o f 

t h e h a i r f r o m t h e c o w l i c k o n t h e o c c i p u t is n o t a n c i e n t . 

T h e large c l i p h o l d i n g t h e f o u r b ra ids has n o a n c i e n t 

pa r a l l e l , n o c lear ly de f ined shape, a n d n o f u n c t i o n . 

19. Re l i e f ded ica t ed t o A s k l e p i o s f r o m t h e H a u r a n 

7 1 . A K . 3 1 9 

C a . 1900-1910 

H a u r a n basal t , H : 62.4 c m . ; W : 64.9 c m . 

So theby ' s , 4 D e c e m b e r 1969, n o . 189, i l l u s . ; Chech 

2, n o . V 8 9 ; S. D o w n e y , G e t t y M] 6/7, 1978/79, p p . 

11 I f f . ; K . Parlasca, ibid. 8, 1980, p p . 145ff. 

T h e s tone b l o c k is, o f course , a n c i e n t , b u t t h e re l i e f is 

n o t . I t represents H y g e i a feeding a snake t w i s t e d a r o u n d a 

s t i ck h e l d b y a seated A s k l e p i o s o n t h e r i g h t . O n t h e Figures 9a and 9b. Bust of "Sappho." M a l i b u . 
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Figure 10a. "Roman prov inc ia l " gravestone o f a soldier. 
M a l i b u . 

Figure 10b. "Roman prov inc ia l " gravestone of a horsem; 
M a l i b u . 



f r ame , a snake i n nega t ive relief. A b o v e t h e figures is a g ib ­

b e r i s h i n s c r i p t i o n p a r t l y i n G r e e k le t ters . A c c o r d i n g t o 

Parlasca, o n e o f several pieces c a r v e d as d e c o r a t i o n i n 

D a m a s c u s b y a n I t a l i a n s c u l p t o r expe l l ed i n 1911 at t h e 

b e g i n n i n g o f t h e T u r k o - I t a l i a n w a r . H i s v i l l a was l o o t e d 

a n d t h e reliefs f o u n d t h e i r w a y o n t o t h e m a r k e t a n d i n t o 

museums . 

2 0 - 2 1 . Two "Roman provincial" gravestones (figs. 10a a n d 10b) 

7 4 . A K . 4 2 A a n d Β ( E x - 7 1 . A K . 2 7 0 ) 

Presented b y F . R i c h m a n 

L i m e s t o n e h o r s e m a n ; H : 105 c m . 

L i m e s t o n e sold ier ; H : 105.5 c m . 

Checklist 2, nos . V 8 6 a n d V 8 7 . 

N o c o m m e n t necessary. T h e reliefs are r e p r o d u c e d here 

fo r t h e a t t e n t i o n o f L a t i n ep igraphis t s w h o m a y be able t o 

i d e n t i f y t h e mode l s fo r t h e i n s c r i p t i o n s . 

22 . "Venus Marina" 

5 6 . A K . 9 

L i m e s t o n e , H : 57 c m . 

Joys p . 82 , i l l u s . 

D e e p re l i e f w i t h a flat b a c k l i k e a na i skos . A s t a n d i n g 

female n u d e w i t h a r e c t a n g u l a r cape ove r her head , h o l d ­

i n g a sh ip w i t h b o t h her h a n d s . O n t h e ins ide zone o f side 

p i l l a r s is a v e r t i c a l r o w o f s m a l l holes c o n t i n u i n g u n d e r t h e 

c h i n o f t h e f igure . N o pa ra l l e l k n o w n . I t is h a r d l y possible 

t o t h i n k o f i t as t h e w o r k o f some p r o v i n c i a l s c u l p t o r as t h e 

w h o l e appearance p o i n t s t o a r a t h e r recent m a n u f a c t u r e . 

23. Relief with piping satyr 

5 6 . A K . 1 0 

I t a l i a n m a r b l e ; H : 51.2 c m . 

Joys, p . 80 , i l l u s . 

A p y r a m i d a l slab w i t h m o l d e d base (left l o w e r c o r n e r 

b r o k e n off, several ch ips ) . A y o u n g sa tyr w i t h a n a n i m a l 

s k i n t i g h t a r o u n d h is n e c k s tands o n t i p t o e t o t h e r i g h t 

p l a y i n g t w o pipes. T h e slab m a y be a n c i e n t , a n d t h e 

damage a n d p a t i n a are n o t r ecen t , b u t t h e f igure is so 

r a d i c a l l y r eca rved ( m o s t severely t h e toes a n d feet, f ingers 

a n d h a n d s , t h e pipes m o d i f i e d t o some k i n d o f m o d e r n 

c l a r i n e t , a n d t h e face, especial ly t h e eyes a n d nose) t h a t 

o n e c a n h a r d l y t race t h e o r i g i n a l des ign e v e n i f i t m a y 

have b e e n a n c i e n t . 

2 4 - 2 5 . Two toys: frog and tortoise 

7 L A K . 3 1 6 ( f ig . 11) 

7 1 . A K . 3 1 7 (f ig . 12) 

F r o g : y e l l o w - b r o w n h a r d s t o n e , L : 10.2 c m . ; r i g h t f r o n t 

f o o t mi s s ing . 

T o r t o i s e : b l a c k basal t , L : 13.6 c m . ; left h i n d f o o t 

mi s s ing . 

Figure IL Frog. M a l i b u . 

Figure 12. Tortoise. M a l i b u . 

nitations of Ancient Sculpture 81 



82 Frel 

Figure 13. Head of Eros. M a l i b u . 

U n p u b l i s h e d . 

T h e o n l y i n f o r m a t i o n was t h a t b o t h i t ems were p u r ­

chased i n B e i r u t . A n c i e n t o r m o d e r n ? F o r years t h e o n l y 

c o n s o l a t i o n was t h e g o o d o l d q u o t a t i o n , Est quidem ne-

sciendi ars et sapientia. O n e d a y i n 1979 t h e puzzle was i r ­

r e f u t a b l y so lved : a v i s i t o r — f r o m B e i r u t — p r o d u c e d a w o r n 

p h o t o g r a p h s h o w i n g t h e t o y s h o p o f h is n e i g h b o r w h o 

m a d e dozens o f such a n i m a l s . 

F o r a change let us present a r a t h e r c u r i o u s piece. 

26. Fragmentary statue of an angel ( f ig . 13) 

7 1 . A A . 3 6 7 

C a . 1800 ( the b o d y ) . 

B o d y is I t a l i a n m a r b l e ; h e a d Pente l ic m a r b l e 

Η ( o f w h o l e f igure) : 61 c m . ; Η ( o f head) : 17 c m . 

U n p u b l i s h e d . 

T h i s p o o r angel m u s t have l ed a t o r m e n t e d exis tence as 

at some p o i n t he los t h is o r i g i n a l head . A n a n c i e n t o n e 

was used t o replace i t , a n d t h e b a d f i t was c o v e r e d w i t h 

plaster . A n a m u s i n g case, t h e oppos i t e o f t h e usua l w a y o f 

r e p a i r i n g a n c i e n t statues w i t h m o d e r n a d d i t i o n s . I n d e e d , 

t h e h e a d is a b a t t e r e d b u t recognizab le R o m a n c o p y after 

t h e Eros w i t h a B o w b y L y s i p p o s . 

M a l i b u 
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T h e C o h n beaker ,* is a u n i q u e a n d s ign i f i can t e x a m p l e 

o f R o m a n b l o w n glass w i t h p a i n t e d d e c o r a t i o n , a lmos t as 

rare i n a n t i q u i t y as i t is t o d a y . Less t h a n t w o dozen c o m ­

ple te o r n e a r l y c o m p l e t e specimens a n d a few h u n d r e d 

f ragments o f p a i n t e d glass h a v e s u r v i v e d c o m p a r e d t o t h e 

tens o f t h o u s a n d s o f f r agments a n d vessels o f u n p a i n t e d 

R o m a n glass. 

T h e beaker is f o u r t e e n cen t ime te r s i n h e i g h t a n d n i n e 

cen t ime te r s at t h e l i p . T h e shape is a t r u n c a t e d c o n e 1 

o f clear , b l o w n glass, 2 s l i g h t l y y e l l o w i s h i n c o l o r , w i t h a 

sc ra tched surface. O n some R o m a n p a i n t e d vessels t h e 

surface was p r o t e c t e d b y a v a r n i s h - l i k e subs tance; 3 t h e 

C o h n beaker , h o w e v e r , shows n o ev idence o f such a coat­

i n g , m a k i n g t h e p r e s e r v a t i o n o f t h e p a i n t e d scene even 

m o r e r e m a r k a b l e . 

T h e p o r t i o n o f t h e r i m t h a t r e m a i n s is g i l d e d , a n d o n e 

c a n assume t h a t t h e e n t i r e r i m was o r i g i n a l l y g i l t . A n or ­

n a m e n t a l b a n d 1.5 cen t ime te r s w i d e c o n s i s t i n g o f t w o 

d o u b l e l ines , each d a r k r e d above g o l d , r u n s e n t i r e l y 

r o u n d t h e vessel. T h e b a n d frames rosettes c o m p o s e d o f 

f ive petals a r o u n d a cen ter d o t , each roset te a l t e r n a t i n g 

y e l l o w a n d b lue . 

T h e m a i n scene is b e l o w . T h e o n l y b a c k g r o u n d d e t a i l is 

a large pa i r o f c losed d o o r s d e p i c t e d as i f seen f r o m a s l igh t 

angle . F l a n k i n g t h e d o o r s are f o u r f igures. O n o n e side 

t h r ee are w a l k i n g o r s t a n d i n g , a n d o n t h e o t h e r , t h e 

f o u r t h approaches . 

T h e f igure t o t h e v iewer ' s r i g h t a n d t h e d o o r s ' lef t , t h e 

Oinopotes,5 wears a s h o r t , d a r k r e d c h i t o n w i t h t h e i n t e ­

r i o r fo lds a n d detai ls i n d i c a t e d i n d a r k b r o w n . A l i g h t 

c l o a k is k n o t t e d ove r his chest a n d t h r o w n b e h i n d h is 

shou lders . A l t h o u g h t h e m a j o r p a r t o f t h e h e a d o f t h i s f ig-

* I wish to t h a n k M r . Hans C o h n , w h o permi t t ed me to study this 

beaker extensively, D r . Der icksen M . Br inkerhof f , w h o supervised my 

Master 's thesis f rom w h i c h this paper derives, and M r . Roy Kotansky , 

whose article o n the inscr ipt ions o n the beaker follows this note. T h a n k s 

to M r . Cohn ' s generosity the piece was o n view i n the Ge t ty M u s e u m for 

more t h a n a year. 

1. G . A . Eisen, assisted by F. K o u c h a k j i , Glass, Its Origin, History, 

Chronology, Technic, and Classification to the Sixteenth Century (1927) fig. 

172b, p . 424; Mor in-Jean , La Verrerie en Gaule sous L'Empire Romain 

(1913), shape 104-107; C . Isings, Roman Glass from Dated Finds (1957), 

f o rm 106. 

2. T h e so-called colorless or transparent ancient glass was usually 

t i n t e d , due to impur i t ies i n the glass ba tch . ' T h e na tura l color o f glass is 

u re is m i s s ing , a s m a l l a m o u n t o f d a r k c u r l y h a i r r e m a i n s 

o n i ts r i g h t side. D a r k b r o w n b r u s h s t rokes i n d i c a t e san­

dals . Oinopotes h o l d s a n ob jec t i n his left h a n d p a i n t e d i n 

d a r k b r o w n , b l u e , a n d some g i l d i n g . 

T h e n e x t f igure , Pornoboskos, s tands t o Oinopotes' left , 

r e s t i ng h is left a r m o n t h e s h o u l d e r o f t h e t h i r d f igure , 

Opora, a Hetaira. H i s r i g h t a r m p o i n t s t o w a r d t h e d o o r s 

a n d Oinopotes. Pornoboskos, beardless, d isplays o u t s t a n d ­

i n g l y b e a u t i f u l facial features a n d h a i r w h i c h is a b u n d a n t , 

d a r k , a n d c u r l y . H i s s h o r t c h i t o n is w h i t e , a n d h is c loak , 

crossed ove r his chest , is t h r o w n b e h i n d his shou lders . 

T h e wel l -preserved left f o o t bears a g i l d e d b o o t . 

Opora wears a l o n g w h i t e c h i t o n w i t h t h e i n t e r i o r detai ls 

i n d i c a t e d b y d a r k l ines . She wears a f i l l e t i n her d a r k c u r l y 

h a i r a n d inc l ines her h e a d s l i g h t l y t o t h e r i g h t . H e r r i g h t 

h a n d , expressively a n d b e a u t i f u l l y m o d e l e d , hangs grace­

f u l l y at her side. 

T h e s h o r t beardless f igure , Slave, i n a s h o r t w h i t e 

c h i t o n , approaches f r o m t h e r i g h t o f t h e closed d o o r s , h i s 

c l o a k f o l d e d ove r his r i g h t a r m . H i s r i g h t h a n d seems t o 

h o l d a n ob jec t , represented n o w b y t w o s m a l l do t s , a n d a 

t h r e a d f r o m w h i c h a n o v a l shape appears t o h a n g . A t t h e 

cen ter b o t t o m f o l d o f his c h i t o n are t w o o v a l pa t t e rn s 

p a i n t e d i n b l u e . These deco ra t i ve shapes, t h o u g h n o w de­

v o i d o f c o l o r , c o n t i n u e a l o n g t h e h e m . S o m e b l u e p i g m e n t 

also r ema ins at t h e neck o f t h e g a r m e n t . 

T h e p a i n t e d scene o n t h e C o h n beaker was a p p l i e d 

d i r e c t l y t o t h e e x t e r i o r o f t h e vessel. S o m e p o r t i o n s s h o w 

ev idence o f la ter r e t o u c h i n g , p r i m a r i l y t h e left leg o f Oino­

potes a n d t h e ob jec t he h o l d s . T h e p i g m e n t s range f r o m 

d a r k r e d , r e d d i s h - b r o w n , p i n k i s h - t a n , b r o w n a n d b l a c k , 

t o w h i t e , b l u e , y e l l o w , a n d g o l d . T h e p i g m e n t s are u n f i r e d , 

green or greenish, because o f the i r o n conta ined i n the sand or the 

silica . . . I t can, however, be rendered colorless by the add i t i on o f a 

decolorant . " D . B . H a r d e n , " A n c i e n t Glass, I I : R o m a n , " Archaeological 

Journal 126, 1969, p. 60. 

For a more complete discussion o f colorless and transparent colorless 

glass, see F. Neuberg , Ancient Glass, 1962, pp. 3-6; R . H . B r i l l , " A n c i e n t 

Glass," Scientific American, 1930, pp. 120-130. 

3. Eisen, Glass, . . ., 2:471. 

4. T h i s type o f o r n a m e n t a t i o n is first discussed by M . Rostovtsev, 

"Vasi d i vet ro d i p i n t o del per iodo ta rdo Ellenist ico e la storia della p i t -

tu ra decorat ive," Archeologia Classica, v o l . 25, no . 2, 1963. 

5. T h e figures described f rom the pa in ted scene w i l l be designated ac­

cord ing to Kotansky's text . T h e in te rp re ta t ion is solely the responsibi l i ty 

o f the author . 
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a n d n o p r o t e c t i v e c o a t i n g is a p p a r e n t . 

C e r t a i n s imi l a r i t i e s exis t b e t w e e n t h e C o h n beaker a n d 

several o t h e r p a i n t e d glass vessels. T h e o r n a m e n t a l b a n d at 

t h e t o p is present also o n t h r ee beakers d i scove red i n 

A f g h a n i s t a n . 6 A c o m p a r a b l e m e t h o d o f d e p i c t i n g dress, 

d r a p e r y fo lds , a n d d e t a i l is present o n t h e C o r n i n g M u ­

seum's " J u d g m e n t o f Par i s" p l a t e . 7 

T h e fee l ing o f t h r e e - d i m e n s i o n a l d e p t h suggested i n 

these examples b y g r o u n d l ines a n d b y a r m a n d b o d y ges­

tures is also present i n t h e C o h n beaker . I n t h e g ladia­

t o r i a l scene d e p i c t e d o n t h e L i i b s o w b e a k e r 8 (d i scovered 

at L i i b s o w i n P o m e r a n i a i n 1925, o n c e i n t h e M u s e u m o f 

S t e t t i n o , d e s t r o y e d d u r i n g W o r l d W a r I I ) , t h e a r m m o v e ­

m e n t s o f t h e p r o t a g o n i s t s also suggest v a r i e d fields o f ac­

t i o n a n d recession i n space. 

T h e subject m a t t e r p o r t r a y e d o n t h e C o h n beaker is n o t 

p a r a l l e l e d o n a n y o t h e r p a i n t e d glass n o r ( to t h e a u t h o r ' s 

k n o w l e d g e ) i n a n y o t h e r p i c t o r i a l m e d i a . T h e f o l l o w i n g 

e x p l a n a t i o n o f t h e scene is p r o p o s e d . 9 Oinopotes, dressed 

i n a d a r k , s h o r t g a r m e n t c o m m o n t o t h e w o r k i n g class i n 

a n c i e n t G r e e k l i t e r a t u r e , m a y p o r t r a y t h e f a m i l i a r f igure i n 

m i m e p lays , t h e m i m i c f o o l . O t h e r phrases used t o de­

scr ibe t h i s f igure are " t h e rus t i c b u f f o o n , " " . . . f o o l i s h i n 

speech, i n m a n n e r s , a n d i n a c t i o n . " 1 0 Oinopotes' l ines i n 

t h e t e x t o n t h e beaker refer t o h i m as a w i n e d r i n k e r a n d 

his d i s a p p o i n t e d efforts i n o b t a i n i n g a heteira. T h e Porno-

boskos, r a t h e r be t t e r dressed t h a n t h e o t h e r ac tors , p o r ­

t r ays t h e p i m p a n d speaks t o t h e f o o l , c a l l i n g h i m b a c k t o 

t r y a n o t h e r w h o r e . I t is n o t clear t o w h o m Opora speaks. 

T h i s f igure m a y address e i the r Oinopotes o r r e p l y t o t h e 

Pornoboskos, f o r he r l ines c o u l d a p p l y t o e i t he r . Slave 

seems s l i g h t l y separa ted f r o m t h e o t h e r ac tors b y h is pos i ­

t i o n t o t h e i r rear . T h e glances o f t h e t h r ee m a i n figures are 

d i r e c t e d b e t w e e n themselves , l e a v i n g o n l y t h e a r m gesture 

o f Opora t o poss ib ly re la te t o Slave. Slave c o u l d be i n ­

t e r p r e t e d as a p p r o a c h i n g f r o m t h e d o o r s a n d m a y repre­

sent t h e a t t e n d a n t o r d o o r k e e p e r o f t h e b o r d e l l o . H i s l ines 

seem t o be i n t h e n a t u r e o f a n e x p l a n a t i o n t o t h e aud ience 

o f w h a t has h a p p e n e d i n t h e scene. 

M a n y detai ls o f t h e p a i n t e d scene o n t h e C o h n beaker 

d o i n d e e d re la te t o t h e m i m e p l a y a n d t h e t h e a t r e . A c o m ­

m o n b a c k d r o p o r b a c k g r o u n d fo r t h e m i m e p l a y was i n -

6. J. H a c k i n , " D e u x verres peints, d 'or igine Syr ien , mis au j o u r (Chan -

t ier R. 10) a Begram (Afghanis tan) "Fouil les de la delegation archeolo-

gique frangais en Afghan i s t an , " Melanges Syriens, Reno Dussaud, 1959, pp . 

941-945; P. H a m e l i n , "Sur quelques verreries de Begram," Cahiers de 

Byrsa, 2, 1952, pp . 11-25; Idem, " M a t e r i a u x pour servir a l 'etude des ver­

reries de Begram," Cahiers de Byrsa, 3, 1953, pp. 121-128, Pis. I - I V ; Idem, 

"Matee r i aux pour servir a 1 etude des verreries de Begram," Cahiers de 

Byrsa, 4, 1954, pp . 153-183, Pis. X V - X X X V I . 

7. Glass from the Ancient World, The Ray Winfield Smith Collection, T h e 

t e n d e d t o g ive " . . . t h e i m p r e s s i o n o f a b a c k w a l l b r o k e n 

b y a d o o r . . . p l aced t o g ive t h e i l l u s i o n o f b o t h i n n e r a n d 

o u t e r a c t i o n . " 1 1 T h e re l i e f d e c o r a t i o n s present o n t h e so-

ca l led M e g a r i a n t e r r a c o t t a b o w l s s h o w a r e m a r k a b l e s i m i ­

l a r i t y o f c o m p o s i t i o n w i t h t h e C o h n b e a k e r — p a r t i c u l a r l y 

t h e H o m e r i c b o w l i n t h e M e t r o p o l i t a n M u s e u m o f A r t , 

N e w Y o r k (31.11.2 [ H B l l ] ) 1 2 a n d t h e t w o Odyssey cups 

i n t h e B e r l i n M u s e u m (3161 r ) . 1 3 B o t h t h e H o m e r i c b o w l 

a n d t h e Odyssey cups h a v e l ines o f t e x t w h i c h appear 

beside a n d above t h e f igures, l i k e t h e i n s c r i p t i o n s o n t h e 

C o h n beaker . T h e ev idence suggests a t r a d i t i o n o f i l lus ­

t r a t i n g f amous plays o n a series o f d r i n k i n g vessels. I t is 

conce ivab l e t h a t t h e C o h n beaker f o r m e d o n e o f such a 

set, c o m p r i s i n g scenes f r o m f a v o r i t e p lays , o r even i l lus ­

t r a t i n g a c o m p l e t e p lay . T . B . L . Webster i n Potter and Patron 

in Classical Athens, suggested t h a t " c o m p l e t e sets o f vases 

(were) m a d e a n d p a i n t e d fo r each special o c c a s i o n . " S u c h 

sets o f vases c o m p r i s e d p a r t o f t h e p a r a p h e r n a l i a fo r s y m ­

posia w h i c h ce lebra ted o u t s t a n d i n g t h e a t r i c a l p e r f o r m ­

ances . 1 4 I t is clear t h a t o n e o f t h e m o s t i m p o r t a n t aspects 

o f t h e beaker is t h e ev idence i t offers fo r t h e c o n t i n u a t i o n 

o f such l i t e r a r y a l lus ions i n t o t h e R o m a n age. 

O n e m i g h t even suggest a possible occas ion fo r t h e m a n ­

u fac tu re o f t h e beaker , i f n o t o f a set. I t is w e l l k n o w n t h a t 

f amous actors were h e l d i n cons ide rab le esteem, fo r 

"names a n d ach ievemen t s o f some actors h a v e been re­

c o r d e d . " 1 5 T o t h e e n d o f a n t i q u i t y i t was q u i t e possible 

for actors t o rise t o t h e h ighes t p o s i t i o n s i n t h e state. T h e 

r ega rd i n w h i c h f amous actors were h e l d suggests t h e 

C o h n beaker m a y h a v e been a gift f r o m a n a d m i r e r t o a 

p o p u l a r p e r f o r m e r o r a s o u v e n i r fo r a n a d m i r e r o f a par­

t i c u l a r ce l eb r i t y . 

S o m e scholars are i n c l i n e d t o da te t h e C o h n beaker i n 

t h e H e l l e n i s t i c p e r i o d , q u i t e u n d e r s t a n d a b l y , as t h e sub­

jec t goes b a c k t o such a da te . T h e e x e c u t i o n o f t h e p a i n t e d 

scene a n d t h e vessel's shape a n d m e t a l g ive ev idence o f a 

la ter d a t i n g , h o w e v e r . T h e da te assigned t o t h e beakers 

f r o m B e g r a m b y t h e i r d iscoverers is t h e la te second t o ear­

l y t h i r d cen tur ies A . D . 1 6 T h i s da te applies also t o t h e ex­

amples k n o w n as t h e " s m a l l g r o u p o f H e l l e n i s t i c a l l y i n ­

sp i red vessels" 1 7 t o w h i c h t h e " J u d g m e n t o f Par is" p l a t e 

be longs . S u c h a da te is t h e m o s t c r ed ib l e for t h e C o h n 

C o r n i n g M u s e u m o f Glass i n the C o r n i n g Glass Center , 1957, p . 169. 

8. H . Eggers, " L i i b s o w , e in Germanischer Fustensitz der alteren K a i -

serzeit," Praehistorische Zeitschrift, X X X 1 V / V , 1949/50 (1953), pp. 73, 

93-94 , Taf. 6. 

9. See above note 5. 

10. A . N i c o l l , Masks, Mimes and Miracles, 1963, p . 94. 

11. Ibid. 

12. U . Hausmann , Hellenistische Reliefbecher aus attischen und bootischen 

Werkstatten, Deutsches Archaologisches Ins t i tu t A b l e i t u n g , 1959; C . 
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Figures 1-3. The C o h n Beaker. Photo: Dona ld H u l l . 

beaker as w e l l . T h e resemblances c i t e d above , a n d t h e fact 

t h a t n o o t h e r m a t e r i a l so closely c o m p a r a b l e is k n o w n at 

p resent , r e in fo rce such a c o n c l u s i o n . A l t h o u g h S y r i a was 

t h e p r i m e r e g i o n fo r l u x u r y g lass -making i n t h e R o m a n 

I m p e r i a l p e r i o d , t h e fineness o f t h e e x e c u t i o n o f t h e 

p a i n t e d scene o n t h e C o h n beaker suggests A l e x a n d r i a as 

a place o f o r i g i n . D a t i n g t o t h e late second o r b e g i n n i n g o f 

t h e t h i r d c e n t u r y A . D . was p r o p o s e d o n t h e basis o f a n 

analysis o f t h e p a i n t e d scene a n d s ty l i s t ic c o m p a r i s o n w i t h 

p a i n t e d para l le ls . T h i s d a t i n g also considers t h e vessel's 

shape a n d m e t a l . These t w o last factors w o u l d n o t a l l o w a 

da te ear l ier t h a n t h e second c e n t u r y A . D . 1 8 

Several la te a n t i q u e R o m a n t o m b s c o n t a i n frescoes 

w h i c h w h e n c o m p a r e d w i t h t h e C o h n beaker p a i n t i n g 

revea l c e r t a i n s imi l a r i t i e s a n d a c o m m o n H e l l e n i s t i c h e r i ­

tage. A quadretto near t h e e n t r a n c e o f t h e t o m b i n t h e V i a 

P o r t u e n s e 1 9 reveals figures d r a w n w i t h t h e same r a p i d b u t 

c o n t r o l l e d b r u s h w o r k as seen o n t h e C o h n beaker . Fe l l e t t i 

M a j proposes t h a t t h e style is i n s p i r e d b y classic n a t u r a l ­

i s m . A n o t h e r p a n e l i n t h e same t o m b c o n t a i n s figures 

w h o cast shadows suggest ing several spa t ia l dep ths , t h u s 

r e i n f o r c i n g t h i s o p i n i o n . T h e second s t r a i n o f a r t present 

i n t o m b p a i n t i n g s o f t h i s t i m e p e r i o d , t h e " p o p u l a r , " 2 0 is 

a p p a r e n t i n t h e d e p i c t i o n o f t h e g a r m e n t s , legs, a n d feet o f 

t h e seated coup le , w h i c h bears a s t r o n g s i m i l a r i t y t o t h e 

r e n d i t i o n o f Slave. B o t h t h e C o h n beaker figures a n d 

t h i s fresco p o r t r a y figures against a n e u t r a l b a c k g r o u n d , 

suggest ing t h e abs t rac t v i e w o f space c o m m e n t e d o n b y 

Fe l l e t t i M a j 2 1 a n d r e m i n d i n g us o f t h e non-speci f ic back­

g r o u n d o f t h e beaker . 

T h e H y p o g e u m o f T r e b i o G i u s t o i n R o m e c o n t a i n s 

frescoes d i s p l a y i n g s i m i l a r s ty l i s t ic fea tures , 2 2 a n d t h e c o m ­

b i n a t i o n o f t h e t w o diverse s treams o f a r t , H e l l e n i s t i c a n d 

" p o p u l a r . " I n some frescoes, figures m o v e i n we l l -de f ined 

space a n d cast real is t ic shadows ; h o w e v e r , t he r e are p o r ­

t i o n s o f t h e frescoes w h i c h d o n o t e n t i r e l y observe o r g a n i c 

ba lance a n d r a t i o n a l space. T h e m a n n e r o f p o r t r a y i n g f ig­

ures w i t h q u i c k yet c o n t r o l l e d b r u s h s t rokes is present i n 

t h e fresco o f t h e ba l l -game, w h e r e t he r e is also a s i m i l a r 

r e n d i t i o n o f dress n o t e n t i r e l y i n d i c a t i v e o f t h e a n a t o m y 

Rober t , Homerische Becher, 1890; Idem, "Homerische Becher m i t I l lustra-

t i o n e n zu Euripides ' Phoinissen," Jdl, 23, 1909, pp. 184-203. 

13. K . Wei tzmann , Illustrations in Roll and Codex, A Study of the Origin 

and Method of Text Illustration, 1970, figs. 6,7. 

14. T. B . L . Webster, Potter and Patron in Classical Athens, 1972. 

15. N i c o l l , Masks, Mimes and Miracles, p . 94. 

16. See above note 6. 

17. C M . A . Richter , and R . W . S m i t h , " A Glass B o w l w i t h the 'Judg­

ment o f Paris,' " The Burlington Magazine, June 1953, p . 184. 

18. T h i s p o i n t b r o u g h t ou t by M r . K u r t T . Luckner , C u r a t o r o f A n ­

cient A r t , Toledo M u s e u m o f A r t , Toledo, O h i o , i n a letter to the au thor 

o n M a y 14, 1980. 

19. B . M . Fellet t i M a j . "Le p i t tu re de una tomba della V i a Portuense," 

RIA, 1953, pp. 40-76. 

20. Ibid., p . 67. 

2 1 . Fel let t i M a j , "Le p i t tu re . . . ," p . 67: z". . . i n questa disposizione 

sul fondo neut ro si deve p robab i lmente riconoscere l 'influsso classicistico 

d i eredita adrianaea . . . che n o n in te r rompe e n o n esclude i l progresso 

contemporaneo della prospett iva e della composizione spaziale." 
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b e n e a t h a n d c o m p a r a b l e gestures a n d poses o f a rms a n d 

legs. 

T h e M a u s o l e u m o f t h e A u r e l i i c o n t a i n s t w o frescoes 

w h i c h also d e m o n s t r a t e t h e s u r v i v a l o f t h e H e l l e n i s t i c f ig ­

u r a t i v e style a n d w h i c h bear great s ty l i s t ic s imi l a r i t i e s t o 

t h e C o h n beaker . T h e figures i n t h e frescoes s t a n d f i r m l y 

a n d c o n v i n c i n g l y o n t h e i r g r o u n d l ines , as d o Opora, For-

noboskos, a n d Slave. T h e figures e x h i b i t t h e same s m a l l , 

serious m o u t h s , a use o f t o n a l s h a d i n g a l o n g t h e l ines o f 

t h e nose, a n d t h e same i n t e n t gaze. 

T h e appearance o f t h e t w o streams o f a r t i n these ex­

amples o f w a l l p a i n t i n g s a n d o n t h e C o h n beaker places 

t h e m a l l ear ly i n t h e t r a n s i t i o n a l phase o f a r t 2 3 w h e n H e l ­

l en i s t i c t r a d i t i o n s were b e i n g rep laced b y " n e w , " m o r e 

abs t rac t concep t s o f f o r m a n d space. 

S u c h m u r a l p a i n t i n g s as t h e frescoes f r o m t h e M a u s o ­

l e u m o f t h e A u r e l i i p r o v i d e d , i n D o r i g o ' s o p i n i o n , a back ­

g r o u n d fo r t h e m i n i a t u r e pa in t e r s o f t h e f o u r t h a n d f i f t h 

cen tu r i es A . D . 2 4 I f t h i s is so, a c o m m o n s ty l i s t i c a p p r o a c h 

s h o u l d be a p p a r e n t i n a c o m p a r i s o n o f t h e C o h n beaker 's 

p a i n t e d scene a n d selected scenes f r o m i l l u s t r a t e d m a n u ­

scr ipts d a t i n g t o these cen tur ies . T h e " D e a t h o f D i d o , " f o l . 

40r f r o m t h e V a t i c a n V e r g i l , presents a pe r spec t iva l back­

g r o u n d s i m i l a r i n u n d e r s t a n d i n g a n d r e n d i t i o n t o t h e per­

spect ive o f t h e d o o r s o n t h e C o h n beaker . T h e " A r r i v a l o f 

A e n e a s at C a r t h a g e , " also f r o m t h e same m a n u s c r i p t , 

depic ts f igures w i t h a s i m i l a r r e n d e r i n g o f d r a p e r y , w h o s e 

feet s t a n d securely o n a g r o u n d l i n e a n d w h o s e a rms are 

ra i sed i n gestures q u i t e s i m i l a r t o those o f Oinopotes, Porno-

boskos, a n d Opora. T h e m i n i a t u r e heads present a th ree-

q u a r t e r v i e w as d o t h e beaker figures a n d a c o r r e s p o n d i n g 

P O S T S C R I P T 

W h i l e t h i s a r t i c l e was i n press, a v a r i a n t i n t e r p r e t a t i o n 

o f t h e c u p appeared i n K . W e i t z m a n n , AK 24 (1981) p p . 

39ff. 

t r e a t m e n t o f facia l features. 

T h e " C a p t u r e o f D o l o n " f r o m t h e A m b r o s i a n Iliad, 

Plate X X X I V , 2 6 depic ts ma le figures c l a d i n s h o r t c h i t o n s 

a n d c loaks , t h r ee -qua r t e r v iews o f heads, a n d v e r y close 

s imi la r i t i e s i n t h e r e n d i t i o n o f fac ia l features, p a r t i c u l a r l y 

t h e h e a v y eyebrows , eyes w i t h d a r k p u p i l s a n d p r o m i n e n t 

w h i t e s . I n s c r i p t i o n s appear i n some m i n i a t u r e s o f t h e A m ­

b r o s i a n Iliad beside a n d above t h e f igures, w h i c h increases 

t h e resemblance b e t w e e n t h e m i n i a t u r e s a n d t h e C o h n 

beaker 's p a i n t e d scene. 

T h e H e l l e n i s t i c s ty l i s t ic e lements i n m i n i a t u r e p a i n t i n g 

ana logous w i t h t h e C o h n beaker 's p a i n t i n g recur i n sev­

era l B y z a n t i n e m i n i a t u r e s d a t i n g f r o m t h e t e n t h a n d ele­

v e n t h cen tur ies A . D . I n t h e scene o f t h e " R e t u r n o f H e l e n 

after t h e C a p t u r e o f T r o y , " o f t h e hlicander Theriaca,27 a n 

a s t o n i s h i n g s i m i l a r i t y t o Pornoboskos a n d Opora is appar­

en t i n t h e o u t s t r e t c h e d a r m o f t h e female f igure a n d t h e 

t i l t o f her h e a d a n d facia l features. We are aga in r e m i n d e d 

o f Opora i n t h e h e a d o f Moses f r o m t h e " C r o s s i n g o f t h e 

R e d Sea" i n t h e Paris Psa l t e r . 2 8 T h e t r e a t m e n t o f t h e d a r k 

cur l s , h e a v y d a r k eyeb rows , expressive eyes w i t h t h e p u p i l 

h i g h l i g h t e d f r o m t h e lef t , a n d t h e h e a d i n t h r ee -qua r t e r 

v i e w t u r n e d t o t h e r i g h t are r ead i l y c o m p a r a b l e . S u c h 

s t r o n g aff ini t ies b e t w e e n these m a n u s c r i p t m i n i a t u r e s a n d 

t h e beaker scene p e r m i t t h e p r o p o s a l o f a c o m m o n source, 

pe rhaps i n t h e f o r m o f a s k e t c h b o o k o r c o p y b o o k c o n t a i n ­

i n g a r e p e r t o r y o f scenes a n d m o t i f s t r a d i t i o n a l since H e l ­

len is t ic t imes . T h e m a n u s c r i p t s a n d frescoes s h o w us h o w 

a n o l d t r a d i t i o n , g o i n g b a c k t o t h e ear ly H e l l e n i s t i c p e r i o d , 

was preserved a n d r e p r o d u c e d i n m o r e o r less f a i t h f u l copies 

t h r o u g h R o m a n t imes u n t i l t h e ear ly m e d i e v a l p e r i o d . 

R ive r s ide A r t C e n t e r a n d M u s e u m 

22. C . Casalone, " N o t e sulle p i t tu re dell 'Ipogeo d i Trebio Gius to a 

R o m a , " Cahiers Archeologiques, 12, 1962, pp. 57-64. 

23. T h e end o f the second, beg inn ing o f the t h i r d century A . D . 

24. W. D o r i g o , Late Roman Painting, 1962, T h e 'Apos to l i c Procession,' 

and the ' O v a t i o . ' 

25. Fragments et picturae Vergiliana {Codices e Vaticanus selecti I , 1899), 

republished 1930 ck 1945; J. de W i t , Die Miniaturen des Vergilius Vaticanus, 

1959, p i . X L V I I . 

26. Codex 1019 F. 205 Inf . , A m b r o s i a n L i b r a r y , M i l a n . 

27. B ib l io theque Na t iona le , Paris, M s . Suppl . Grec 247, f. 12. 

28. B ib l io theque Na t iona le , Paris, M s . Grec 139, f. 419. 
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I n t h e H a n s C o h n glass c o l l e c t i o n 1 t he re is a ra re p a i n t e d 

beaker w h o s e f i gu red scene is addressed i n a n a c c o m p a n y ­

i n g a r t i c le i n t h i s j o u r n a l . 2 H e r e we offer a p r o p o s e d read­

i n g a n d i n t e r p r e t a t i o n o f t h e f a i n t l y p reserved i n s c r i p t i o n 3 

t h a t clusters a r o u n d each o f t h e f o u r speaker's heads. A s 

seems clear f r o m t h e scene a n d t h e t e x t , a p o r t i o n o f a 

c o m i c p l a y has been preserved; h o w e v e r , o n e s o o n realizes 

t h a t t h e genre o f t h e w o r k lies ou t s ide t h e cadre o f m a i n ­

s t r eam A t t i c d r a m a . T h e lack o f a recognizable me te r a n d 

t h e use o f f o r m s inadmissab le i n A t t i c p o e t r y p rec lude 

i d e n t i f y i n g t h i s stage piece w i t h a n y k n o w n o r recogniz­

able w r i t e r . S t i l l , w h a t l i t t l e c a n be g leaned f r o m t h e t e x t 

h i n t s at a n i m i t a t i o n o f a t h e m e o r p l o t b o r r o w e d f r o m 

N e w C o m e d y . S u c h b o r r o w i n g character izes o t h e r m i m i c 

sketches o f a bu r l e sque sor t w i t h w h i c h we c o m p a r e o u r 

f r a g m e n t . F i r s t , a t r a n s c r i p t i o n o f t h e t e x t is p r o v i d e d , 

t h e n c o m m e n t s a n d i n t e r p r e t a t i o n s o f t h e scene as t h e y 

a p p l y . 

Α . αφε[ ]φαι 

νεταιοι [ . . ] vaca t 

π ο τ η σ δ ε [ . . ]ος 

διδραχμον[ . . ]εχοι 

Β . ε ρ χ ο υ ι σ [ ± 8 ] vaca t 

ταυτην [ ± 5 ] vaca t 

ωραντ ικ . .ν3ιπα 

ραπυλ ωνα 

C . κ υ ρ ι ω δ ε κ ε κ λ η 

μ α ι κ α ι ε κ κ ω . . . (?) 

συμεκ . . . . 

. . . . (?) 

D . ου. . . .αφφυσ 

ελεγοναυ . . . 

εγε ιρεα . . 

α υ τ ο σ δ ε 

τ η μ ος 

1. See A l e x v o n Saldern, Glas von der Antike bis ^um Jugendstil I Glass 

500 B . C . to A . D . J900. The Hans Cohn Collection, Los Angeles I Cal. (Mainz , 

n . d . [1980]) p. 38, no . 38 (Colorp la te 4). T h e left hand plate is incorrec t ly 

produced i n "mi r ro r - image . " T h e catalogue describes the glass piece as 

f rom "probab ly Syria or Egypt , p robably 1st or 2 n d century / H . 14.3; D . 

r i m 8.8." A d d i t i o n a l b ib l iography is also c i ted. T h e br ie f reference to the 

piece i n Journal of Glass Studies 20 (1978) 120, no. 9 dates the cup to the 

3 rd century A . D . 

C O M M E N T S 

A . 

1. T h i s speaker's p a r t shows f o u r l ines o n t h e left side, 

b u t t h e t e r m i n a t i o n s o f o n l y t h r ee o f t h e l ines appear o n 

t h e r i g h t . T h e e n d i n g —φαι is p r e s u m e d t o be t h e t e r m i n a ­

t i o n o f t h e f i rs t l i n e , whereas t h e c o n n e c t i o n o f t h e e n d i n g 

— ο ς w i t h t h e t h i r d l i n e o n t h e left accoun t s for t h e 

genera l c u r v a t u r e o f t h e c u p a n d fo r t h e engraver ' s d i f f i ­

c u l t y i n a l i g n i n g t h e l ines as he r e sumed w r i t i n g o n t h e o p ­

pos i te side o f t h e p a i n t e d f igure . T h e l a cuna c o n t a i n s ap­

p r o x i m a t e l y six le t ters , for i n t h i s l i n e a l l t h e let ters seem 

t o have been w r i t t e n above t h e speaker's head . T h e w o r d 

b e g i n n i n g w i t h αφε— suggests a f o r m o f t h e v e r b άφίημι; 

h o w e v e r , since w e n o t e b e l o w t h a t φαίνεται s h o u l d be 

r ead at t h e e n d o f l i n e 1 a n d t h e b e g i n n i n g o f l i n e 2, a n 

a d d i t i o n a l v e r b here seems u n l i k e l y . A possible r e s t o r a t i o n 

reads, Ά φ ε [ ι δ ή ς δέ ] φαί |νεται, viz., u s h e seems u n s p a r i n g , " 

o r pe rhaps Ά φ ε [ ι δ ή ς μοι] φαί |νεται , "she seems u n s p a r i n g 

t o m e " (cf. C a l l i m a c h u s , Epigr. 47 .7) . T h e reference c r i t i ­

cizes a n heta i ra ' s excessive cost , o r perhaps he r " u n s p a r i n g 

l o v e . " 

1- 2. φαι |νεταιοι[ . . ] : i n v i e w o f t h e p r o b a b l e v e r b 

i n [. · ]εχοι at t h e e n d o f l i n e 4 , φαίνεται s h o u l d be f o l l o w e d 

b y a h e a v y s top , since such a s top avo ids t h e h i a t u s o t h e r ­

wise f o r m e d b y t h e f o l l o w i n g le t ters . T h e l a c u n a c o n t a i n e d 

t h e w h o l e o f t h e speaker's h e a d , a n d t h u s p r o b a b l y o n l y 

t w o let ters are los t . A sma l l t i c k f o l l o w i n g t h e f i n a l iota o n 

t h e left side be longs t o t h e e t c h i n g o f t h e speaker's h e a d 

a n d does n o t represent a le t te r . 

2 - 3. ο ι [ . . ] |ποτης c a n be safely res to red as ο ί [νο]πότης , 

" w i n e - b i b b e r . " T h e i n f r e q u e n t l y a t tes ted w o r d has poe t i c 

q u a l i t y a n d m a y serve as a se l f -des ignat ion o f t h e speaker; 

cf. A n a c r e o n , f r . 57: ο ι νοπότης δέ πεποίημαι . 4 I n t h e la­

c u n a f o l l o w i n g δε , t w o le t ters c a n be res to red . S ince t h e 

f o u r t h l i n e begins a n e w a n d recognizable w o r d , w e 

2. I w o u l d l ike to t h a n k Ca the r ine Lees-Causey for her many helpful 

observations o n the interpreta t ions o f the figured scene discussed pp. 

83-86 above. T h e in te rp re ta t ion o f the insc r ip t ion , however, is carr ied 

ou t independent o f her analysis, and so for this the responsibi l i ty rests 

w i t h this wr i te r . 

3. T h e cup preserves sixteen lines o f Greek, somewhat evenly dis t r ib­

u ted a round each o f the four speakers' heads. A t first glance the inscrip­

t i o n o f this somewhat achieved h a n d proved on ly fa in t ly visible and 
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suggest t h a t δε[ . . ]ος c o n t a i n s a n adjec t ive m o d i f y i n g 

ο ί [νο]πότης . T h o u g h i t is possible t o r ead m o r e t h a n o n e 

w o r d ( such as a c o n j u n c t i o n w i t h a r e l a t i ve p r o n o u n ) i n 

t h e sequence o f le t ters , t h i s w o u l d t e n d t o c o m p l i c a t e t h e 

s y n t a x b y i n t r o d u c i n g a s u b o r d i n a t e clause i n t o a sen­

tence a l ready q u i t e s h o r t . F u r t h e r m o r e , t h i s w o u l d p r o b ­

a b l y m a k e φαίνεται t h e m a i n v e r b o f t h e sentence, w h i c h 

is u n l i k e l y as suggested above . Possible r e s to r a t i ons m i g h t 

be δε [ ιλ ]ός , " l o w - b o r n , " " m e a n , " " p o o r , " o r pe rhaps 

" c o w a r d l y . " A l t e r n a t i v e l y , o n e c o u l d r ead δε ινός . 

4. Δ ίδραχμον is easily r ead b u t n o t so easily i n t e r p r e t e d 

i n t h i s c o n t e x t . A s w i l l be s h o w n b e l o w , i t is best t o i n t e r ­

p r e t t h i s as t h e n a m e o f a cou r t e san , " D i d r a c h m o n " 

r a t h e r t h a n a rea l reference t o t h e t w o d r a c h m a e piece, 

w h i c h is r a r e ly a t tes ted o n i n s c r i p t i o n s a n d i n l i t e r a t u r e . 5 

A g a i n , t h e l a c u n a p e r m i t s a r e s t o r a t i o n o f o n l y a p p r o x i ­

m a t e l y t w o le t ters , i n v i e w o f t h e los t p o r t i o n o f t h e speak­

er's uppe r t o r s o . A t t h e e n d o f t h e l i n e we suggest t h e 

o p t a t i v e o f έ χ ω r a t h e r t h a n a c o m p o u n d f o r m o f t h e v e r b , 

since t h e c o n t e x t o f t h e r e s to red t e x t has sexual reference. 

T h e r e s t o r a t i o n o f [άν] fo r t h e t w o let ters p r e c e d i n g t h e 

v e r b has i n m i n d a n a x i o m a t i c o r g n o m i c m e a n i n g : e i the r 

a " m i l d e x h o r t a t i o n " (so LSJ s.v. άν, def. I l l e ) , o r w i t h a 

p o t e n t i a l sense (id., def. H i d ) . I f t h e f o r m e r , t h e r e s to red 

d i a logue w o u l d r ead , " A p o o r w i n e - d r i n k e r s h o u l d h a v e 

D i d r a c h m o n " ; i f t h e l a t t e r , " A p o o r w i n e - d r i n k e r c a n 

have a ' D i d r a c h m o n , ' " i .e . , a less expens ive cou r t e san . 

O n t h i s i n t e r p r e t a t i o n c o n s u l t t h e d i scuss ion b e l o w . 

B. 
1. T h e l a c u n a leaves space fo r a p p r o x i m a t e l y e igh t let­

ters, a s suming t h e t e x t is c a r r i e d t o t h e e n d o f t h e b r o k e n 

sec t ion . T h e t e x t at t h e b e g i n n i n g reads έρχου ι σ [ — ] . T h e 

use o f t h e 2 n d p e r s o n s ingu la r i m p e r a t i v e o f έρχομαι 

shows d e m o n s t r a b l y t h a t t h e f r a g m e n t as a w h o l e does 

yielded no more t h a n 95-100 recognizable letters. However , after Zdrav-

ko Barov at the G e t t y M u s e u m carr ied ou t add i t iona l conservat ion o n 

the piece approximate ly eight add i t iona l letters came t o view. I w o u l d 

l ike t o express thanks for the energy and the t ime he spent w i t h the piece 

and also for the G e t t y Museum's generous p rov i s ion o f technical re­

sources for the study o f the cup. 

4. For add i t iona l occurrences o f οίνοπότης, consult B r u n o G e n t i l i , 

Anacreon (Roma 1956) 42; B A G s.v. οίνοπότης. 

5. T h e weight or co in " t w o drachmae" is usually expressed by δύο 

δραχμαί. O n the scarcity o f the usage δίδραχμον, see Μ . N . T o d , Epigraph-

ical Notes on Greek Coinage (Chicago 1979) 102-104. T h e w o r k is a com­

pi led repr in t o f several publ ished articles. 

Figure î. The C o h n beaker. Drawing by M a r t h a Breen Bredemeyer. 
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Figure 2. The C o h n beaker. Drawing of the inscript ion by M a r t h a Breen Bredemeyer. 

n o t b e l o n g t o A t t i c c o m e d y . T h e use o f έρχου is n o t o n l y 

i m p e r m i s s i b l e i n A t t i c p o e t r y , i t never even occurs i n 

A t t i c prose, w h i c h a lways uses ϊθ ι . 6 A p a r t f r o m t h e o l d 

epic f o r m έ ρ χ ε ο a n d t h e s ingle m a n u s c r i p t a t t e s t a t i o n i n 

T h e o g n i s 220 ( M s . A Be rgk , έρχου V u l g . ) , t h e f o r m is o n l y 

f o u n d i n a few late tex ts (cf. L u k e 7:8; M a t t . 8:9; Rev . 6:5, 

e tc . ) . T h e occu r r ence o f t h e 2 n d p e r s o n i m p e r a t i v e h i g h l y 

suggests, i f n o t c o n f i r m s , t h a t t h e f r a g m e n t represents a 

prose , koine c o m p o s i t i o n p r o b a b l y c o n t e m p o r a r y w i t h t h e 

c u p itself. E x a m p l e s a n d a d i scuss ion o f t h i s t y p e o f c o m ­

p o s i t i o n f o l l o w t h e t e x t u a l c o m m e n t s . 

T h e let ters ι σ [ — ] are r e s to red t o r ead ΐ σ [ ω ς —] p lus a 

v e r b w i t h a p o t e n t i a l sense, pe rhaps ϊ σ [ ω ς αν έ ρ ω ς ] 7 o r 

some o t h e r v e r b s i m i l a r l y expressed: λαμβάνω, θ έ λ ω , o r 

pe rhaps έ χ ω aga in . T h e reference, as s h o w n i n t h e res tora­

t i o n o f t h e r e m a i n i n g l ines , is a request fo r speaker A t o 

c o m e b a c k a n d t a k e a d i f fe ren t w o m a n . 

2-4* Ταυτην p r o b a b l y represents t h e p r o n o u n . I n t h e 

l a c u n a i n t h e second l i n e t h r ee o r f o u r le t ters c a n be re­

s to red t o t h e r i g h t o f a n d above t h e speaker's h e a d , w h e r e ­

as essent ial ly a l l t h e let ters o f l ines 3 - 4 are r ead o n t h e 

glass, t h o u g h some are f a i n t . S y n t a c t i c a l l y , t h e p r o p o s e d 

lost let ters ( n o m o r e t h a n t h i r t e e n i n n u m b e r ) p r o v e 

necessary i n o r d e r t o c o m p l e t e t h e sense o f t h e speaker's 

p a r t , a n d t h e y c o r r e s p o n d t o r o u g h l y m a t c h i n g n u m b e r s 

o f le t ters i n t h e o t h e r speakers ' pa r t s . 

I n l i n e 3 ωραν m a y c o n t a i n t h e accusat ive e n d i n g o f a 

l onge r n o u n t h a n ώρα . W i t h t h e c o n j e c t u r e d r e a d i n g [την 

Ό π ] | ώ ρ α ν , a pe r sona l n a m e " O p o r a " is p r o p o s e d as a 

p a r a l l e l t o t h e o t h e r c o u r t e s a n n i c k n a m e d " D i d r a c h m o n . " 

T h e w h o l e sentence is t e n t a t i v e l y r ead Έ ρ χ ο υ , ϊ σ [ ω ς αν 

έρώς] | ταυτήν , [την Ό π ] | ώ ρ α ν τΐ κε ιθ ι πα|ρά πυλώνα; . T h e 

names O p o r a a n d D i d r a c h m o n as w e l l as o t h e r names for 

hetairai were p r o b a b l y r a t h e r p o p u l a r a n d w i d e l y c i r c u -

6. O n this , see Roy J. Defer rar i , Lucian's Atticism. The Morphology of 

the Verb (Pr inceton 1916) 6 1 . 

7. I n Herodas ' Pornoboskos, the brothel-keeper at one t ime declares, 

έρας συ μέν ίσως Μυρτάλης, referr ing to one o f his courtesans ( H e r o d . 

11.79). 
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l a t e d . T h e n a m e o f D i d r a c h m o n was a t t a c h e d t o t h e f a m ­

ous c o u r t e s a n L e m e w h o m St ra toc les t h e o r a t o r l i v e d w i t h 

as h i s mis t ress . 8 A n d as we l e a r n f r o m A t h e n a e u s , Deipno-

sophistae 13 .567C m a n y names o f w e l l - k n o w n hetairai 

f o u n d t h e i r w a y i n t o t h e p lo t s a n d t i t l es o f N e w C o m i c 

p lays , o n e o f w h i c h is a los t w o r k o f A l e x i s e n t i t l e d Opora 

( "Ripe F r u i t " ) . A l t h o u g h o n l y o n e o r poss ib ly t w o 9 frag­

m e n t s o f t h i s p l a y h a v e s u r v i v e d , o n e c a n i m a g i n e t h e 

n a m e used elsewhere t o p o r t r a y a cha rac te r i n c o m i c a n d 

bu r l e sque p e r f o r m a n c e s . 1 0 A e l i a n , Epistula rustica 7,8 

refers t o h i s o w n l o v e r as ' O p o r a , " q u i t e poss ib ly w i t h t h e 

k n o w l e d g e o f t h e O p o r a i m m o r t a l i z e d a n d m a d e p r o v e r ­

b i a l b y A l e x i s ' p l a y . 1 1 

O n τ ικε ιθ ι , traces o f t w o let ters i n f r o n t o f t h e theta, 

w h i c h is i t se l f s o m e w h a t f a i n t , are o b l i t e r a t e d . N o let ters 

are r e a d i m m e d i a t e l y t o t h e r i g h t o f t h e kappa, b u t i t 

seems clear t h a t t h e t e x t o f b o t h l ines t h r ee a n d f o u r are t o 

be r e a d o n e i t he r side o f t h e speaker's h e a d a n d shou lde r s . 

S ince v e r y few w o r d s b e g i n τικ— ( a n d n o n e p r o v e a p p r o ­

p r i a t e ) , we p ropose t h e b e g i n n i n g o f a q u e s t i o n : τι κ ε ΐ θ ι . . . 

( = έκε ΐθ ι , poe t i c fo r έκε ΐ ) . T h e p r o p o s a l f inds s u p p o r t i n 

t h e r e l a t i v e l y sure r e a d i n g o f παρά πυλώνα at t h e e n d o f 

t h e sentence. T h e " d o o r " is p r o b a b l y t h e o n e p i c t u r e d o n 

t h e c u p , a fact t h a t he lps es tab l i sh i ts p o s i t i o n t o t h e left o f 

speakers A a n d B , since t h e l a t t e r is p r e s u m a b l y speak ing 

t o t h e f o r m e r . 1 2 T h o u g h πυλών usua l ly refers t o a "ga te ," 

a n i m p o r t a n t c i t a t i o n o f Semus o f D e l o s ( F H G i v . 496) i n 

A t h e n a e u s 14.622B shows i t was a stage d o o r t h r o u g h 

w h i c h m i m i c actors passed . 1 3 

α 

I . We r e a d i n t h i s l i n e κύρι^ ώ δ ε κ έ κ λ η | μ α ι . . . . O n t h e 

v o c a t i v e see t h e n o t e o n t h e prose m i m e , P. Oxy. 413 , p . 

45 ( l i ne 1 1 7 ) . 1 4 T h e kappa a n d lambda i n κ ε κ λ η μ α ι l o o k 

l i k e a mu because o f t h e nearness o f t h e lambda w i t h t h e 

curs ive f o r m o f t h e so-cal led "u" - shaped kappa. 

2 - 3 . A f t e r ε κ κ . . . t h e let ters are i n d i s t i n c t , so h o w 

m a n y o f t h e m were o r i g i n a l l y w r i t t e n is n o t c e r t a i n . T h e 

same h o l d s t r u e fo r t h e e n d o f l i n e 3. W h a t appear t o be 

8. T h e repor t comes f rom a cer ta in Gorgias ci ted i n A t h e n . 13.596F. 

P lu ta rch , Demetr. 11 also ment ions Stratocles and his courtesan, naming 

her Phylakion. 

9. T h e sure fragment is C A F i i 358, 164. O n the iden t i f i ca t ion o f a pro­

verb as one o f A lex i s ' fragments, see note 11 , below. 

10. O n the name i n general, see W . Pape <St G . Benseler, Worterbuch 

der griechischen Eigennamen (Braunschweig 1911) 1078. 

I I . O n e o f the t w o su rv iv ing fragments ( C A F i i . 358, 165) o f A lex i s ' 

lost play is actually an anonymous proverb ident i f ied by meter and con­

tent to be long to h i m ; see also H . van Herwerden , Collectanea critica, 

epicrita, exegetica sive Addenda ad Theodori Kockii opus C A F (Leiden 1903) 

126 o n the meter. T h e p roverb , έρρέτω μέλαιν' Όπώρα· πάσι γάρ χαρί­

ζεται, " A w a y w i t h wicked O p o r a ; she treats everyone," is used o f a 

thankless, w a n t o n w o m a n . I f the name became so w e l l - k n o w n , presum­

ably because o f A l e x i s ' l i te rary t rea tment or for his tor ical reasons, i t 

traces o f i n d i s t i n c t let ters rest u p o n t h e o u t - s t r e t c h e d a r m 

o f speaker C ; h o w e v e r , o n t h e o r i g i n a l c u p these e tch ings 

seem t o o s h o r t t o represent le t ters a n d m a y represent s t ray 

m a r k s caused b y t h e engraver as he t r a c e d o n t o t h e glass 

t h e o u t l i n e o f t h e f igure . O n t h e c u p t h e e t ch ings m a d e fo r 

t h e o u t l i n e s o f figures a n d those m a d e fo r t h e let ters s h o w 

t h a t t h e same s tylus was used. T h e w h o l e p a r t m a y be 

r ead t h u s : Κύρι , ' ώ δ ε κ έ κ λ η | μ α ι και έκ κ . ω (? του δείνα) σύ 

μ' έκ [καλε ΐ ς (?)], i.e. " S i r , I ' m s u m m o n e d here , b u t y o u ' r e 

c a l l i n g m e away f r o m ( N N ) ! " 

D . 

1· T h e le t ters are a lmos t c o m p l e t e l y w o r n away , w i t h 

o n l y t h e omicron (or theta ?) a n d upsilon f a i r l y c e r t a i n . 

T o w a r d s t h e e n d o f t h e l i n e o n e recognizes w h a t appear t o 

be t w o phis. E i g h t o r n i n e let ters c a n be c o u n t e d , d e p e n d ­

i n g o n w h e t h e r t h e t h i r d represents o n e o r t w o le t ters : at 

t h i s p o i n t a c rack intersects t h e le t ter(s) , m a k i n g i t d i f f i c u l t 

t o r ead accura te ly . C o n c e i v a b l y we h a v e a mu, b u t m o r e 

l i k e l y αι, hence , ούαί. T h e pecu l i a r φφ c o m b i n a t i o n ( = πφ) 

p r o b a b l y c o n t a i n s p a r t o f a p r o p e r n a m e (cf. Σαφφώ | 

Σαπφώ) , t h e m o s t l i k e l y c a n d i d a t e b e i n g πάφφυς, a pos­

sible e q u i v a l e n t t o t h e s tock cha rac te r o f A t e l l a n farce, 

" P a p p u s . " 1 5 

2 - 3. H e r e έ λ ε γ ο ν ( l ine 3) a n d έγε ιρε ( l i ne 4) seem clear. 

F o l l o w i n g ε λ ε γ ο ν we r ead αυπ o r αυτί; i f t h e l a t t e r , t h e n 

t h e f i n a l l e t te r c a n be res to red : αύτικ ' . I t is n o t clear 

w h e t h e r o n e s h o u l d r e a d i n έγε ιρε t h e t h i r d p e r s o n , as t h e 

i m p e r a t i v e u sua l ly shows a re f lex ive p r o n o u n . 

3 - 4. T o w a r d s t h e e n d o f t h e l i n e o n l y t h e alpha is 

d i s t i n c t ; t h e n t w o b l u r r e d let ters f o l l o w . T h e αυτός at t h e 

b e g i n n i n g o f l i n e 4 helps p r o v i d e a possible r e s t o r a t i o n : 

ά[βλ] |αυτος , " u n s l i p p e r e d , " i.e. " w i t h o u t blautai"16 O n e 

c a n see, i n fact , t h a t t h i s appears t o be w h a t t h e speaker is 

h o l d i n g . 

4 - 5. T h e presence o f t h e n o n - A t t i c τ ή μ ο ς aga in shows 

t h e pecu l i a r i n t r u s i o n o f f o r m a l a n d poe t i c w o r d s i n a t e x t 

n o t cha rac t e r i s t i ca l l y poe t i c t h r o u g h o u t . H e r e t h e m u 

l o o k s s o m e w h a t l i k e a nu ; h o w e v e r , i t appears t h a t t h e 

seems l ikely tha t subject mat ter or anecdotes peculiar to O p o r a cou ld 

have been bo r rowed by wri ters o f other dramatic pieces. T h e b o r r o w i n g 

o f themes and personalities f r o m more achieved A t t i c comedy by wri ters 

o f mime , by L a t i n comics (notably Terence and Plautus), and even by 

other A t t i c play-writers is wide ly attested. See Lucian 's use o f N e w C o m ­

ic mater ial about courtesans i n K a r l Mras , " L u c i a n u n d 'Neue 

K o m o d i e , ' " Wiener Eranos (1909) 7 7 f 

12. T h e design o n the cup is con t inuous and otherwise shows l i t t l e i n ­

d i ca t ion o f the scene's beg inn ing and end . 

13. I f indeed the speaker does speak o f the "stage-door" i n f ron t o f his 

audience, this heightened consciousness o f stage props suggests the piece 

is a l igh t sketch, as he is not embarrassed to let the audience recognize 

the makeshift scenary. 

14. See also the discussion o n P. Teb. 2 jr. d. 

15. Cf . LSJ s.vv. πάππος, πάππας, άπφύς and especially LSJ s.v. πάππος, 



r i g h t , v e r t i c a l s t roke r a n i n t o o r is o b s c u r e d b y t h e speak­

er's head . R e a d i n g t h e D o r i c p r o n o u n τ ή ν ο ς is d i a l ec t i ca l l y 

i n c o n g r u o u s since t h e verbs a n d o t h e r f o r m s i n t h i s frag­

m e n t are d i s t i n c t l y n o n - D o r i c . L i k e some o f t h e H e l l e n i s t i c 

m i m i c tex ts discussed b e l o w , t h i s i n s c r i p t i o n shows a 

cha rac te r i s t i c b l e n d o f prose koine a n d p o e t r y . I t is d i f f i c u l t 

t o detect a n y me te r at a l l i n t h e l ines . 

H a v i n g p resen ted t h e t e x t o f t h e C o h n beaker a n d h a v ­

i n g suggested t e n t a t i v e r e s to r a t i ons , we e x a m i n e t h e t e x t 

as a c o m p o s i t i o n a n d p ropose a r e c o n s t r u c t i o n o f t h e d ia ­

logue as i t applies t o t h e scene. 

Β 

Α . Άφε[ιδής δέ] φαί­

νεται* oi[vo]-

πότης δε[ιλ]ός 

Δίδραχμον [αν] έχοι. 

Έρχου , ΐσ[ως άν έρως] 

ταυτήν, [την Όπ]-

ώραν τι κειι9ι πα­

ρά πυλώνα; 

Κύρι,' ώδε κέκλη-

μαι καΐέκκ. ω. . 

σύ μ' έ κ . . . . 

Α . She seems unsparing! 

A 'poor ' wine-drinker 

could have 'Didrachmon. ' 

B. Come back! Perhaps 

you 'd love this one, 

'Opora. ' W h y are you 

there at the door? 

C . Sir, here I ' m summoned, 

but you've called me 

away from (so-and-so)! 

D . Όύαί, πάφφυς,' 

έλεγον, 'αύτίκ' 

έγειρε άβλ-

αυτος δέ 

τήμος.' 

D . u O h , 'pappy!' " they were 

saying, "immediately arise, 1 7 

though unslippered at this 

t ime!" 

T h e se t t ing for t h i s b r i e f p o r t i o n m a y have been a fash­

i o n a b l e b o r d e l l o , as seems l i k e l y f r o m t h e r e c o n s t r u c t e d t e x t . 

T h e i n d i v i d u a l roles o f t h e dramatis mimi c a n be h y p o t h e ­

sized as f o l l o w s : A Wine-drinker ( A ) appears ba re foo t near 

t h e d o o r , pe rhaps c a r r y i n g a j u g o f w i n e . A s he a t t e m p t s a n 

e x i t — s a y i n g t o h i m s e l f (or i n response) his g n o m i c p r o ­

n o u n c e m e n t s against t h e b r o t h e l ' s expens ive courtesans— 

t h e Brothel-keeper18 (B) b e c k o n s h i m back . H e offers h i m 

a d i f fe ren t Courtesan, u O p o r a " ( C ) , for h is t a k i n g , b u t she 

protes ts t h a t her master has ca l led he r f r o m a n o t h e r cus­

t o m e r . A Slave o r Attendant ( D ) m a y serve as a t y p e o f na r ­

r a t o r for t h e audience . A l t h o u g h his ro l e r e m a i n s unc lea r , 

he pe rhaps declares w h a t t h e o t h e r w o m e n i n t h e b o r d e l l o 

h a v e said ( έλεγον ) u of f - s tage . " T h e y seem t o refer t o t h e 

w i n e - d r i n k e r w h o i n his haste t o leave m a y have left his 

shoes b e h i n d . 

T h e r e c o n s t r u c t e d scene is r e m i n i s c e n t o f N e w C o m e d y 

w i t h i ts f r equen t a d a p t a t i o n o f anecdotes a n d episodes 

associated w i t h t h e life o f t h e b o r d e l l o . T h o u g h l i t t l e c a n 

be asserted r e g a r d i n g t h e p l o t o r sequence o f events i n t h i s 

scenar io—or h o w m u c h o f t h i s sk i t is c o n t a i n e d o n t h i s 

s ingle c u p — t h e t e x t a n d a c t i o n p r o v i d e t h e reader w i t h a 

h i n t o f w h a t ro l e t h e charac ters m i g h t h a v e p l a y e d . A 

m o r e pos i t i ve i d e n t i f i c a t i o n o f t h e charac ters , h o w e v e r , 

depends u p o n a t e c h n i c a l analysis o f t h e p a i n t e d figures 

themselves , a task we leave t o a r t - h i s t o r i a n s . 

C a n analogies t o t h i s t y p e o f c o m p o s i t i o n be adduced? 

I n d e e d , a n u m b e r o f i l l u s t r a t i v e tex ts have s u r v i v e d o n 

p a p y r u s , t ex ts w h i c h s h o w a generic s i m i l a r i t y t o t h a t 

w h i c h we f i n d o n o u r c u p . A n i n v e n t o r y o f some o f t h e 

m o r e i m p o r t a n t examples o f t h i s class o f stage p r o d u c t i o n s 

seems i n o r d e r . 

T h e f ragments o f these a n o n y m o u s m i m e s f r o m t h e late 

H e l l e n i s t i c a n d ear ly R o m a n pe r iods have been co l l ec ted 

b y M a n t e u f f e l , 1 9 a n d p a r t o f t h e m appears i n Page's e d i t i o n 

o f t h e Literary Papyri i n t h e L o e b L i b r a r y . 2 0 M o r e r ecen t ly , 

H e l m u t W i e m k e n 2 1 has e d i t e d a n d s t u d i e d these frag­

m e n t s . T h e m o r e i m p o r t a n t o f these pieces are t h e f o l ­

l o w i n g : 

a. P. Lit. Lond. 50 ( I I a ) . T h e so-cal led " A l e x a n d r i a n 

E r o t i c F r a g m e n t , " t h i s m o n o l o g u e presents a w o m a n w h o 

has a rgued w i t h he r l ove r . T h e t e x t shows a s imp le style o f 

prose koine w i t h some verse. C r u s i u s a n d o the r s have 

i d e n t i f i e d t h e piece as a n e x a m p l e o f hilarodia ( M a n t . 

n o . 18). 

b . P. Teh. 2 fr. d (ca. 100 B . C . ) . T h i s t e x t is s i m i l a r t o P. 

L i t . Lond. 50, b u t is w r i t t e n e n t i r e l y i n prose. A g i r l is t h e 

def. 1.2: "a character i n C o m i c dramas, Pantaloon, Poll .4. 143." Cf . also 

LSJ Suppl s.v. πάπος. T h e spelling o n the C o h n Beaker may be analogous 

to άπφΰς, namely (π)άπφυς>παφφυς. I n the L a t i n Atellana fabula, Pappus 

represents one o f the four stock characters w h o can be depicted i n 

various roles. See Paulo Frassinetti , Atellanae Fabulae (Roma 1967) 2, 

14ff.; idem, Fabula Atellana. Saggio sul teatro popolare Latino (Genova 

1953) 17, 34, 67-69 . O r i g i n a l l y the L a t i n name comes f rom Greek πάπ­

πος, as A t e l l a n farce itself u l t ima te ly derives f rom Greek mime i n Magna 

Graecia. T h e character probably refers to an older man , "s tupid and 

wander ing i n his m i n d , w h o is gulled by more you th fu l c o m p a n i o n " 

(Al la rdyce N i c o l l , Masks, Mimes, and Miracles. Studies in the Popular 

Theatre [New York 1968] 73). O n other characteristic traits o f Pappus, 

notab ly tha t o f drunkenness, see I . H i lbe rg , "Tiberius-Pappus u n d 

A t e l l a n a , " WS 43 (1891) 74-85. It is no t inconceivable tha t our speaker A 

(if i t is he to w h o m speaker D refers) is modeled after this Pappus, espe­

cially since we k n o w o f Greek Άτελλάνη κωμωδία; note i n par t icular the 

Greek fragments i n Suetonius, Nero 39; Cicero , ad Quint. 2, x v i . 3, and 

see o n this Frassinetti , Fabula Atellana, 60f.; N i c o l l , 75. 

16. O n these " c o m m o n shoes," see the comment o n its occurrence i n 

Herodas: W . Head lam ck A . D . K n o x , Herodas. The Mimes and Fragments 

(Cambr idge 1922) 345. 

17. O r , "he arises" (?). 

18. Several comic titles bear this t i t l e as wel l as Herodas ' mime Porno-

boskos. 

19. G . v. Manteuf fe l , De opusculis Graecis Aegypti e papyris ostracis 

lapidisque collectis (Warsaw 1930). 

20. D . L . Page, Select Papyri, I I I (Cambr idge /Harva rd 1962). 

2 1 . H . W i e m k e n , Der griechische Mimus (Bremen 1972). I n part , I 

fo l low the helpful summary of I . C . C u n n i n g h a m , Herodas Mimiambi (Ox­

ford 1971). 
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m a i n speaker, a n d a d r u n k a r d seems t o t ake p a r t . L i k e t h e 

t e x t o f t h e C o h n beaker , t h e address κύριε occurs ( l ine 18), 

as also i n P. Lit. Lond. 50, I I I 25; V 39; V I , 45 , 47 . T h e t e x t 

is r a t h e r f r a g m e n t a r y ( M a n t . n o . 20). 

c. P. Sorb. inv. 2223 ( I I a - I a ) . A d i a logue takes place be­

t w e e n a d r u n k e n m a n i n l o v e a n d o n e w h o is r e s t r a i n i n g 

h i m f r o m g o i n g t o a komos. T h e l ines s p o k e n b y t h e 

d r u n k e n m a n are m o r e poe t i c ( M a n t . n o . 22; Page, n o . 74). 

d . P. Oxy. 413 recto and verso, col. 4 ( I I P ) . A v u l g a r farce 

takes place i n I n d i a w h e r e a y o u n g G r e e k w o m a n is h e l d 

c a p t i v e . T h e language is koine a n d i n prose, except for 

a n occas iona l S o t a d e a n verse a n d perhaps some t r o c h a i c 

t e t r ame te r s t o w a r d s t h e e n d o f t h e piece. F o u r speakers 

are i n d i c a t e d b y t h e le t ters Α , Β , Γ , Δ, a n d lesser charac ters 

h a v e l ines i n d i c a t e d b y a b b r e v i a t i o n s . O f in te res t are t h e 

n o t a t i o n s fo r stage d i r e c t i o n s a n d i n d i c a t i o n s fo r a c h o r u s . 

T h e p r i n c i p a l charac te rs are C h a r i t i o n ( A ) , t h e stupidus i n 

t h e ro l e o f a slave (B) , C h a r i t o n ' s b r o t h e r ( C ) , a n d t h e 

c a p t a i n ( D ) . Page notes t h a t t h e p l o t is d e r i v e d f r o m E u r i p ­

ides ' lphigenia in Tauris, w i t h e lements t a k e n f r o m Helena 

( M a n t . n o . 13; Page, n o . 76; cf. W i e m k i n , p . 48) . 

e. P. Oxy. 413 verso, cols . 1-3 ( I I P ) . T h o u g h t h e p l o t is 

obscure , t h e f r a g m e n t begins w i t h a n a d u l t e r o u s w o m a n 

w h o s u m m o n s a slave fo r sexual purposes . L a t e r t h e t w o 

c o n n i v e t o p o i s o n her h u s b a n d . Page detects t h e i n f luence 

o f E u r i p i d e s ' Medea a n d o f H e r o d a s , Mimiamb. 5. T h e 

f r a g m e n t c o n t a i n s m a r g i n a l des igna t ions fo r several pa r t s . 

T h e language is koine a n d prose t h r o u g h o u t ( M a n t . n o . 

14; Page, n o . 77; cf. W i e m k i n , p . 81) . 

f. P. Lond. 1984 [P. Lit. Lond. 97] ( I I P ) . T h i s s h o r t frag­

m e n t has f o u r speak ing pa r t s , w h i c h c a n be i d e n t i f i e d as 

t h a t o f a n h e t a i r a , a stupidus, F a t h e r I o n , a n d a j udge . T h e 

language a n d s ty le , n o t a b l y t h e terse sentences i n t h e d ia ­

logue , r e m i n d o n e o f t h e o v e r a l l t e m p e r o f t h e t e x t o n o u r 

beaker ( M a n t . n o . 15; cf. W i e m k e n , p . 111). 

g. P. Berol 13927 ( V / V I P ) . A n i m p o r t a n t d o c u m e n t 

t h a t gives a l is t o f m i m i c par t s a n d t h e e q u i p m e n t neces­

sary t o stage t h e m i m e ( M a n t . n o . 16; cf. W i e m k i n , p . 191). 

h . P. Berol 13876 ( I I P ) . A f r a g m e n t a r y d i a logue b e t w e e n 

t w o charac te rs is m a r k e d o u t i n t h e t e x t a l o n g w i t h a t h i r d 

p a r t (a c h o r a l p a r t des igna ted b y t h r ee le t ters) . T h e d ia ­

logue seems t o dea l w i t h a love-affa i r ( M a n t . n o . 16; cf. 

W i e m k e n , p . 127). 

P O S T S C R I P T 

W h i l e t h i s a r t i c l e was i n press, a v a r i a n t i n t e r p r e t a t i o n o f 

t h e c u p appeared i n E r i c h G . T u r n e r , AK 24 (1981) p p . 50 

i . P. Varsov. 2 ( I I P ) . A f r a g m e n t a r y piece i d e n t i f i e d as 

m i m i c because o f t h e l i s t i n g o f t h e speak ing p a r t o f a char­

acter " B " i n l i n e 8. P o r t i o n s o f o n l y e igh t l ines are pre­

served ( W i e m k e n , p . 135). 

j . P. Lit. Lond. 52 ( I I P ) . T h i s f r a g m e n t c o n t a i n s a d ia ­

logue w i t h a g i r l w h o has been assaulted, a nurse , a n d a 

b r o t h e r o r sister w h o is d r u n k . T h e p l o t is t y p i c a l o f N e w 

C o m e d y a n d is r e m i n i s c e n t o f M e n a n d e r ' s Epitrepontes. 

T h e t e x t is koine w i t h some poe t i c t e rms ( M a n t . n o . 2 1 ; 

Page, n o . 79). 

A c o m p a r i s o n b e t w e e n t h e tex ts o f these m i m e s a n d 

t h a t o f t h e C o h n beaker shows t h a t o u r i n s c r i p t i o n be­

longs t o t h e ca tegory o f l i t e r a r y , b u t fo r t h e m o s t p a r t 

a n o n y m o u s , m i m i c c o m p o s i t i o n s . W i t h pieces such as 

these i t w o u l d n o t p r o v e wise t o h a z a r d a guess as t o w h o 

w o u l d h a v e a u t h o r e d these l i g h t a n d o f t e n r i b a l d c o m p o ­

s i t ions . A h a n d f u l o f names o f L a t i n mimographi h a v e sur­

v i v e d , b u t t h e y r e m a i n l i t t l e m o r e t h a n names . O f w r i t e r s 

o f G r e e k m i m e s d u r i n g t h e R o m a n e m p i r e even less is 

k n o w n , t h o u g h t h e n a m e o f P h i l i s t i o n 2 2 has s t o o d o u t 

above t h e rest. A l t h o u g h t h e da te o f h is floruit is n o t 

k n o w n a n d t h e cha rac te r o f h is c o m p o s i t i o n s obscure , i t is 

k n o w n t h a t h is w o r k s became p o p u l a r i n R o m a n t imes . 

M o r e c a n be said c o n c e r n i n g w h a t audiences came t o 

apprec ia te t h i s " s u b - l i t e r a r y " f o r m o f c o m p o s i t i o n , assum­

i n g o f course t h a t t h e tex ts were w i d e l y r ead i f n o t o f t e n 

p e r f o r m e d . I n a d d i t i o n t o its p o p u l a r appea l , t h e mimos 

f r o m t h e earliest stage arres ted t h e a t t e n t i o n o f d ign i t a r i e s , 

p r inces , a n d e m p e r o r s , a l t h o u g h pe r fo rmances a lways fe l l 

v i c t i m t o t h e c a l u m n y o f o r a t o r s a n d C h u r c h Fa thers . 

U n l i k e t h e texts w r i t t e n o n p a p y r u s , t h a t o f t h e C o h n 

beaker offers t h e u n i q u e ins tance o f p r e s e n t i n g t h e m i m i c 

c o m p o s i t i o n w i t h a n i l l u s t r a t i o n o f t h e scene. T h e elegance 

o f t h e cup's p a i n t e d figures m i g h t suggest t o some a n i n ­

c o n g r u i t y w i t h a t e x t t h a t lacks t h e poe t i c qua l i t i e s o f a 

M e n a n d e r o r o t h e r f amous p l a y w r i g h t . H o w e v e r , w i t h a 

lack o f c o m p a r a b l e pieces t o s t u d y , we c a n o n l y guess 

w h a t sor t o f d i g n i t a r y m i g h t h a v e o w n e d such a glass o r 

w h e t h e r i n d e e d i t was a c c o m p a n i e d b y a c o m p l e t e d i n n e r -

set u p o n w h i c h t h e rest o f t h e scene was e n g r a v e d a n d 

p a i n t e d . 

U n i v e r s i t y o f C h i c a g o 

22. See E. Wus t , "Ph i l i s t ion (3) ," PW 38 (1938) 2402-2405. 
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We k n o w a great deal a b o u t G r e e k C l u b s a n d Assoc ia ­

t i o n s , p r i v a t e a n d semi -pub l i c , p rofess iona l , socia l , o r 

benef ic ia l , m a i n l y f r o m i n s c r i p t i o n s . T h e m a t e r i a l has 

been carefu l ly co l l ec ted a n d c r i t i c a l l y ana lyzed b y Franz 

P o l a n d i n his Geschichte des griechischen Vereinswesens 

(1909); i t has been s i g n i f i c a n t l y a u g m e n t e d b y M a r i a n o 

S a n N i c o l o i n his Agyptisches Vereinswesen zur Zeit der 

Ptolemaer und Romer, Munchner Beitrdge zur Papyrusfor-

schung, 1 (1913) a n d 2 (1915). O n e o f t h e C l u b s was ca l led 

ERANOS, a n d a n e w i n s c r i p t i o n f r o m A t t i c a , n o w i n t h e 

J. Pau l G e t t y M u s e u m , adds c o n s i d e r a b l y t o o u r k n o w ­

ledge o f its o r g a n i z a t i o n . T h e Eranos i n genera l has been 

b r i e f l y discussed b y P o l a n d (pp . 28 -33 ) a n d b y S a n N i c o l o 

( 1 , p p . 212 -225 , a n d 2, p p . 188-191) , a n d J. V o n d e l i n g has 

t r ea t ed i t f u l l y i n his Eranos (1961). 

T h e m a i n f u n c t i o n o f a n Eranos has been s ta ted b y A r i ­

s to t le (Ethics 1160a): some o f t h e associat ions seem t o exist 

for t h e e n j o y m e n t (δ ι 'ήδονήν) [ o f t h e i r m e m b e r s ] , fo r t h e 

sake o f sacrifices a n d c o m p a n i o n s h i p (θυσίας ένεκα καΐ 

συνουσ ίας ) . C e n t u r i e s la ter , t h e E m p e r o r T r a j a n offered 

a n o t h e r equa l ly v a l i d c h a r a c t e r i z a t i o n ( P l i n y , Ep. 93) : t h e y 

serve n o t t o p r o m o t e d i s tu rbances a n d i l legal associat ions 

(ad turbas et inlicitos coetus) b u t t o a l lev ia te t h e ind igence o f 

t h e p o o r (ad sustinendam tenuiorum inopiam). T h e n e w i n ­

s c r i p t i o n i l lus t ra tes these p o i n t s v e r y w e l l . 

T h e a l m o s t c o m p l e t e l y preserved t e x t is e n g r a v e d o n 

t w o j o i n i n g f ragments c o n s t i t u t i n g a c o m p l e t e l y preserved 

stele o f Pente l ic m a r b l e ( h . m a x . 75 c m . , w . m a x . 44.7 c m . , 

t h . m a x . 6 c m . — 7 8 . A A . 3 7 7 ) , c r o w n e d b y a p e d i m e n t w i t h 

a n a k r o t e r i o n ; w i t h i n t h e p e d i m e n t is a sh i e ld (hoplon) i n 

re l i e f o n w h i c h a p o r t r a i t (eikon) m a y have been p a i n t e d . 

A t t h e b o t t o m , t he re is a b r o a d a n d r o u g h l y p i c k e d t e n o n 

w i t h w h i c h t h e stele was in se r t ed i n t o a s tone base o r i n t o 

t h e l i v i n g r o c k . D u r i n g t h e last t w o decades t h e s tone 

passed t h r o u g h several h a n d s before i t was a c q u i r e d b y 

a N e w Y o r k co l l e c to r , w h o generous ly offered i t t o t h e 

G e t t y M u s e u m . I t is said t o c o m e f r o m L i o p e s i , a v i l l age 

i n c e n t r a l A t t i c a , t h e site o f t h e a n c i e n t deme Pa ian ia ; t h i s 

l o c a t i o n is o f great s igni f icance , as w i l l be seen. 

I n t h e r e a d i n g , r e s t o r a t i o n , a n d e x p l a n a t i o n o f t h e t e x t I 

have been a ided b y a n u m b e r o f f r iends t o w h o m I s h o u l d 

l i ke t o express m y g r a t i t u d e : W . B u r k e r t , A . D i h l e , J. F re l , 

D . G e a g a n , C h . H a b i c h t , E . K a p e t a n o p o u l o s , D . M . 

L e w i s , R . M e r k e l b a c h , t J . H . O l i v e r , F . S o k o l o w s k i , R . E . 

W y c h e r l e y ; also t o E . H a n d l e y , L . Pearson, a n d S. 

S tephens for t h e i r suggestions. 

T h e l e t t e r i n g is u n e v e n , i r r egu la r , a n d c r o w d e d , a n d 

be longs t o t h e p e r i o d after 100 A . D . T h e t e x t was i n s c r i b e d 

b y t w o hands : T h e f i rs t e n g r a v e d l ines 1-36, t h e second 

begins w i t h t h e l i n e 37 a n d co r r ec t ed passages i n l ines 3, 

13, 2 1 , 24, 32 , a n d 35; i t is cha rac te r i zed b y u s ing Σ ins tead 

o f [, b y u s i n g t h e p u n c t u a t i o n s > a n d = ins tead o f )(, b y 

w r i t i n g I ins tead o f E I , a n d b y o b s e r v i n g t h e l i n e d i v i s i o n s 

o f w o r d s m o r e care fu l ly . T h e t w o h a n d s are, o f course, 

c o n t e m p o r a r y . 

Figure 1. Inscr ipt ion from A t t i c a . Get ty Museum, 

78 .AA.377 . 
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Α γ α θ ή Τύχη . Έ π ι Τ ί τ ο υ Φλαβίου Κ ό ν ω ν ο ς άρχοντο ­

ς κ α ι Ιερέως Δ ρ ο ύ σ ο υ υ π ά τ ο υ , Μ ο υ ν ι χ ι ώ ν ο ς ο κ τ ώ 

κ α ι δεκάτη· έδοξεν τ ω ά ρ χ ε ρ α ν ι σ τ ή Μ ά ρ κ ω Α ί μ ι λ ί ω 

Ε υ χ α ρ ι σ τ ώ Παιανιε ΐ σ υ ν ό δ ο υ τ η ς τ ω ν Ή ρ α κ λ ι α σ τ ώ ν τ ω ν 

έν Λ ί μ ν α ι ς )( τάδε δ ο κ μ α τ ί σ α ν έ ά ν τ ι ς έ ν τη σ υ ν ό δ ω 

μ ά χ η ν π ο ί η σ η , τη έχομένη ημέρα ά π ο τ ι ν έ τ ω προστε ίμ-

ο υ ό μέν ά ρ ξ ά μ ε ν ο ς δραχμάς δέκα )( ό δε έ ξ α κ ο λ ο υ θ -

ή σ α ς δραχμάς πέντε )( κ α ι έ ξ ά ν α ν κ α π ρ α τ τ έ σ θ ω τ ω ν σ-

[ υ ] ν ε ρ α ν ι σ τ ώ ν ψ ή φ ο ν λ α β ό ν τ ω ν έ κ β ι β ά σ α ι ) ( τ η ς δε έ ν θ ή κ -

η ς τ η ς τ ε θ ε ί σ η ς ύπό τ ο υ ά ρ χ ε ρ α ν ι σ τ ο ΰ κ α ι ό σ η ά ν ά λ λ η έν-

θ ή κ η έ π ι σ υ ν α χ θ ή , τ α ύ τ η ς μ η θ ε ί ς κ α τ ά μ η δ έ ν α τρόπον άπτ-

[έ]σθω π λ ε ί ω τ ο υ τ ό κ ο υ τ ο υ π ε σ ο μ έ ν ο υ )( μη π λ έ ω δέ δ α π α ν ά τ -

[ω] ό τ α μ ί α ς δ ρ α χ μ ώ ν Τ - έδοξε έκ τ ο υ τ ό κ ο υ )( έ ά ν δέ τ ι π λ ε ί ω ν -

45 

[ο]ς ά ψ η τ α ι ή έκ τ η ς έ ν θ ή κ η ς )( ή έκ τ ο υ τ ό κ ο υ ά π ο τ ε ι ν έ τ ω προσ-

[τ]είμου τό τ ρ ι π λ ο ύ ν ο μ ο ί ω ς δέ κ α ι ά ν τ α μ ι ε ύ σ α ς τ ι ς έπιδειχθή 

[ ν ] ε ν ο σ φ ι σ μ έ ν ο ς )( ά π ο τ ι ν έ τ ω τό τ ρ ι π λ ο ύ ν , περί δέ ί ε ρ ε ω σ υ ν -

[ώ]ν ω ν ά ν τ ι ς ά γ ο ρ ά σ η π α ρ α χ ρ ή μ α κ α τ α τ ι θ έ σ τ ω )( έν τ ω έχ-

[ο]μένω έ ν ι α υ τ ω )( α ύ τ ώ τ ω ά ρ χ ε ρ α ν ι σ τ ή κ α ι λ α ν β α ν έ τ ω πρόσ-

[γ ΐραφον π α ρ ά τ ο υ ά ρ χ ε ρ α ν ι σ τ ο ΰ , λ α μ β ά ν ω ν δέ έξ έθους τ ά δ ι π λ ά 

[μ]έρη έκτος τ ο ΰ ο ίνου · ο ί δέ έ ρ γ ο λ α β ή σ α ν τ ε ς ύ ϊ κ ό ν ή ο ί ν ι κ ό ν μ-

[ή] ά π ο κ α τ α σ τ ή σ α ν τ ε ς έν φ )( δειπν[ού]σιν έ ν ι α υ τ ω ά π ο τ ι ν έ τ ω -

σ α ν τ ό δ ι π λ ο ύ ν , ο ί δέ έ ρ γ ο λ α β ο ΰ ν τ ε ς έ ν γ υ η τ ά ς ε ύ α ρ έ σ τ ο υ ς 

π α ρ α τ ι θ έ τ ω σ α ν τ ω τ α μ ί α κ α ι τ ω ά ρ χ ε ρ α ν ι σ τ ή . κ α τ α σ τ ά ν ε σ θ α ι δέ Γ 

| π α ν ν υ χ ι σ τ ά ς | τ ο υ ς δυναμένους · έ ά ν δέ μη θ έ λ ω σ ι ν τότε έκ π ά ν τ ­

ω ν κ λ η ρ ο ύ σ θ ω σ α ν κ α ι ό λ α χ ώ ν ύπομενέτω* έ ά ν δέ μη ύπομένη ή 

μη θ έ λ η π α ν ν υ χ ι σ τ ή ς ε ί ν α ι λ α χ ώ ν ά π ο τ ι ν έ τ ω π ρ ο σ τ ε ί μ ο υ δραχμάς εκ­

α τ ό ν )( κ α τ α σ τ ά ν ε σ θ { ω σ α ν } α ι δέ έ π ά ν α ν κ ε ς έκ τ ή ς σ υ ν ό δ ο υ πράκ­

τορες δέκα )( έ ά ν δέ τ ί ν ε ς μη θ έ λ ω σ ι ν πράκτορες ύ π ο μ έ ν ε ι ν κ λ η ρ ο ύ σ θ ω ­

σ α ν έκ τ ο ύ π λ ή θ ο υ ς δέκα )( ο μ ο ί ω ς δέ κ α ι έ ά ν ό τ α μ ί α ς άποδιδοΐ λ ό γ ο ν αγ­

ο ρ ά ς γ ε ν ο μ έ ν η ς κ α τ α σ τ ά ν ε σ θ α ι έ γ λ ο γ ι σ τ ά ς τρε ις κ α ι τ ο ύ ς έ γ λ ο γ ι σ τ ά ς 

ό μ ν ύ ε ι ν α υ τ ό ν τε τ ο ν Ή ρ α κ λ ή ν κ α ι Δ ή μ η τ ρ α κα[ι] Κ ό ρ η ν )( κ λ η ρ ο ύ σ θ α ι δέ τ ή ς ήμέρ 

ας έ κ α σ τ η ς έπΙ τά κρέα α ν θ ρ ώ π ο υ ς δύω)( ο μ ο ί ω ς καΐ έπΙ τούς σ|τρε|πτού-

ς α ν θ ρ ώ π ο υ ς δύω )( έ ά ν δέ τ ι ς τ ώ ν π ε π ι σ τ ε υ μ έ ν ω ν εύρεθή £υπαρόν τ -

[ι] π ε π ο ι η κ ώ ς ά π ο τ ι ν έ τ ω δραχμάς ε ί κ ο σ ι ) ( α ί ρ ε ί σ θ ω δέ ό ά ρ χ ε ρ α ν ι σ τ ή ς 

οϋς ά ν β ο ύ λ η τ α ι έκ τ ή ς σ υ ν ό δ ο υ | ε ί ς τό σ υ ν ε γ | δ α ν ί σ α ι τ ή ν έ ν θ ή κ η ν μετ' α υ τ ο ύ 

α ν θ ρ ώ π ο υ ς Γ. δ ι δ ό τ ω σ α ν δέ τ ή ν σ ι μ ί δ α λ ι ν π ά ν τ ε ς τή δ η μ ο σ ί α χοίν ικι [ . ] . 

έ γ δ ι δ ό σ θ α ι δέ κ α θ ' έ κ α σ τ ο ν έ ν ι α υ τ ό ν ύπό τ ο ΰ ταμ[ίο]υ θ ύ μ α τ ω θ ε ώ 

κ ά π ρ ο ν Ινί κ< / έ ά ν δέ τ ι ς τ ώ ν έκ τ ο ύ ε ρ ά ν ο υ τ έ κ ν ο ν [τ]ίσι θ έ λ η ι σ ά γ ι ν 

δ ιδότω ύ ϊ κ ο ΰ ]νΠ5<',έάν δέ τ ι ς έ μ β ή ν α ι θ έ λ η δ ιδότω ύ ϊ κ ο ΰ Μ Λ Γ . 

κ α τ α β ά λ λ ε σ θ α ι δέ τ ο ν λ ό γ ο ν ό τ α ν ο ί έ γ λ ο γ ι σ τ α ί όμόσαντε [ς ] 

ά π ο δ ώ σ ι τ ω ά ρ χ ε ρ α ν ι σ τ ή τ ο ν λ ό γ ο ν κ α ι έ π ι δ ί ξ ω σ ι εϊ τ ι ό φ ί λ ι ό 

τ α μ ί α ς , ξ ύ λ α δέ έ γ δ ι δ ό σ θ α ι ύπό τοΰ κ α θ ' έτος ταμίου< τ ά ς δέ φ ο ρ ά ς 

κ α τ α φ έ ρ ι ν τ ω τ α μ ί α έ π ά ν α γ κ ε ς ίς τ ά ς έγδόσις · ό δέ μη κ α τ ε ν έ ν κ α ς 

ά π ο τ ι ν έ τ ω τό δ ι π λ ο ΰ ν < ό δέ μη δούς τό κ ά θ ο λ ο ν έξέρανος 

έ σ τ ω ' μη έ ξ έ σ τ ω δέ τ ώ ν έν τ ω ά λ σ ι ξ ύ λ ω ν άπτεσθαι< σ τ έ φ α -

[νο]ν δέ φ έ ρ ι ν τ ω θ ε ώ έ κ α σ τ ο ν 1 

Figure 2. Inscr ipt ion i n figure 1 under different l ight ing . 
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Translation: 

G o o d luck. W h e n Ti tus Flavius K o n o n was archon and 

priest of consul Drusus, o n the eighteenth of M o u n i c h i o n , 

the archeranistes of the association of the Herakliastai i n 

5 the Marshes, Marcus Aemil ius Eucharistos of Paiania, de­

cided to lay d o w n (or to have laid down) the fol lowing 

order: I f anyone dur ing a meeting enters a fight, let h i m 

pay on the fol lowing day a fine of ten drachmai i f he 

started i t and of five drachmai i f he participated i n i t , and 

wi thou t fail let h i m be (made to be) expelled after his 

10 fellow eranistai have cast a vote. W i t h respect to the en­

dowment deposited by the archeranistes and any other 

that may be added, no one i n any way shall touch i t 

beyond the amount of the interest wh ich w i l l fall due. The 

treasurer shall not spend more than 300 drachmai (this 

was ordered) f rom the interest. I f he draws upon more 

either from the endowment or from 

15 the interest, he shall pay a threefold fine. Similar ly, i f 

someone who has been treasurer shall be found guilty of 

touching the fund, let h i m pay threefold. Concerning 

priesthoods, i f someone buys one at once, let h i m make 

the payment dur ing the fol lowing year to the archerani­

stes, and accept a receipt from the archeranistes; let h i m 

receive, as is customary, double portions except for the 

20 wine. The contractors of the pork and wine supplies who 

do not restore the funds dur ing the year i n wh ich they 

provide the dinner are to be fined the double amount. 

The contractors are to provide acceptable sureties to the 

treasurer and to the archeranistes. Let them establish three 

powerful men as nightwatchmen; i f they should refuse the 

assignment, then let three be chosen by lot out o f all 

members, and he who is chosen must accept the task. I f he 

25 w i l l not consent or i f he does not want to be a night-

watchman al though he has been chosen by lot , let h i m 

pay a fine of one hundred drachmai. I t shall be com­

pulsory to establish from the a s s o c i a t i o n t e n p a y m a s t e r s , 

bu t i f some are unwi l l i ng to serve as paymasters, ten shall 

be chosen by lot out of all . Similarly, when the treasurer 

renders his account after a transaction has taken 

30 place, three auditors are to be appointed, and they are to 

give an oath by Herakles himself and Demeter and Kore. 

They shall choose by lot every day two persons i n charge 

of the meat and similarly two persons i n charge of the rolls. 

I f anyone of those entrusted should be found having done 

something dishonest, let h im pay a fine of twenty drachmai. 

35 The archeranistes shall select three people of his choice 

from the association for helping h i m to lend out the en­

dowment . Let all contr ibute the wheat flour according to 

the public measure of a choinix . Let there be made an­

nually by the treasurer a sacrifice to the god of a boar 

weighing twenty minai . I f a member of the eranos wishes 

to introduce a ch i ld by making a payment, let h i m con­

tr ibute I6V2 minae of pork; and if somebody wishes to 

enter himself, let h i m give 33 minae of pork. Let the ac-

40 count be closed when the auditors after having given an 

oath render the account to the archeranistes and indicate 

i f the treasurer owes something. Firewood should be issued 

by the annual treasurer. The dues are to be brought to the 

treasurer wi thou t fail for the (expenditure or for the) mak­

ing of loans. He who does not br ing his dues is to pay as 

fine double the amount . He who does not pay at all is to 

be expelled. N o one is permitted to 

45 touch the firewood i n the grove. Everybody is to wear a 

wreath i n honor of the god. 

C O M M E N T A R Y 

L ines 1-2 

T h e d o c u m e n t is d a t e d b y t h e a r c h o n , T i t u s F lav ius 

K o n o n , w h o s e f a m i l y tree I have r e c o n s t r u c t e d i n ]ahres-

hefte des Osterr. Arch. Institutes, X X X V I (Beiblatt, cols . 

3 5 - 3 9 ) . A c c o r d i n g l y , his d e m o t i c was Σουν ιεύς , a n d he 

m a y have been t h e b r o t h e r o f T i t u s F lav ius S o p h o k l e s o f 

S o u n i o n w h o was a r c h o n i n 121/2 A . D . , a n d his a r c h o n -

sh ip m a y fa l l i n t h e same p e r i o d because " t h e a r c h o n 

e p o n y m o s was also t h e pr ies t o f t h e c o n s u l D r u s u s f r o m 

t h e t i m e o f t h e d e a t h o f D r u s u s u n t i l t h e r e i g n o f 

H a d r i a n " ; see D . J . G e a g a n , The Athenian Constitution after 

Sulla (1967), p . 8; G e a g a n also s u p p l i e d me w i t h a l is t o f 

t h e priests t h e last o f w h o m (JG, I P , 3589) is d a t e d 122/2 

A . D . 

Lines 2-3 

T h e date w i t h i n t h e m o n t h , t h e e i g h t e e n t h o f M o u n i ­

c h i o n , is s ign i f i can t fo r t w o reasons. A n o t h e r d o c u m e n t 

w h i c h was also f o u n d i n L i o p e s i ( I G , I I 2 , 1369) a n d also 

c o n t a i n s a νόμος ερανιστών, is also d a t e d o n t h e e i g h t e e n t h 

o f M o u n i c h i o n , p r o b a b l y t h e da te o f t h e a n n u a l m e e t i n g 

o f t h e assoc ia t ion . U n f o r t u n a t e l y , t h i s d o c u m e n t is n o 

l onge r preserved b u t b o t h A . W i l h e l m (Serta Hartelianay 

1896, p p . 231-235) a n d L . R o b e r t (AJP, 100, 1979, p p . 

153-157) have c o n t r i b u t e d t o o u r be t t e r u n d e r s t a n d i n g o f 

i t . I t is p u z z l i n g t o f i n d so m a n y meet ings o f t h i a s o i , or -

geones, a n d e r a n o i t o t ake place i n t h e m o n t h o f M o u n i ­

c h i o n ; t h i s is especially t r u e fo r t h e d o c u m e n t s o f t h e w o r ­

shippers o f Μ ή τ η ρ ( M a g n a M a t e r ) , JG, I I 2 , 1314/5, 1327/8/9. 

U n f o r t u n a t e l y , I c o u l d n o t f i n d a n y special s ignif icance i n 

t h e cho ice o f t h e e i g h t e e n t h o f M o u n i c h i o n . 

L i n e s 3 -4 

T h e n a m e Μ ά ρ κ ω is en t e r ed in rasura b y t h e second h a n d ; 

see p . 93. T h e archeranis tes M a r c u s A e m i l i u s Eucha r i s t o s 

o f Pa ian ia is n o t o t h e r w i s e k n o w n , b u t t h e fact t h a t t h i s 

i n s c r i p t i o n a n d I G , I I 2 , 1369 were b o t h f o u n d i n his h o m e 

deme is s i gn i f i can t . O n e w o u l d l i k e t o assume t h a t t h e 

A s s o c i a t i o n , f o u n d e d o r at least c o n t r o l l e d b y E u c h a ­

r is tos , was l oca t ed i n Pa ian ia , were i t n o t for t h e fact t h a t 

i t is expressly s ta ted t h a t i ts l o c a t i o n was έν Λίμναις ( l ine 

5). U n d e r these c i rcumstances i t m a y be best t o assume 
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t h a t t h e t w o i n s c r i p t i o n s were set u p i n Pa ian ia because 

E u c h a r i s t o s was at h o m e the re . T h i s w o u l d m e a n t h a t JG, 

I I 2 , 1369 s h o u l d also be c o n n e c t e d , i f n o t w i t h h i m , t h e n 

at least w i t h h is s o n o r g r a n d s o n . 

L i n e s 4 - 5 

T h e o f f i c i a l t i t l e o f t h e A s s o c i a t i o n was σ ύ ν ο δ ο ς ή των 

Ή ρ α κ λ ι α σ τ ώ ν των έν Λίμναις . Eucha r i s t o s was t h e arche-

ranis tes o f t h i s s y n o d o s , a n d t h e m e m b e r s were ca l led 

H e r a k l i a s t a i . T h i s is n o t s u r p r i s i n g , because we f i n d t h e 

same k i n d o f o r g a n i z a t i o n i n o t h e r , s i m i l a r , ear l ier associa­

t i o n s : I G , I I 2 , 1292 (Serapias ta i w i t h p r o e r a n i s t r i a ) , 1322 

( A m p h i e r a s t a i w i t h a rcheranis tes) , 1335 (Sabaziastai w i t h 

e ran i s t a i ) , 1339 ( H e r o i s t a i w i t h archeranis tes) , 1343 (So-

te r ias ta i w i t h synodos a n d archeranis tes) ; a l l these i n s c r i p ­

t i o n s are h o n o r a r y decrees o f t h e H e l l e n i s t i c p e r i o d . T h e 

c r u x is t h e l o c a l i z a t i o n έν Λίμναις because I h a v e n o t been 

able t o f i n d a n y place b y t h a t n a m e except t h e f amous o n e 

w i t h t h e s a n c t u a r y o f D i o n y s o s , t h e l o c a t i o n o f w h i c h 

" s t i l l r e m a i n s a n i n s o l u b l e r i d d l e " ; see R . E . W y c h e r l e y , 

The Stones of Athens (1978), p . 172; G . N e u m a n n , Σ Τ Η Λ Η 

( i n h o n o r o f N . K o n t o l e o n ) , 1980, p . 617: " i m m e r n o c h 

e i n Ra t se l . " W y c h e r l e y suggests, " m a y b e these H e r a k l i a s t a i 

h a d s o m e t h i n g t o d o w i t h Kynosarges , " ( w h i c h was a g y m ­

n a s i u m c o n n e c t e d w i t h a s h r i n e o f H e r a k l e s ; see W y c h e r ­

ley , op. c i t . , p p . 2 2 9 - 2 3 1 ) , b u t i t m a y be r e m e m b e r e d t h a t 

W . J u d e i c h (Topographie von Athen, 1931 , p p . 291-293) 

p l a c e d i t o n t h e west s lope o f t h e A c r o p o l i s a n d t h e I o b a k -

c h e i o n i n i t ; see l ines 5 -7 . 

L i n e 5 

T h e c o m b i n a t i o n o f έ δ ο ξ ε ν . . . δοκματ ίσαι ( i n classical 

G r e e k i t w o u l d h a v e been δογματ ίσαι ) shows c lear ly t h a t 

t h e A r c h e r a n i s t e s dec ided t o m a k e t h i s p r o c l a m a t i o n o r 

caused i t t o be m a d e . H e was p r o b a b l y e n t i t l e d t o d o so 

because o f h is p e r s o n a l share i n t h e f o u n d i n g a n d m a i n t e ­

n a n c e o f t h e s y n o d o s . 

L i n e s 5 -9 

I t is s u r p r i s i n g t h a t t h e f i r s t p o i n t o f t h e ed ic t conce rns t h e 

p r o h i b i t i o n o f p h y s i c a l d i s tu rbances d u r i n g a m e e t i n g o f 

t h e a s soc ia t ion , b u t i t w i l l be n o t i c e d t h a t t h e t w o m o s t 

s i m i l a r d o c u m e n t s , I G , I I 2 , 1368 ( c o n c e r n i n g t h e Assoc ia ­

t i o n o f t h e Jobaccha i , t h e c h a r t e r o f w h i c h was d i scove red 

i n a house t h a t was t h o u g h t t o be l o c a t e d έν Λίμναις ; 

see o n l ines 4 - 5 ) a n d I G , I I 2 , 1369 ( c o n c e r n i n g t h e same 

A s s o c i a t i o n o f t h e H e r a k l i a s t a i b u t b e i n g pe rhaps o f a la ter 

date) also h a v e l o n g passages d e a l i n g w i t h μάχαι, πληγαί , 

θόρυβοι . I n I G , I I 2 , 1369, l ines 4 0 - 4 4 , e x p u l s i o n a n d a f ine 

o f 25 d r a c h m a i is t h r e a t e n e d t o t h e p e r s o n w h o μάχας ή 

θορύβους κε ίνων (κινών) φαίνοιτο , w h i l e i n I G , I I 2 , 1368 

t he r e is a l o n g passage ( l ines 72-102) d e a l i n g w i t h these 

a n d s i m i l a r offenses; here t he r e has t o be a s w o r n test i ­

m o n y o n t h e p a r t o f t h e i n j u r e d , a n d t h e p u n i s h m e n t o f a 

f ine o f 25 d r a c h m a i w h i c h is l eve l led also against t h e i n s t i ­

ga to r a n d n o t o n l y against t h e p e r p e t r a t o r , a n d e x c l u s i o n 

f r o m meet ings u n t i l t h e f ine is p a i d . I f i t comes ac tua l l y t o 

b l o w s , t h e v i c t i m has t o appeal t o t h e pr ies t w h o has t o 

ca l l a n assembly w h i c h is t o decide b y v o t e fo r h o w l o n g 

t h e c u l p r i t is t o be e x c l u d e d f r o m meet ings a n d h o w m u c h 

he has t o pay (up t o 25 d r a c h m a i ) . T h e v i c t i m h i m s e l f is t o 

be f i n e d i f he does n o t c o m m u n i c a t e w i t h t h e pr ies t o r t h e 

a r c h i b a k c h o s b u t denounces t h e a t t a ck i n p u b l i c (i.e. ap­

peals d i r e c t l y t o a c o u r t o f jus t i ce ) . T h e m e m b e r s o f t h e 

assoc ia t ion are h e l d respons ib le , u n d e r t h e t h r e a t o f a f i ne , 

t o r e m o v e people w h o are f i g h t i n g , t o a t t e n d t h e assembly 

v o t i n g o n t h e e x p u l s i o n o f pe rpe t r a to r s o f v i o l e n c e , a n d t o 

ca r ry o u t t h e v e r d i c t o f t h e assembly. A l l t h i s t h r o w s a 

s ign i f i can t l i g h t n o t o n l y o n w h a t m a y have been g o i n g o n 

a t t h e meet ings b u t also o n t h e h i g h m o r a l t o n e o f t h e 

char te r s o f t h e associat ions . I t m a y also be n o t e d t h a t t h e 

f ine m e n t i o n e d i n o u r i n s c r i p t i o n (10 d r a c h m a i fo r s tar t ­

i n g a f i g h t , 5 d r a c h m a i fo r j o i n i n g i n i t ) is c o m p a r a t i v e l y 

s m a l l , w h i l e t h e t h r e a t o f e x p u l s i o n is greater t h a n o n t h e 

la ter d o c u m e n t s . T h e w o r d σ [υ ]νεραν ιστών ( l ines 8 -9) is 

a t tes ted b y P o l a n d (op. cit., p . 32) a n d I . G . , I I 2 , 2 7 2 1 . 

L ines 9 - 1 6 

T h i s passage a b o u t t h e e n d o w m e n t a n d its use is n o t o n l y 

m o s t i m p o r t a n t b u t also m o s t i n f o r m a t i v e since i t spells 

o u t detai ls w h i c h are q u i t e n e w . I n genera l , o n e gets t h e 

i m p r e s s i o n , w h i c h P o l a n d a n d o the r s expressed before , 

t h a t t h e associat ion 's m a i n pu rpose was t h e l e n d i n g o f 

m o n e y t o its m e m b e r s , p r e s u m a b l y w i t h o u t t h e c o l l a t e r a l 

t h a t a b a n k e r m a y have r e q u i r e d . W e d o n o t k n o w w h e t h ­

er t h e f o u n d e r o f t h e e n d o w m e n t , t h e a rcheranis tes , m a d e 

m o n e y o u t o f his i n v e s t m e n t ; i f so, t h i s is n o t s ta ted . T h e 

p r i n c i p a l ( w h i c h cons i s ted p r o b a b l y o f rea l estate) was n o t 

t o be spent u n d e r a n y c i r cums tances , a n d o f t h e in te res t 

n o t m o r e t h a n 300 d r a c h m a i . T h e in te res t acc rued o f 

course f r o m t h e p a y m e n t s o f m e m b e r s w h o b o r r o w e d 

m o n e y . I t is n o t easy t o u n d e r s t a n d t h e w o r d έ δ ο ξ ε ( w r i t ­

t e n i n rasura) i n l i n e 13; M e r k e l b a c h suggested t h a t i t was 

a la te r i n s e r t i o n i n t o t h e p r o p o s a l , o r i g i n a l l y p r e p a r e d b y 

t h e archeranis tes , a n d refer red t o t h e fact t h a t i t was "de­

c i d e d " t o p u t a l i m i t o f 300 d r a c h m a i ( t o c o m e f r o m t h e i n ­

terest) o n e x p e n d i t u r e s m a d e b y t h e t amias . 

L i n e s 16-20 

A b o u t t h e sale o f p r i e s t h o o d s , a b o u t t h e q u i c k p a y m e n t o f 

t h e p r i ce , a b o u t t h e rece ip t issued b y t h e archeranis tes , 

a n d a b o u t t h e d o u b l e p o r t i o n s (except fo r w i n e ) t o be 

g i v e n t o t h e pr ies ts . 

L ines 20 -23 

T h e q u e s t i o n is here w h e t h e r t h e c o n t r a c t o r s (έργολα-

βοϋντες ) receive m o n e y f r o m t h e t reasurer (ταμίας) i n 

o r d e r t o p r o v i d e p o r k a n d w i n e fo r t h e d i n n e r s d u r i n g a 
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year, sell these d i n n e r s t o t h e m e m b e r guests a n d r e t u r n 

t h e o r i g i n a l funds t o t h e t reasurer , o r w h e t h e r t h e y use 

t h e funds i n o r d e r t o p r o v i d e free meals t o t h e m e m b e r s . 

T h e p r o v i s i o n u n d e r d i scuss ion makes sure t h a t t h e y d o 

e i the r one . M e r k e l b a c h op ts fo r t h e second p o s s i b i l i t y , I 

fo r t h e f i rs t . T h e O Y i n δε ιπνούσιν is in rasura b y t h e sec­

o n d h a n d . 

L ines 23 -27 

T h e παννυχισταί m u s t have been w a t c h m e n w h o s e d u t y 

m u s t have been v e r y i m p o r t a n t , c o n s i d e r i n g t h e careful 

w a y t h e y were selected a n d t h e f ine t h e y h a d t o pay 

i n case t h e y neglec ted t h e i r d u t y . T h e y were t o p r o t e c t 

t h e p r o p e r t y a n d t h e safety o f t h e assoc ia t ion a n d o f its 

m e m b e r s , a n d I p resume t h a t t h e y served o n l y w h e n 

the re were meet ings ; n o t h i n g is sa id a b o u t t h e i r r e c e i v i n g 

a n y c o m p e n s a t i o n . T h e o t h e r w i s e u n a t t e s t e d w o r d παννυ-

χ ιστάς is w r i t t e n in rasura b y t h e second h a n d . 

L ines 2 7 - 2 9 

I t is n o t clear w h a t t h e d u t y o f t h e πράκτορες was. I t c o u l d 

have been t h e c o l l e c t i o n o f t h e m e m b e r s h i p fees, b u t i t ap­

pears f r o m l ines 4 3 - 4 4 t h a t t h e t reasurer rece ived t h e 

φοραί d i r e c t l y f r o m t h e m e m b e r s . I t is the re fo re be t t e r t o 

assume t h a t t h e πράκτορες co l l ec ted t h e v a r i o u s a n d m a n y 

f ines, since i n n o case is a n y m e n t i o n m a d e h o w a n d b y 

w h o m t h e fines are t o be co l l ec ted . 

L i n e s 2 9 - 3 1 

T h e έγλογ ιστα ί were c o n t r o l l e r s a n d a u d i t o r s w h o assisted 

t h e t reasurer w h e n he p r e p a r e d a n d presen ted his a c c o u n t 

t o a f o r m a l assembly (αγορά) a n d t h e y h a d t o give a n 

o a t h , p r e s u m a b l y t o c o n d u c t t h e i r business p r o p e r l y , t o 

H e r a k l e s , t o D e m e t e r a n d t o K o r e . W e w i s h we k n e w w h y 

D e m e t e r a n d K o r e were i n c l u d e d because t h e i r presence 

m a y give us a c lue t o t h e l o c a t i o n o f t h e m e e t i n g house o f 

t h e H e r a k l i a s t a i . 

L ine s 3 1 - 3 4 

' E v e r y d a y ' m a y refer t o every feast d a y , a n d i t w o u l d be 

n a t u r a l t o h a v e t w o m e n i n charge o f t h e mea t a n d t w o i n 

charge o f t h e t w i s t e d b a k e r y (στρεπτο ί ) . S ince these m e n 

are t h r e a t e n e d w i t h fines o f 20 d r a c h m a i each i f t h e y c o n ­

d u c t t h e i r w o r k d i s h o n e s t l y , t h e y were p r o b a b l y m e m b e r s 

o f t h e assoc ia t ion . T h e let ters T P E o f σ τ ρ ε π τ ο ύ ς are w r i t ­

t e n in rasura b y t h e second h a n d . 

L ines 3 4 - 3 6 

T h e t h r ee m e n chosen b y t h e archeranis tes t o assist h i m 

i n m a k i n g loans f r o m t h e e n d o w m e n t were surely m e m ­

bers o f t h e assoc ia t ion . T h i s shows h o w t h e e n d o w m e n t 

c o u l d e a r n in te res t ( l ines 12-13) ; t h i s m a y h a v e been t h e 

m a i n pu rpose a n d a t t r a c t i o n o f t h e assoc ia t ion . T h e let­

ters ε ίς τ ό συνεγ are w r i t t e n in rasura b y t h e second h a n d . 

L i n e 36 

σ ιμ ίδαλις is t h e f ine w h e a t f l o u r used t o m a k e t h e pas t ry . 

E v e r y m e m b e r was t o c o n t r i b u t e o n e c h o i n i x a c c o r d i n g t o 

t h e p u b l i c measure. F o r σ ιμ ίδαλις , see A t h e n a e u s , Deipno-

sophistae I I I 109a a n d b , 112b, 115c a n d d . T h e phrase τή 

δημοσ ία χοίνικι is n o t q u i t e clear i n its m e a n i n g ; t h e miss­

i n g le t te r at t h e e n d o f t h e l i n e m a y have been a n u m e r a l . 

I assume t h a t each m e m b e r was t o c o n t r i b u t e o n e c h o i n i x 

o f f ine w h e a t f l o u r , a c c o r d i n g t o t h e p u b l i c s t a n d a r d . T h e 

use o f πάντες is puzz l i ng ; o n e w o u l d expect έ κ α σ τ ο ς . T h e 

last le t te r o f t h i s l i n e m a y have been erased; i t m a y have 

been a Γ (3). 

L i n e s 3 7 - 3 8 

T h e b o a r o f t w e n t y p o u n d s , w h i c h t h e t reasurer was t o 

p r o v i d e fo r a n a n n u a l sacrifice, was n o t a " w i l d " b u t j u s t a 

ma le p ig le t . 

L i n e s 3 8 - 3 9 

T h e t e x t o f t h i s sentence is n o t c e r t a i n since I a m n o t at a l l 

c o n f i d e n t t h a t [ τ ] ίσ ι ( = τ ίσε ι ) is t h e r i g h t r e s t o r a t i o n . I t is 

o n l y n a t u r a l t h a t t h e assoc ia t ion s h o u l d receive n e w m e m ­

bers f r o m t h e r a n k s o f t h e sons ( there is n o m e n t i o n m a d e 

o f w o m e n ) o f t h e m e m b e r s , a n d t h e d i s t i n c t i o n b e t w e e n 

σ ύ ν ο δ ο ς ( the n a m e o f t h e associa t ion) a n d έρανος m a y 

be s ign i f i can t . T h e phrase o c c u r r i n g at t h e b e g i n n i n g o f 

t h e νόμος εραν ιστών (JG, I I 2 , 1369, l ines 3 0 - 3 4 ) , r e f e r r i ng 

t o t h e same assoc ia t ion , is s ign i f i can t : [μη]δενι έ ξ έ σ τ ω 

ισι[έν]αι ις την σ ε μ ν ό τ α τ η ν | σύνοδον των εραν ιστών . . . 

T h e synodos consists o f e r an i s t a i w h o are ca l l ed H e r a ­

k l i a s t a i a n d are also ca l led οί εκ του εράνου. I t is puzz l i ng 

t h a t t h e i n i t i a t i o n fee cons i s ted o f mea t ; we m a y p resume 

t h a t i t c o u l d be p resen ted i n t h e f o r m o f a n a m o u n t o f 

m o n e y w i t h w h i c h t h e m e a t c o u l d be p u r c h a s e d . 

L i n e s 4 0 - 4 2 

T h i s phrase refers b a c k t o l ines 2 9 - 3 1 a n d m a y have t o be 

a d d e d t o t h e o r i g i n a l s t a t e m e n t o n t h e a u d i t o r s . 

L i n e 42 

T h e ξύλα are o b v i o u s l y f i r e w o o d w h i c h is t o be supp l i ed 

b y t h e t reasurer ( tamias) w h o h e l d office fo r one year, as 

p r e s u m a b l y a l l officials d i d , w i t h t h e possible e x c e p t i o n o f 

t h e archeranis tes . 

L ines 4 2 - 4 

T h e m e m b e r s h i p dues, t h e c o n t r i b u t i o n s φοραί, are t o 

be b r o u g h t t o t h e t reasurer ; i t is n o t clear w h a t t h e neces­

sary c o n n e c t i o n w i t h t h e ε κ δ ό σ ε ι ς is, since έ κ δ ο σ ι ς seems 

t o m e a n l e n d i n g m o n e y r a t h e r t h a n p a y i n g i t o u t . T h e 

emphas is is o n t h e p a y m e n t o f t h e dues, a n d t h e phrase 

έπάναγκες ε ίς τάς ε κ δ ό σ ε ι ς m a y i n d i c a t e t h e t i m e w h e n 

t h e m e m b e r s h a d t o pay t h e i r fees. D e l a y e d p a y m e n t s 

h a d t o be d o u b l e , a n d n o n p a y m e n t r esu l t ed i n a u t o m a t i c 

e x p u l s i o n . 

L i n e 45 

I t is n o t clear w h e t h e r t h e ξύλα is f i r e w o o d w h i c h was k e p t 

i n t h e ά λ σ ο ς , t h e g rove , o r w h e t h e r t h e w o r d refers t o t h e 
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trees o f t h e g rove w h i c h m u s t n o t be c u t d o w n . T h e loca­

t i o n o f t h e g rove is o f course u n k n o w n , b u t Jude ich 

p o i n t e d o u t (see o n l ines 4 - 5 ) t h a t t he re was a g rove i n t h e 

Kynosa rges (op. cit. p p . 4 2 3 - 4 2 4 ) . 

L i n e s 4 5 - 4 6 

I t is n o t clear w h e t h e r every m e m b e r has t o wear a w r e a t h 

i n h o n o r o f H e r a k l e s , o r w h e t h e r he h a d t o b r i n g a w r e a t h 

t o t h e g o d . 

T h i s i n s c r i p t i o n does n o t r e c o r d t h e f o u n d a t i o n o f t h e 

S y n o d o s o f t h e H e r a k l i a s t a i i n t h e M a r c h e s b u t a s ign i f i ­

c a n t e v e n t i n t h e h i s t o r y o f t h i s A s s o c i a t i o n . T h e S y n o d o s 

m a y h a v e b e g u n i n t h e H e l l e n i s t i c p e r i o d , a n d i t d i d c o n ­

t i n u e la ter , s ince w e possess o n e o f its d o c u m e n t s o f t h e se­

c o n d h a l f o f t h e second c e n t u r y . T h e f i r s t clause c o n c e r n ­

i n g t h e m a i n t e n a n c e o f peace a n d o r d e r m a y h a v e been re­

q u i r e d b y t h e R o m a n g o v e r n m e n t , b u t t h e second i t e m , 

c o n c e r n i n g t h e e n d o w m e n t a n d its use m u s t have been 

t h e m a i n cause fo r p u b l i s h i n g t h e ed ic t . Eucha r i s t o s , t h e 

a rcheran is tes , is o t h e r w i s e u n k n o w n ; he o r h is f a m i l y m a y 

h a v e rece ived R o m a n c i t i z ensh ip t h r o u g h t h e i n t e r v e n t i o n 

o f o n e o f t h e f amous A e m i l i i (Lep idus o r Juncus) w h o were 

ac t ive i n A t h e n s . T h i s means t h a t he was n o t o n l y r i c h 

b u t also respectable. I t was his e n d o w m e n t ( the size o f 

w h i c h is u n k n o w n ) t h a t p u t t h e S y n o d o s i n t o business 

a n d ensured E u c h a r i s t o s ' p o s i t i o n i n i t as archeranis tes . 

T h e i m p o r t a n t t h i n g was t o ensure t h a t t h e e n d o w m e n t 

w o u l d be increased, a n d v i r t u a l l y a l l t h e measures p o i n t i n 

t h i s d i r e c t i o n . T h e ways t h e e n d o w m e n t was t o be i n ­

creased were these: in te res t p a y m e n t s o n loans , m e m b e r ­

sh ip dues, f ines, sales ( o f offices a n d pe rhaps o f services 

a n d f o o d ) . E x p e n d i t u r e s were severely r e s t r i c t ed . I t is pos­

sible t h a t t h e m e m b e r s go t free meals , b u t n o t h i n g is sa id 

o f salaries o r r e m u n e r a t i o n s fo r services r e n d e r e d ; i n fact , 

t h e y even h a d t o c o n t r i b u t e f l o u r fo r t h e b a k e d goods . A l l 

t h a t t h e t reasurer was expec ted t o issue was a n a n i m a l o f 

s m a l l size fo r a n a n n u a l sacrifice a n d f i r e w o o d . T h e r e is 

n o t m u c h said a b o u t re l ig ious a n d socia l ac t iv i t i e s , b u t 

these m a y n o t have r e q u i r e d specific r e g u l a t i o n s . I t m a y be 

assumed t h a t t h e m e m b e r s were d e v o t e d t o H e r a k l e s a n d 

t h a t t h e y e n j o y e d each o the r ' s c o m p a n y . 

S t a n f o r d U n i v e r s i t y 



Notes 
Two Inscribed Bronze Dedications 

in the J. Paul Getty Museum 

Stanley M . Bur stein 

ι 

I n 1977 the J. Paul Get ty Museum received as a dona t ion a 

bronze tabula ansata measuring 5.9 cm. i n w i d t h and 11.8 cm. i n 

length, said to come from Asia M i n o r . The tabula ansata contains 

a six-line Greek inscript ion done i n poussee technique. The letter­

ing is small, w i t h a tendency toward rounded forms, 1 and is 

carelessly inscribed w i t h irregularities i n b o t h the shape and spac­

ing of letters. 2 The content of the inscript ion permits i t to be 

dated to the t h i r d century A . D . 

Α υ ρ ή λ ι ο ς Μ α ­

ρίνος κορνικου-

λ ά ρ ι ο ς 3 σέξ [ / ] τα δε-

κ ίμανος εύξά-

μενος άνέθη-

κεν 

Aurel ius Mar inus , cornicularius sixteenth, having made 

a vow, dedicated. 3 

Despite its formulaic character, the inscript ion makes a useful 

con t r ibu t ion to the history o f the Roman imperial army i n the 

east. The dedicator, Aurel ius Mar inus , was a cornicularius, a 

senior staff officer ranking just below a centurion, i n charge o f the 

tabularium o f a legion. 4 He was attached to Legio X V I Flavia 

Firma, a legion first raised by Vespasian i n A . D . 69 and stationed 

i n the t h i r d century i n Commagene, first at Samosata and then 

at Sura. 5 The dedicator's nomen, Aurel ius , points to his having 

I should l ike to take this o p p o r t u n i t y to express my grat i tude for the i r 

assistance i n the reading and in te rp re t a t ion o f these inscr ipt ions to Pro­

fessors Georges D a u x , R. M e l l o r , M . Haslam, A . T . Raubitschek and M . 

Speidel. I am grateful to Professor J i f i Frel , curator o f ant iqui t ies at the 

Ge t ty M u s e u m for permission to publ i sh the t w o objects and for his assis­

tance w i t h t h e m . 

1. N o t e especially the lunate forms o f epsilon and sigma and the curved 

verticals o f mu. He igh t o f epsilon 6 m m . Diameter o f omicron varies f rom 3 

to 8 m m . 

2. Par t icular ly s t r ik ing is the va r i ab i l i ty o f omicron—round i n lines 1, 2, 

and 5, flat tened oval i n l ine 2, and d i a m o n d shape i n lines 3 and 4. 

Careless spacing has resulted i n the l igature o f sigma and epsilon i n l ine 3 

and x i and alpha i n l ine 4. 

3. Re ten t ion o f the L a t i n terminus technicus is n o r m a l (cf. H u g h J. 

M a s o n , Greek Terms for Roman Institutions: A Lexicon and Analysis, 

A m e r i c a n Studies i n Papyrology, 13 [ T o r o n t o , 1974] 4). 

4. For the duties and rank o f cornicularii, see n o w M a n f r e d Clauss, 

been enfranchised under the Lex A n t o n i n a o f 212 A . D . His 

cognomen, Mar inus , indicates an east Mediterranean origo, most 

likely i n the Syria-Palestine area. 6 The Getty tabula ansata, there­

fore, provides the first example o f a locally recruited legionary for 

Legio X V I Flavia Fi rma 7 and adds to the growing body of evi­

dence documenting the rise of provincials in to the officer ranks of 

the Roman army dur ing the principate. 8 

I I 

I n 1976 the J. Paul Get ty Museum received as a donat ion a 

handsome inscribed bronze statue base also said to be from Asia 

M i n o r . Overal l the base measures 19 cm. i n height. I t consists of 

two separately cast elements jo ined w i t h lead solder, a nearly 

square two-step pedestal (21.5 cm. wide by 20 cm. i n length and 5 

cm. i n height) and a hol low bronze cylinder (12.5 cm. i n diameter 

and 14 cm. i n height). The cylinder is decorated w i t h moldings 

o n top and b o t t o m and bears o n the top five holes marking the 

points of attachment of a group of statuettes, most likely Ar temis 

and another figure, presumably an animal. 

The workmanship of the piece is good but not fine. A large ex­

crescence o n the left side o f the cylinder was not removed after 

casting; a gap i n the rear of the lower mold ing o f the cylinder was 

repaired i n ant iqui ty w i t h lead solder; and the footing for an­

other ancient repair is visible o n the front o f the first step of the 

pedestal. I n addi t ion the base has suf fered s e c o n d a r y damage i n 

the form of a six-centimeter horizontal crack along a t h i n section 

of the lower side of the top left mold ing of the cylinder. 

Untersuchung zu den principales des romischen Heeres von Augustus bis 

Diokletian. Cornicularii, speculatores, frumentarii (Diss. Ruhr -Un ive r s i t a t 

B o c h u m , 1973) 17-40. 

5. For the his tory o f Legio X V I Flavia F i rma , see R i t t e r l i ng , "Leg io , " 

R-E, 12 (1925) 1766-1767; and H . M . D . Parker, The Roman legions ( L o n ­

d o n , 1928) 145, 148 and 159. 

6. Isolated examples are found t h r o u g h o u t the R o m a n empire, b u t 

they seem to cluster i n the Syria-Palestine area ( W . Pape, Worterbuch der 

griechischen Eigennamen, 3 rd ed. Gustav Eduard Benseler [Braunschweig 

1911] s.v. Μαρίνος; cf. C / L 5.2390 for a veteran natio Syria l i v i n g i n I ta ly . 

7. For legionary rec ru i tment i n general, see G . F o r n i , 11 reclutamento 

della legione da Augusto a Diocleziano (Mi l an -Rome , 1953). I am indebted 

to Professor M . Speidel o f the Un ive r s i t y o f H a w a i i , whose study o f the 

recru i tment o f the eastern legions is i n press, for the i n f o r m a t i o n concer­

n i n g Legio X V I Flavia F i rma . 

8. E r i c h Bir ley , " T h e Or ig ins o f Legionary Cen tu r ions , " Laureae 

Aquincenses, 2 (Leipzig, 1941) 47-62 . 
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The front o f the second step of the pedestal bears a two-line, 

Greek inscr ipt ion identifying the base as a dedication to Ar temis 

by an otherwise u n k n o w n Hermaios. 

Έ ρ μ α ΐ ο ς Δ Η 9 Ά ρ τ έ μ ι -

δι 

Hermaios to Ar temis 

T h e inscr ipt ion is carefully engraved i n an ornamental style 

marked by a preference for elongated forms, alpha w i t h a broken 

cross bar, and the employment o f such decorative elements as 

apices o n the horizontal strokes of epsilon and tau and a liberal 

use o f serifs. Cursive influence is apparent i n the form of mu, and 

this together w i t h the overall style of the lettering points to a date 

i n the second century A . D . for the inscr ipt ion and the base as a 

whole. 

Cal ifornia State Univers i ty 

Los Angeles 

9. These t w o letters are p robably the result o f an error by the engraver, 

b u t no satisfactory exp lana t ion o f the nature o f his mistake has been 

f o u n d . 

Figure 1. Bronze tabula ansata. M a l i b u , The J. Paul Get ty 

Museum, 77.AC.119. 

Figure 2. Bronze statue base. M a l i b u , The J. Paul Get ty 

Museum, 76.AE.23. 



101 

Un bronze galk>romain au J. Paul Getty Museum 

Staphanie Boucher 

L'objet, selon les premieres informations, aurait ete trouve en 

Syrie. Des informations plus recentes font etat d'une acquisition 

(a Londres) ce qui est plus vraisemblable: en tout etat de cause, i l 

ne peut s'agir d'une product ion orientale. Ce type de bronze est 

en effet bien connu maintenant, et les ateliers producteurs de ces 

poignees "metroaques" sont localises dans le N o r d de la Gaule. 

Nous y reviendrons plus lo in . 

I I s'agit en effet d'une poignee de coffre ou de tout autre meuble, 

en bronze coule, creuse a I'arriere. Les deux crochets cavaliers 

d'attache sont en place, celui de gauche complet, celui de droite 

deforme a son extremite. Tous deux sont consumes d'une lame de 

bronze repliee, s'arrondissant au niveau des supports, et presen-

tant deux moulures exterieures. Les dimensions sont les suivantes: 

largeur, 18,5 cm; hauteur, 9,2 cm. La patine verte est ecaillee par 

endroits. 

Le m o t i f central est constitue par un buste de Mater, ou Deme-

ter ou Cybele. La deesse, au visage ovale, est coiffee en trois 

bandeaux superposes, separes par une raie mediane; le bandeau 

inferieur se retourne pour former u n rouleau au-dessus des 

oreilles. Cette chevelure est detaillee en stries grossieres. Les traits 

de la physionomie manquent de finesse: front court , yeux cernes 

de lourdes paupieres (primit ivement incrustes d'argent), arcades 

sourcilieres projeminentes, nez elargi a la base, bouche maussade, 

menton lourd , cou epais. La divini te porte une couronne a trois 

pointes, bordees d'une moulure ornee de stries; l'element central 

porte de petits cercles. Le vetement, sur le buste, s'organise en plis 

courbes superposes au-dessous du cou; les details, la encore, man­

quent de precision. Le buste s'appuie en bas sur quatre feuilles 

nervurees. Sur les cotes s'epanouissent les extremites arrondies de 

deux corolles composees chacune de trois longues feuilles lisses, 

legerement concaves, et separees par des ressauts pointilles (cor-

nes d'abondance?). Ces corolles se recourbent en se retrecissant 

vers le haut de l'objet, et se terminent par une epaisse tige, ornee 

de deux moulures transversales, qui s'incurve ensuite en forme de 

crochet; sur chacun de ces crochets sont passees les attaches men-

tionnees plus haut. De part et d'autre, a l'exterieur, est soude un 

petit buste dAttis, por tant le bonnet phrygien, et coiffe en 

1. V o i r essentiellement G . Faider-Feytmans, Recueii des bronzes de 

Bavai, VHIe suppl. a Gallia, Paris 1957, nos. 195-198. Eadem, Les bronzes 

romains de Belgique, Mayence , 1979, nos. 183-188. M m e Faider-Feytmans 

donne une b ib l iographie exhaustive sur le sujet. Nous signalerons cepen-

dant Particle de F. C u m o n t , Poignees de bronze decorees de bustes de 

Cybele et d 'A t t i s , dans Annales de la Societe archeologique de Belgique, 22, 

boucles simplifiees, quadrangulaires (bien visibles a gauche, la 

chevelure restant plus indecise a droite); la encore, les traits du 

jeune dieu sont traites sans beaucoup de soin: paupieres circu­

lates, globes incrustees (d'argent?), nez aplati. Nous noterons 

que le buste de gauche, qui prend des aspects presque archa'isants, 

est de meilleure qualite que celui de droite. Ces pieces rapportees 

sont de valeur inegale, comme si elles provenaient de moules 

inegaux, eux aussi. La base de chacun des bustes est soulignee 

d'une moulure lisse en V tres ecarte, s'epanouissant vers les 

epaules. Sous une tige courte, deux pommes de p i n supportent ces 

bustes; elles sont tronconiques, pointe vers le bas, et simplement 

detaillees de lignes entrecroisees formant des carres decores de 

cercles incises. Entre la tete de la deesse et la tige des corolles sont 

figures deux lions au corps court et tres mince, l 'arriere-train ap-

puye contre la tete divine, la tete, enorme, se retournant vers l'ex­

terieur. Les pattes avant, gauche et droite selon le cote, s'appuient 

a la corolle, les pattes arriere aux plis du vetement de la divini te . 

La tete des deux animaux presente des caracteres simplistes: 

lourde criniere detaillee en meches epaisses soulignees d'incisions, 

mufle au nez epate, yeux circulaires encore (incrustes d'argent a 

l'origine?). Deus orifices ronds, entre la queue des animaux et les 

oreilles de Mater indiquaient peut-etre l'emplacement d 'un decor, 

eventuellement des boucles d'oreilles, maintenant disparues. 

II y a la un melange de soin et de negligence, soin dans les 

incrustations, negligence dans l'ensemble des traitements de 

detail. Tous caracteres qui definissent une product ion industrielle 

de niveau moyen, destinee a un mobilier d'une certaine richesse, 

mais aussi d'une mediocrite evidente. 

Cette poignee doit etre comparee directement avec toute une 

serie de bronzes qui ont ete decouverts dans le N o r d de la France 

et en Belgique. 1 La forme est la meme, et tous les themes signales 

s'y retrouvent: tete de la deesse-mere, lions (parfois inverses), 

bustes d'Attis, pommes de p in , cornes a cotes concaves. Les pro­

portions sont comparables. Meme si les details d'execution sont 

differents, i l est evident que nous nous t rouvons face a des objets 

fabriques selon une formule qu i a pris son implanta t ion dans cette 

region. Aucune autre poignee equivalente n'a ete decouverte 

1908, p. 225; M . J . Vermaseren, La penet ra t ion des cultes or ien taux dans 

les Pays-Bas romains , Revue archeologique de VEst et du Centre-Est, 5, 1954, 

p. 195 s.; G . Faider-Feytmans, Poignees dionysiaques decouvertes aux en­

virons de C o u r t r a i , (Belgique), dans Melanges offerts a ]. Heurgon, Collec­

t i o n de l 'Ecole frangaise de Rome, 27, Rome, 1976, p. 275, carte 2, p . 283. 
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Figure I. Poignee "metroaque." M a l i b u , The J. Paul Get ty Museum, 7 L A C . 3 5 6 . 

ailleurs, sauf en Gaule encore, a Alesia, 2 a faible distance, en 

raison sans doute d 'un deplacement for tu i t . S'agit-il d 'un atelier 

bien defini? O n a suppose qu ' i l s'agissait de Bavai {Bagacum) et de 

sa region. 3 Nous pensons que plusieurs officines ont pu , d'apres 

des dessins tres voisins, produire differentes series qu'une etude 

plus approfondie permettra de definir. Avec leurs defauts et leurs 

qualites, ces petits bronzes sont d'une originali te indeniable, par 

rapport a bien d'autres compositions romaines qu i sont, dans le 

domaine des bronzes surtout, souvent simplement imitatrices des 

schemas greco-romains. Ic i , nous avons du nouveau, dans ce gout 

d'une organisation inattendue des themes. Certes Cybele, ses 

lions, Attis constituent u n ensemble coherent, mais fonde sur une 

forme inattendue, qui temoigne de Pesprit creatif des artisans 

galouis. 4 

Mai t re de recherche au C N R S 

L y o n 

2. S. Reinach, U n e poignee de coffre en bronze decouverte a Alesia , 

dans Bulletin archeologique du Comite des travaux historiques et scientifiques, 

1917, p . 79 s et p i . X I X . 

3. F. C u m o n t , Poignees... l.l.—G. Faider-Feytmans, La M a t e r de 

Bavai , dans Gallia, 6, 1948, p . 393, q u i pense a une p r o d u c t i o n situee "a 

Bavai et le long des voies q u i en rayonna ien t . " C f aussi, beaucoup plus 

to t S. Reinach, Description raisonnee du Musee de Saint-Germain-en-Laye, 

Bronzes figures, Paris, 1894, no . 4 3 1 , p . 355, q u i parle de fabr ica t ion 

"belgo-romaine". Tous les auteurs q u i se sont interesses a ce sujet sont 

d ' u n avis semblable. 

4. Les specialistes des religions orientales insistent sur le sens "mdtroa-

que' de ces poignees. C f J. Vermaseren, F. C u m o n t , H . G r a i l l o t , 

Le culte de Cybele a Rome et dans VEmpire romain, 1912, p . . 450 et 465; G . 

Faider-Feytmans, l.l.—Nous comptons revenir p rocha inement sur le pro-

bleme que posent ces objets. 
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The Conservation of Two Marble Sculptures 

in the J, Paul Getty Museum 

Jerry Podany 

D u r i n g the conservation o f ancient marble sculpture it is often 

necessary to remove restorations applied to the object i n the 

eighteenth and nineteenth centuries. Preservation and aesthetic 

judgment play equally impor tant roles i n such decisions. To 

understand the aesthetic considerations, one has only to view an 

ancient portrai t whose character has been changed by the addi­

t i o n o f an ill-sized nose or a life-sized statue whose pose or activity 

were misjudged and, as a result, misrepresented by irrelevant and 

inappropriate additions. 

Restorations may also need to be removed for the safe preserva­

t i o n o f the work . Marble additions to "complete" a fragmentary 

sculpture were i n most instances attached w i t h i r on pins or 

braces. I r o n rusts, and its corrosion is accompanied not only by a 

change i n color and composit ion o f the metal but also by a dra­

matic increase i n volume. A n i ron p i n may increase considerably 

i n volume over a period o f t ime. This increase causes great stress 

w i t h i n the j o i n . Eventually, structural cracking of the marble 

results. Rusting elements have been k n o w n to crack large marble 

sculpture apart. 1 Less structurally severe but equally as defacing 

and irreversible is the damage done by the migrat ion deep in to 

the marble o f the i ron oxide (rust) from the metal support. 2 This 

migrat ing rust permanently stains the crystals of the marble 

orange to dark b r o w n . 

Whi le mol ten lead was normally used to set and ho ld the i ron 

joiners in place, unbleached shellac was not uncommon for this 

purpose as wel l . 3 I t , too, can cause undesirable and, i n t ime, pos­

sibly irreversible staining. 

1. We had i n M a l i b u an unfor tuna te experience w i t h t w o marble 

pieces i n 1974. T h a n k s to the aggressive ocean air w i t h its salt and 

h u m i d i t y , four mon ths after the opening o f the museum an ancient i r o n 

p i n repai r ing the r igh t b ig toe o f the boy w i t h grapes ( 7 3 . A A . 6 ) was rup­

tu red . Even t h o u g h the fragments were collected and replaced an inevi ­

table loss o f approximate ly 1.5 m m o f marble resulted. Some weeks later 

the same t h i n g happened to the left l i t t l e finger o f the under life-size 

statue o f A r t e m i s ( 7 3 . A A . 5 ) . However , even i n our century i r o n clamps 

have been used to repair ancient marbles. T h e reassembled marble 

blocks o f the Par thenon walls had to have the i r i r o n pins qu ick ly 

replaced. (JF) 

2. See for example the rust spots o n the torso o f the seated M a r b u r y 

H a l l Jupiter ( 7 3 . A A . 3 2 ; C . C . Vermeule , Ge t ty M J 5 [1977] 43-44) . (ed.) 

3. Large amounts o f shellac, par t ia l ly d iscolor ing the marble , were 

used i n the e ighteenth century restorations o f the Lansdowne A r t e m i s , 

Hope Hygeia, and Hope A t h e n a (on loan i n the J. Paul Ge t ty M u s e u m 

f rom the Los Angeles C o u n t y M u s e u m o f A r t ) w h i c h were removed i n 

1974 by D a v i d Rinne w h o conserved the pieces, r emov ing the shellac 

and replacing the o l d i r o n pins. (ed.) 

Figure 1. Lansdowne athlete. From Ancient Marbles . . . 

marquess of Lansdowne, Christie's, L o n d o n , 5 

M a r c h 1930, lot 103, illus. p. 66. 
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Figure 2. Lansdowne athlete w i t h solvent being wicked i n ­

to joins at head and left side. Note the eighteenth 

century hole for attaching new forearms. The cut 

surface under the r ight arm may be the source for 

the restored nose and testicle. 

Figure 4. Feet and base o f the eighteenth century restora­

tions i n the process o f being chiselled for reuse as 

modern base. 

Figure 3. Head o f Lansdowne athlete w i t h eighteenth cen­

tury c rown and nose removed. Note i r o n p i n and 

square hole for attaching restoration. 

There are no simple rules concerning when or how much 

previous restoration should be removed. Certa inly i f the preser­

vat ion of the piece is threatened, such dangers must be altered 

or eliminated. I t is possible, however, to subsequently reapply 

the "modern" restorations w i t h inert and more easily reversible 

materials. 

A good example o f these considerations is the life-sized marble 

Lansdowne athlete wh ich is displayed at present i n the J. Paul 

Get ty Museum. W h e n first received by the Los Angeles C o u n t y 

Museum o f A r t f rom the Hearst collection i t carried restorations 

done i n Italy i n the second half o f the eighteenth century. A t that 

t ime the athlete was presented as a boxer (fig. 1) w i t h restored 

arms w i t h caesti boxing gloves. The arms, as well as the fig leaf, 

were removed at the Los Angeles C o u n t y Museum, and i n 1979 

the sculpture was brought to the Get ty Museum under a loan 

agreement where i t received further treatment. 5 

4. T h e Lansdowne athlete is, i n spite o f the eighteenth century mis­

t rea tment i n c l u d i n g cleaning w i t h acid and abusive res tora t ion, an excel­

lent copy o f an athlete by Lysippos at a well-advanced t ime i n the 

master's career, no t too far f rom the A p o x y o m e n o s . T h e copy must be 

Hadr i an i c : I t has been compared o n the basis of an inadequate older 

pho tograph w i t h a torso i n A t h e n s (here fig. 6; J. D o r i g , " E i n Jugend-

werk Lysipps," AntPl 4 [1965] 37-42) w h i c h as a matter o f fact is a second 

replica o f the same o r ig ina l , more summary especially i n the render ing o f 

the back. 

T h e piece subsequent to the Lansdowne sale passed t h r o u g h several 

hands to end i n the col lec t ion o f W i l l i a m R a n d o l p h Hearst w h o pre­

sented i t i n 1949 to the Los Angeles C o u n t y M u s e u m o f A r t ( inv . no . 

49.23.12). Its loan to the J. Paul Ge t ty M u s e u m has a special relevance 

given our interest i n the master o f the Ge t ty Bronze. T h a n k s to conserva­

t i o n all the qualit ies o f the piece are again evident . 

B i b l : Clarac, Musee de sculpture, 1841, 2180A, p i . 856; Cavaceppi , Race. 

I , p i . 2 1 ; A . Michael i s , Ancient Marbles in Great Britain, 1882, p. 446, no . 

36; Ancient Marbles . . . Marquess of Lansdowne, Chris t ie 's , 5 M a r c h 
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Figure 6. Torso o f an athlete. Athens , Nat iona l Museum, 

1926. Photo: AntPl 4 (1965) p i . 16. 

Careful examination revealed a number o f addit ional restora­

tions also done i n the eighteenth century. The base (including 

b o t h feet and the lower part of the tree-trunk support) and the 

top of the head were of modern cut t ing and of Carrara marble. 

The nose and left testicle were also additions i n modern times but 

were carved from the same marble as was the ancient statue. The 

source o f this marble for the nose and testicle was probably an 

area under the arms (see fig. 2). This technique o f using marble 

from one area o f an ancient work for a restoration to be applied 

to another area o f the same sculpture is not uncommon i n eigh­

teenth and nineteenth century restoration. Compare the restored 

noses o f the heads o f Achilles i n the Getty Museum and of Pen-

thesilea i n the Basel Museum belonging originally to the same 

replica o f the famous group, 4 clearly done in the same way. Such 

a procedure provides a color and textural match impossible when 

using marble wh ich differs from the ancient or iginal . 

Damage to the lips o f the athlete was repaired w i t h a pigmented 

plaster, and the head, lower left calf and ankle were reattached. 

A l l joins were made w i t h shellac and i ron pins o f various sizes 

and shapes. Seams and spaces around the joins were camouflaged 

using either pigmented wax or plaster. The surfaces of bo th the 

ancient statue and the restorations had since become stained and 

very soiled. 

I t was decided that all the restorations wou ld be removed and 

the statue cleaned o f grime. Solvent was "wicked" in to the joins 

1930, lo t 103, i l lus. p . 66; J. D o r i g , " E i n Jugendwerk Lysipps," AntPl 4., F i g u r e 5 Lansdowne athlete as displayed today. 

1965, 39, fig. 5.; C.C. Vermeule , Greek and Roman Sculpture in America, 

f o r t h c o m i n g 1981, N o . 58. {]¥) 

5. 7 8 . A A . 6 2 . For b o t h heads used i n a m o d e r n recons t ruc t ion o f the 

group, see E. Berger, Festschrift Schefold, AntK (1967) 69-75, pis. 27, 28. 
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Figure 9. Portrait head o f an A n t o n i n e woman w i t h all 

restorations removed. 
Figure 10. Profile view of figure 9. 

Figure 7. Portrait head of an A n t o n i n e woman w i t h nine­

teenth century restorations. 
Figure 8. Back o f figure 7, showing discoloration o f wax-

filled joins. 
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Figure 12. Back o f head w i t h all restorations removed, 

showing the rather crude attempt at recarving 

the hair braids o n the original surface. 

to soften the shellac (fig. 2). T h r o u g h a combina t ion o f this sol­

vent action and gentle mechanical prodding, the additions were 

loosened and removed. The ancient head w i t h the restored top 

po r t i on and i ron p in can be seen disassembled i n figure 3. A l l 

i r on pins were removed from the work . After the piece had been 

cleaned, the head was reattached using a stainless steel p in and an 

acrylic adhesive (methyl methacrylate). The lower left calf and 

ankle were reattached i n the same manner. O l d p inn ing holes 

and seams of joins were filled w i t h an inert material composed o f 

marble dust and an acrylic emulsion t in ted to match the color of 

the original marble. 

After some discussion, the "modern" base was reattached as it 

offered a stable and secure support for the ancient statue. To 

clarify this funct ion and to differentiate i t from the ancient work , 

its entire surface was roughened w i t h a point chisel (fig. 4). 

The Lansdowne athlete as it is currently exhibited (fig. 5) offers 

a good example o f a decision to remove "modern" restorations 

for aesthetic reasons as well as those concerning preservation. 

A n o t h e r example o f modern restoration being retained for his­

torical references is the por t ra i t head o f an A n t o n i n e woman on 

a restored bust (figs. 7-8). 6 Cursory examination revealed several 

6. T h e or ig ina l ly ou t s tand ing female A n t o n i n e por t ra i t ( 7 1 . A A . 2 6 5 ) 

was completely ru ined by I ta l ian restorers w h o w o r k e d for English clients 

v is i t ing o n the G r a n d Tour . A s po in ted ou t by Jerry Podany, the a im o f 

the 1980 conservat ion was to clarify the piece and show the n ine teenth 

century presentat ion w h i c h cared more for the complete t h a n for the 

o r ig ina l . 

Figure 13. Nape, showing head and bust jo ined by an i ron 

staple. 

Figure 11. Top of head removed, showing smooth cut and 

shellac o n b o t h surfaces. 



108 Podany 

obvious additions: the bust, of Carrara marble, was worked w i t h 

a much cruder sense o f craftsmanship than the ancient head. The 

same can be said for the top one-third o f the head, also o f Car­

rara marble. The nose and left ear lobe are immediately notice­

able as restorations due to the discoloration and condi t ion of the 

pigmented wax fills original ly intended to hide the seams where 

the additions jo ined the original . 

A closer examinat ion of the entire piece revealed that the head 

was broken from its original bust or statue and suffered severe 

damage to the r ight upper area as well as to the nose and left ear. 

These areas were cut and chiseled flat i n the nineteenth century 

to receive restorations. Prior to the attachment of the newly 

carved elements (and possibly afterward as well) much of the orig­

inal surface area o f the head was recut and polished. The purpose 

of this treatment was to reduce the apparent minor damage suf­

fered before restoration. Such drastic measures are especially 

noticeable i n the m o u t h and hair areas. Figures 9, 10, and 12 

show the head w i t h all restorations removed and traces o f recarv-

ing o n the face and hair. W h e n recutt ing was finished, the flat­

tened areas o f severe damage were roughened w i t h a chisel and 

holes were dr i l led to fit pins where necessary. The head was at­

tached to the new bust w i t h two methods. One used an interior 

i r on p in and shellac as an adhesive (although the two joined 

surfaces were not chiseled flat). The other can be seen partially 

uncovered i n figure 13. Here an i ron staple was used, one end em­

bedded i n the head and the other i n the bust. Note the carved 

channel to accommodate the staple. 

Using processes similar to those for the Lansdowne athlete, the 

restorations to the portrai t were disassembled and cleaned. Figure 

11 shows the head w i t h the top element o f restoration removed, 

exposing the th ick layer o f b r o w n shellac o n b o t h jo in ing surfaces. 

Cleaning also removed a layer o f pigmented wax which had been 

applied by the restorer over the entire assemblage to mask the dif­

ferences between the marble of the ancient head and that o f the 

restorations. Its removal made such differences more obvious and 

clear. Anc ien t and modern components of the piece were re­

assembled w i t h an acrylic adhesive and, when necessary, brass 

pins. None o f the seam lines were filled, nor were the differing 

tones and textures o f the two marbles reduced. The bust now 

serves as an example of eighteenth century restoration work 

made obvious for the viewer's study. 

The J. Paul Get ty Museum 

M a l i b u 

T h e po r t r a i t comes f rom the co l lec t ion formed by W i l l i a m , second earl 

o f Lonsdale at L o w t h e r Castle, f rom about 1848 u n t i l his death i n 1868. 

Michae l i s (Ancient Marbles in Great Britain, 1882) p robably includes i t i n 

a list o f 31 por t r a i t busts i n the East Gal le ry tha t he knew almost ent i re ly 

f r o m a catalogue o f the castle collect ions. I t may be one o f three busts o f 

Faustina men t ioned o n page 4 9 1 , " a l l three f rom the col lec t ion o f the 

marquis o f H e r t f o r d . " 

B i b l : Sotheby's, 1 July 1969, no. 263: C . C . Vermeule and N . Neuer-

burg , Catalogue of the Ancient Art in the ] . Paul Getty Museum, 1973, 

31-32, no . 67; J. Frel , Greek and Roman Portraits in the ] . Paul Getty 

Museum, e x h i b i t i o n catalogue, Ca l i fo rn i a State U n i v e r s i t y at N o r -

thr idge , 16 O c t o b e r - 1 1 November 1973, 26-27, N o . 34; J. Frel , Roman 

Portraits in the ) . Paul Getty Museum, e x h i b i t i o n catalogue, Ph i lb rook A r t 

Center , 26 A p r i l - 1 2 July 1981, 7 1 , 127, no . 54. OF) 

A l l w o r k was done under the guidance o f Zdravko Barov, head an t iq ­

uities conservator at the J. Paul Ge t ty M u s e u m . 
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Note on Ny Carlsberg head no. 117 

Zdravko Βάτου I'Jifi Frel 

I n the most recent issue of the J. Paul Get ty Museum Journal, 

D r . Phyllis Lehmann (volume 8, pp. 115-116) considers the under 

life-size, marble head of a you th from the N y Carlsberg Glypto tek 

as a modern forgery. The piece was o n loan for one year i n the 

Get ty Museum where i t was studied i n connection w i t h the Get ty 

Bronze. 

F rom the poin t of view of conservation, the head appears 

perfectly genuine. I t may appear a forgery at first glance, because 

part o f the surface was overcleaned i n the nineteenth century, 

giving the modeling an unpleasant, soapy aspect. However, the 

technical aspects of the Hymet t an marble (hardly ever used i n the 

last century for fakes) appear completely authentic. I n addi t ion 

there are traces of ancient red paint on the hair over the forehead 

and o n the occiput under the incrustat ion. The inset eyes are 

from the same marble as the head, though the irises are carved i n 

a volcanic stone. They give the head an unusual aspect, of course, 

but the unusual is easily confused w i t h the non-genuine. 

D u r i n g the nineteenth century cleaning the damaged ears were 

considerably recarved so that the helixes lost part of their volume 

and original contours. This was misinterpreted i n original notes 

(J. Frel, The Getty Bronze, 1978, p. 24) as deformation, like the 

"cauliflowered" ears of ancient Greek and modern boxers. The 

upper l ip was also recut. The incrustat ion was brutal ly removed 

from the face w i t h acid and mechanical cleaning w i t h an abrasive 

material, taking off the incrustat ion, the original dark patina 

under i t , and even a layer o f the marble. 

The remaining incrustat ion surviving o n the back of the head 

and the broken b o t t o m of the neck consists of calcium carbonate 

and d i r t and cannot have been applied so recently as the last cen­

tury . I n order to check the incrustat ion of the eyes, D r . Flemming 

Johansen agreed that the left eye be removed mechanically. I t was 

discovered that the eye had been fixed i n place w i t h ancient ce­

ment made of lime, marble dust, and powdered terracotta, thus 

conf i rming the authentici ty of the piece. The surface inside the 

orb i t is perfectly ancient, while the eyelids, especially the lower 

one, were cut down . 

The two parts of the head were attached to each other dur ing 

the nineteenth century restoration w i t h plaster mixed w i t h car­

b o n powder, and the surface o f the crack is filled w i t h more 

plaster and colored to match the incrustat ion. 

The head reproduces the same original as the piece from Smi th 

College called Demetrios Poliorcetes by D r . Lehmann, wh ich ap­

peared o n the art market and i n Smi th College considerably 

later. Thus the forger wou ld have to have been some k i n d of pro­

phet, as the connection between the two pieces was aptly recog­

nized by Sidney N . Deane i n the in i t ia l publ icat ion of the Smi th 

head i n 1927. - M a l i b u 

Figure 1. Head of a you th , detail w i t h left eye removed. 

Copenhagen, N y Carlsberg Glyptotek . Photos 

Dona ld H u l l . 
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Figure 4. Eye removed f rom the head. Figure 5. Back of figure 1. 

Figure 2. Profile of figure 1. Figure 3. Profile of figure 1. 
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A Baptism of Christ by Veronese 
in the Getty Museum 

George R. Goldner 

Figure 1. Baptism and Temptation of Christ. Paolo Veronese. M i l a n , Brera. Photo: Brogi . 

T h e la te s tyle o f Pao lo V e r o n e s e , l i k e t h a t o f h is V e n e ­

t i a n c o n t e m p o r a r y T i t i a n , reflects a n e w l y s t r e n g t h e n e d 

c o m m i t m e n t t o t h e d r a m a t i c c o n t e n t o f n a r r a t i v e p a i n t ­

i n g . Pa in t i ngs such as t h e Crucifixion i n S a n Lazzaro de i 

M e n d i c a n t i i n V e n i c e , t h e Lucretia i n V i e n n a , a n d t h e 

Baptism and Temptation of Christ ( f ig . 1) i n t h e B r e r a are 

t o u c h s t o n e s o f h is r i c h i n v o l v e m e n t i n t h e pass ionate 

expressiveness o f p r o f o u n d t hemes . 1 E q u a l l y , d u r i n g t h i s 

stage o f Veronese ' s career o n e f inds a p o w e r f u l d r a m a t i c 

r e i n f o r c e m e n t o f subject m a t t e r i n t h e d e p i c t i o n o f l a n d ­

scape. These values o f t h e la te years o f Veronese ' s life are 

c lea r ly i l l u s t r a t e d i n a recen t a c q u i s i t i o n o f t h e J. Pau l 

G e t t y M u s e u m , a Baptism of Christ (figs. 2 a n d 3). T h e 

p a i n t i n g is o f r e l a t i v e l y m o d e s t scale w i t h i n t h e c o n t e x t o f 

Veronese ' s oeuvre, m e a s u r i n g 103 χ 83 c m . T h i s excludes 

la ter , p r e s u m a b l y m o d e r n , a d d i t i o n s o n a l l f o u r sides 

w h i c h h a v e b r o u g h t t h e p a i n t i n g t o its c u r r e n t measure­

m e n t s o f 114 x 91 c m . 2 

T h e o r i g i n a l d e s t i n a t i o n o f t h e Baptism is n o t k n o w n . 

I ts r e l a t i v e l y modes t size suggests t h a t i t was m a d e fo r 

a p r i v a t e chape l . T h e earliest references t o t h e p a i n t i n g 

m a y w e l l be notes i n R i d o l f i ' s Le Maraviglie delVArte a n d 

C a m p o r i ' s 1870 i n v e n t o r y o f t h e M u s e l l i c o l l e c t i o n i n 

V e r o n a . I n t h e M u s e l l i c o l l e c t i o n R i d o l f i cites a p a i n t i n g 

b y V e r o n e s e i n t h e f o l l o w i n g t e rms : " I I Sa lva to r e al G i o r ­

d a n o c o n A n g e l i v a g h i s s i m i , che t e n g o n o le v e s t a m e n t a . " 3 

1. For Veronese's late per iod see S.J. Freedberg, Painting in Italy 1500 to 
1600, H a r m o n d s w o r t h , 1971, pp. 381-3, and T . Pignat t i , Veronese: 
L'Opera Completa, Venice , 1976, I , pp. 86-99. 

2. T h e discovery and analysis o f these later addi t ions is due to D a v i d 

B u l l , w h o has k i n d l y reviewed matters concern ing the c o n d i t i o n o f the 

Ge t ty Baptism w i t h me 

3. C . R i d o l f i , Le Maraviglie dellArtef (ed. by D . v o n Hade ln) , Be r l i n , 

1914, I , p . 320. 
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Figure 2. Baptism of Christ (wi th modern additions). Paolo Veronese. M a l i b u , The J. Paul Get ty Museum. 
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Figure 3. Baptism of Christ (wi thout modern additions). Paolo Veronese. M a l i b u , The J. Paul Get ty Museum. 
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Figure 4. Baptism of Christ. Paolo Veronese. Raleigh, N o r t h Carol ina Museum of A r t . Photo: Na t iona l Gallery o f A r t , Washington, 

D . C . , Samuel H . Kress Col lec t ion . 

S i m i l a r l y , C a m p o r i describes a p a i n t i n g s h o w i n g , "S . G i o : 

B a t t i s t a che ba t teza al G i o r d a n o N . S . : v i s o n o t re A n g e l i 

ass is tent i , ne lPar ia che s'apre m o l t i C h e r u b i n i , che for -

m a n o u n a g l o r i a , c o n paesi c o n a r b o r i , d 'altezza d i b : a 2, 

u n o Vi i n largezza, d i Pao lo V e r o n e s e . " 4 A l t h o u g h t he r e 

are a f a i r l y large n u m b e r o f p a i n t i n g s o f t h e B a p t i s m b y 

V e r o n e s e a n d his w o r k s h o p , t h e G e t t y v e r s i o n is t h e o n l y 

o n e w h i c h co r r e sponds t o these measuremen t s o f 2 b y 1 Vi 

braccie. E q u a l l y , i t is t h e o n l y o n e w h i c h inc ludes a g r o u p 

o f c h e r u b i m a n d t h r ee angels, o n e o f w h o m is s h o w n 

h o l d i n g a c l o a k . T h e r e f o r e , w h i l e t h e i d e n t i f i c a t i o n o f t h e 

G e t t y p a i n t i n g w i t h t h e o n e descr ibed b y R i d o l f i a n d 

C a m p o r i r e m a i n s s u p p o s i t i t i o u s , t he r e is m u c h t o s u p p o r t 

i t . T h e M u s e l l i c o l l e c t i o n was b o u g h t b y a m a n n a m e d 

A l v a r e s e w h o t o o k i t t o F rance , w h e r e , i n t u r n , i t was 

p u r c h a s e d b y t h e O r l e a n s . U n f o r t u n a t e l y , n o Baptism b y 

V e r o n e s e appears i n t h e p u b l i s h e d O r l e a n s r eco rds . 5 T h e 

c o n n e c t i o n t o t h e O r l e a n s c o l l e c t i o n is s ign i f i can t since a 

Baptism b y V e r o n e s e was i n t h e Si r R i c h a r d S u l l i v a n Sale 

o f 1808 w i t h a s ta ted p r o v e n a n c e o f t h e O r l e a n s collec-

4. G . C a m p o r i , Raccolta di Cataloghi ed Inventarii lnediti, M o d e n a , 

1870, p . 186. C a m p o r i also gives a b r i e f h is tory o f the M u s e l l i co l lec t ion 

o n pp. 175-8. 

5. G . Waagen, Galleries and Cabinets of Art in Great Britain, L o n d o n , 

1857, Supplement V o l u m e , p . 451 . 

6. Sir R i cha rd Su l l i van Sale, Chris t ie 's L o n d o n , A p r i l 9, 1808, L o t 7. 

T h e p a i n t i n g is described as hav ing , ". . . a concert o f Angels above." 

S t r i c t ly speaking, since the G e t t y Baptism has c h e r u b i m and not angels, 

one should disal low any connec t ion . Nevertheless, i t is possible tha t the 

descr ip t ion was imprecise o n this po in t . N o Veronese Baptism w i t h a con­

cert o f angels above exists. 

7. T h e iden t i f i ca t ion o f the Ge t ty Baptism w i t h the Baptism of Christ by 

Veronese i n the A n d r e w Geddes Sale, Chris t ie ' s , L o n d o n , A p r i l 12, 

1845, L o t 656 is due to i n f o r m a t i o n supplied by P. ck D . C o l n a g h i , 

t h r o u g h w h o m the Ge t ty M u s e u m bough t the pa in t i ng . A c c o r d i n g to 

Chris t ie 's records, L o t 656 i n the Geddes Sale was bough t i n . T h e sale 

catalogue itself does no t p rov ide sufficient i n f o r m a t i o n to ident i fy the 

pa in t i ng referred to i n i t . O n the o ther hand , the catalogue o f the George 

H i b b e r t Sale, Chris t ie 's , L o n d o n , June 13, 1829, L o t 39 is qui te elaborate 

i n its descr ip t ion. T h e ent ry reads: " T h e Bapt ism o f our Saviour i n a 

b ranch o f the River Jordan, where the Stream nar rowed , admits a group 

o f three Angels o n the Banks to assist i n the ceremony; they are kneel ing 
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Figure 5. Baptism of Christ. Paolo Veronese. Braunschweig, Herzog A n t o n Ulr ich-Museum. Photo: B.P. Keiser. 

t i o n . 6 T h e S u l l i v a n p a i n t i n g was b o u g h t i n a n d its la ter 

h i s t o r y is n o t k n o w n . 

T h e m o r e recent h i s t o r y o f t h e p a i n t i n g is clearer, g o i n g 

b a c k t o t h e second q u a r t e r o f t h e last c e n t u r y . I t was 

b o u g h t b y t h e G e t t y M u s e u m f r o m t h e c o l l e c t o n o f L a d y 

D u f f i e l d a n d was p r e v i o u s l y i n t h e co l l ec t ions o f L t . C o l ­

o n e l W i l l i a m S t i r l i n g a n d Si r W i l l i a m S t i r l i n g , w h e r e i t 

was seen b y W a a g e n i n t h e m i d - n i n e t e e n t h c e n t u r y . 7 Be­

fore m i d - c e n t u r y i t was p r o b a b l y i n t h e c o l l e c t i o n o f 

A n d r e w Geddes a n d o f W o o d i n , w h o h a d b o u g h t i t at t h e 

H i b b e r t Sale o f 1829. 8 I t is at t h i s p o i n t t h a t serious d i f f i ­

cul t ies arise i n t r a c i n g its h i s t o r y . T h e r e were t w o p a i n t ­

ings b y Ve ronese o f t h e B a p t i s m i n t h e H i b b e r t Sale, L o t 

39 w h i c h is a l m o s t surely i d e n t i c a l w i t h t h e G e t t y Baptism 

a n d L o t 49 w h i c h c a n n o t be t i e d t oge the r w i t h a n y e x t a n t 

v e r s i o n o f t h e subject b y h i m . L o t 49 is descr ibed as h a v ­

i n g c o m e f r o m a B a r n a r d sale. I t m a y the re fore be t h e Bap-

tism b y V e r o n e s e w h i c h was i n a B r y a n sale o f 1801 (where 

t h e p a i n t i n g is descr ibed as f r o m B a r n a r d ) , t h e H a n k e y 

Sale o f 1799 (aga in n o t e d as b e i n g f r o m B a r n a r d ) , a n d t h e 

B a r n a r d c o l l e c t i o n . 9 

i n adora t ion . Some Cherubs appear above, f rom w h i c h a stream o f l ight 

descends i n t o the center o f the W o o d y Scene." A note i n the sale 

catalogue identifies the buyer as W o o d i n . 

8. T h e ent ry for L o t 49 at the H i b b e r t Sale reads as follows: "St. John 

bapt iz ing C h r i s t i n Jordan, three Angels assisting—a m u l t i t u d e seen i n 

the distance—Infant Angels and C h e r u b i m are descending i n a c loud o f 

l igh t above. T h i s p ic ture was purchased at the Sale o f John Bernard , Esq. 

i n Bedford-square." T h e sale held by B r y a n , L o n d o n , took place o n 

November 6, 1801. T h e Veronese Baptism was L o t 133. T h e sale inc luded 

many Rob i t paint ings (see also W . Buchanan , Memoirs of Painting, L o n ­

d o n , 1824, I , p. 79 for a Veronese Baptism i n the Rob i t co l l ec t ion—kind ly 

b rough t to my a t t en t ion by C a r o l D o w d ) . T h e Thomas H a n k e y Sale was 

at Chris t ie 's , L o n d o n , June 8, 1799; the Veronese Baptism was L o t 3 1 . A 

marginal note i n the catalogue states tha t i t was bough t by Bryan . Since 

these Baptisms by Veronese are all said to have come f rom Barnard , i t is 

possible that they refer to one pa in t ing . O n the other hand , more t h a n 

one Baptism m igh t be i n v o l v e d . L o t 53 i n the C l a r k e / H i b b e r t Sale, 

Chris t ie 's , L o n d o n , M a y 14, 1802 (a cabinet size Veronese Baptism) cou ld 

possibly be ident ical w i t h either L o t 39 or 49 at the H i b b e r t Sale o f 1829. 

9. For the Muse l l i co l lec t ion see C a m p o r i , op. cit., pp. 175-8. Professor 

Francis Haskell in formed me tha t the publ ished Orleans records are i n ­

complete; i t is, therefore, no t impossible tha t there was a Baptism by 

Veronese i n tha t co l lec t ion . 
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T h e p r o b l e m o f t h e p r o v e n a n c e o f t h e G e t t y Baptism 

( a n d o t h e r vers ions) is aggrava ted b y t h e q u a n t i t y o f 

references t o V e r o n e s e Baptisms w h i c h g ive in su f f i c i en t i n ­

f o r m a t i o n t o a l l o w clear i d e n t i f i c a t i o n w i t h a n y specific 

p a i n t i n g . These i n c l u d e Baptisms i n t h e R e y n o l d s col lec­

t i o n ( so ld i n 1795), i n S i r W i l l i a m H a m i l t o n ' s c o l l e c t i o n 

( so ld i n 1761), a n d i n t h e B o r r i sale o f 1 7 5 9 . 1 0 T o s u m ­

mar i ze : we c a n a l m o s t c e r t a i n l y i d e n t i f y t h e s even t een th 

c e n t u r y p r o v e n a n c e o f t h e G e t t y Baptism a n d also its h is­

t o r y fo r t h e last c e n t u r y a n d a ha l f , b u t t h e i n t e r m e d i a t e 

p e r i o d r e m a i n s p r o b l e m a t i c , t h o u g h n o t w i t h o u t h o p e o f 

e v e n t u a l r e s o l u t i o n . 1 1 

T h e t h e m e o f t h e B a p t i s m o f C h r i s t is o n e w h i c h recurs 

w i t h cons ide rab l e f r equency t h r o u g h o u t Veronese 's career. 

T h e vers ions i n R a l e i g h a n d B r a u n s c h w e i g seem v e r y l i k e l y 

t o be t h e earliest s u r v i v i n g Baptisms b y h i m 1 2 (figs. 4 a n d 5). 

T h e f o r m e r p a i n t i n g was c o r r e c t l y u n d e r s t o o d b y F iocco 

as s ty l i s t i c a l l y r e l a t ed t o t h e Bevi lacqua-Lazise a l ta rp iece 

o f a b o u t 1548 i n V e r o n a . 1 3 T h e h i g h l y m a n n e r e d poses o f 

C h r i s t a n d t h e B a p t i s t , as w e l l as t h e r a t h e r a w k w a r d i n ­

t e r r e l a t i o n s h i p o f t h e t w o , c lea r ly m a r k t h i s as a v e r y ear ly 

w o r k . A da te o f a p p r o x i m a t e l y 1550 w o u l d seem a p p r o ­

p r i a t e fo r i t . T h e R a l e i g h Baptism has been a l t e r n a t e l y 

c o n s i d e r e d as a r e l a t i v e l y ear ly a u t o g r a p h w o r k a n d as a 

la te w o r k s h o p p r o d u c t i o n . 1 4 I t seems t o m e t o be e n t i r e l y 

b y V e r o n e s e a n d t o da te f r o m a p p r o x i m a t e l y 1560. I t 

s hows a surer a n d m o r e i n t e g r a t e d c o m p o s i t i o n t h a n t h e 

B r a u n s c h w e i g p a i n t i n g a n d is m o r e classical i n t e m p e r . 

E q u a l l y , t h e t h o r o u g h c o m m i t m e n t t o n a t u r a l i s m v i s ib le 

t h r o u g h o u t relates i t t o t h e p e r i o d o f t h e M a s e r frescoes. 

S o m e c o n f u s i o n has been c rea ted b y t h e suggest ion t h a t 

t h e R a l e i g h Baptism is c o n n e c t e d t o a d r a w i n g b y V e ­

ronese i n t h e Fogg A r t M u s e u m o f 1587 (f ig . 6 ) . 1 5 T h e 

10. T h e Reynolds ' Baptism was L o t 37 i n a sale at Chris t ie 's , L o n d o n , 

M a r c h 14, 1795. A n o t h e r was i n the N o e l Desenfans Sale, Chris t ie 's , 

L o n d o n , A p r i l 8, 1786, L o t 246 (51 χ 57 inches). T h e H a m i l t o n Baptism 

was L o t 68 at his sale, Prestage and Hobbs , L o n d o n , February 2 1 , 1761. 

T h e B o r r i Baptism was L o t 40 at his sale, Langford , L o n d o n , M a r c h 29, 

1759. 

11. The re are a number o f o ther Baptisms by Veronese men t ioned i n 

various sources. R ido l f i {op. cit.} I , p . 318) cites one i n San G i o v a n n i d i 

M a l t a , Padua and another (op. cit., I , p . 336) i n the co l lec t ion o f V i s c o u n t 

Basil Fe i ld ing , L o n d o n . A Baptism by Veronese was i n the Jul l ienne col­

lec t ion i n Paris and is described i n the catalogue o f his sale by P. Remy, 

Paris, M a r c h 30, 1767, L o t 51 as follows: "Le Bapteme de N . S . ; t rois 

Anges, d o n t u n a genoux soutient sa robe; nombre de figures se d is t in -

guent dans l 'e loignement . Le Saint-Espri t , en forme de colombe, est dans 

u n nuage t o u t resplendissant de lumiere , jette ses rayons <SL eclaire la tete 

d u Seigneur, 6k h u i t tetes de Che rub ins , avec deux Anges q u i t i ennent 

une Legende por t an t ces mots: Hie est Filius meus dilectus, Ec." A c c o r d i n g 

to P. C a l i a r i , Paolo Veronese: Sua Vita e Sue Opere, Rome, 1888, p . 220, 

this lo t was bough t by the D u k e o f Praslin. C a l i a r i , op. cit., p. 221 cites a 

Baptism i n the Quadre r i a Boschi , Bologna i n 1777. S t i l l another version 

is no ted by L . C r i c o , Lettere sulle Belle Arti Trevigiane, Treviso, 1833, pp. 

r e l a t i o n s h i p is n o t w i t h o u t in te res t , b u t i t is n o t close 

e n o u g h t o sus ta in t h e idea t h a t t h e d r a w i n g was m a d e i n 

p r e p a r a t i o n fo r t h i s p a i n t i n g , w h i c h c a n n o t r easonab ly be 

d a t e d at t h e l a t t e r p a r t o f Veronese ' s career. 

T h e decade o f t h e 1560s begins w i t h t h e f i rs t o f V e ­

ronese's p a i n t i n g s o f t h e B a p t i s m for w h i c h t he re exists 

s t r o n g d o c u m e n t a r y ev idence ( f ig . 7). P a i n t e d fo r t h e new­

ly consecra ted (1561) c h u r c h o f t h e R e d e n t o r e ( n o w i n t h e 

Sacr is ty) u n d e r t h e c o m m i s s i o n o f B a r t o l o m e o S t r a v a z i n o , 

i t m u s t c e r t a i n l y da te i n o r v e r y close t o 1561 . I t reveals 

Veronese ' s g r o w i n g c o m m a n d o f f i g u r a l m o v e m e n t a n d o f 

c o m p l e x spa t ia l r e l a t i o n s h i p s . I n these respects i t i t c losely 

ana logous t o t h e Preaching of the Baptist i n t h e Borghese 

G a l l e r y . O f s i m i l a r da te is t h e p o o r l y preserved Baptism i n 

S a n Sebas t iano i n V e n i c e (f ig . 8) . T h i s p a i n t i n g has been 

assigned t o t h e w o r k s h o p b y m o s t scholars , b u t P i g n a t t i is 

co r r ec t i n stressing i ts h i g h q u a l i t y a n d o v e r a l l s i m i l a r i t y 

t o t h e Baptism i n t h e sacris ty o f t h e R e d e n t o r e . 1 6 

T h e o n l y f u l l y d o c u m e n t e d v e r s i o n o f t h e B a p t i s m b y 

Ve ronese is t h e o n e i n t h e Piave A b b a z i a l e at L a t i s a n a 

(f ig. 9) . P a i n t e d i n 1566/7, i t is i n t h e g r a n d r h e t o r i c a l key 

o f several o f t h e m a j o r re l ig ious n a r r a t i v e s o f t h i s p e r i o d 

b y Ve ronese , such as t h e Martyrdom of Saint George, 

V e r o n a , S a n G i o r g i o i n B r a i d a , o f t h e same d a t e . 1 7 I n 

a d d i t i o n , i t reflects Veronese ' s g r o w i n g use o f landscape t o 

unde r sco re t h e m o o d o f a t h e m e . T h e e x e c u t i o n o f t h e L a ­

t i sana Baptism p r o b a b l y i n v o l v e s v e r y cons ide rab le s t u d i o 

p a r t i c i p a t i o n , b u t t h i s s h o u l d n o t obscure t h e v i t a l i t y a n d 

creativeness o f t h e o v e r a l l concep t . 

N e x t i n t h e c h r o n o l o g i c a l sequence o f Veronese ' s i n t e r ­

p r e t a t i o n s o f t h e B a p t i s m is t h e p a i n t i n g n o w i n t h e Palaz­

zo P i t t i ( f ig . 10). I t i m m e d i a t e l y b r i n g s o n e i n t o t h e s p i r i t o f 

greater s o l e m n i t y a n d p i e t y w h i c h typi f ies Veronese ' s la te 

106-7 i n the parish c h u r c h o f N o v e n t a d i Piave. T h i s pa in t i ng was 

destroyed i n 1917. F ina l ly , Waagen, op. cit., I I , 1854, p . 179, notes a Bap­

tism by Veronese i n the co l lec t ion o f Thomas Bar ing . A t this p o i n t i t is 

no t possible to be cer ta in w h i c h — i f any—of these ci tat ions (and those 

men t ioned above) refer to the same pa in t ing . I am grateful to B u r t o n 

Fredericksen for advice w i t h matters o f provenance i n connec t ion w i t h 

this art icle. 

12. For these t w o paint ings see Pignat t i , op. cit., I , pp. 103-4. 

13. G . Fiocco, Paolo Veronese, Bologna, 1928, p. 24. 

14. F.R. Shapley, Paintings from the Samuel H. Kress Collection: Italian 

Schools XV1-XV1U Century, L o n d o n , 1973, p . 43, catalogues the pa in t i ng 

as school o f Veronese; see also R. Cocke , "Review of T . Pignat t i , Vero­

nese: L'Opera Completa,1' Burlington Magazine, C X I X , 1977, pp. 786-7. 

O t h e r crit ics have accepted i t as autograph. 

15. P ignat t i , op. cit., 1, p. 104 and Cocke , op. cit., pp. 786-7. 

16. T . Pignat t i , Le Pitture di Paolo Veronese nella Chiesa di San Seba­

stiano, M i l a n , 1966, p . 94. See also A . Morass i , " U n Battesimo ined i to d i 

Paolo Veronese," Arte Veneta, X X I I , 1968, pp. 35-6 and Pignat t i , op. cit., 

I , pp. 214-5. A l l fur ther references i n these Notes to Pignat t i refer t o his 

monograph o f 1976. 

17. Pignat t i , op. cit., I , p. 187. 
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Figure 6. Sheet of Studies of the Baptism of Christ. Paolo Veronese. Cambridge, Fogg A r t Museum, H a r v a r d Univers i ty . 
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Figure 7. Baptism of Christ. Paolo Veronese. Venice, I I 

Redentore, Sacristy. Photo: B o h m . 

w o r k a n d f u r t h e r suggests his m o r e a n i m a t e d d e p i c t i o n o f 

landscape . I n t h e face o f t h e angel b e t w e e n C h r i s t a n d t h e 

B a p t i s t , o n e a l ready f inds t h e expressive p i e t y o f t h e angel 

u n d e r C h r i s t ' s r i g h t a r m i n t h e G e t t y Baptism. T h e P i t t i 

Baptism has been r e l a t ed b y B y a m S h a w t o a d r a w i n g o f 

t h e mid -1570s , f o r m e r l y i n t h e R u d o l f c o l l e c t i o n , w h i c h 

18. J. Byam Shaw, "Notes o n Drawings : Paolo Veronese," Old Master 

Drawings, 38, 1935, pp. 22-4 . 

19. For this p a i n t i n g see Pignat t i , op. cit., I , p . 218. Th i s pa in t ing may 

be the same as one reproduced i n a p r i n t o f the 18th C e n t u r y by A . N a n i 

Figure 8. Baptism of Christ. Paolo Veronese & . workshop. 

Venice, San Sebastiano. 

has a q u i c k ske t ch fo r a Baptism a m i d s t m a n y o t h e r 

designs (f ig . I I ) . 1 8 A l t h o u g h t h e c o n n e c t i o n w o u l d n i ce ly 

f i t a d a t i n g o f t h e P i t t i Baptism a r o u n d 1575, t h e r e l a t i o n ­

sh ip b e t w e e n t h e t w o is n o t especially close. M o r e r ead i ly 

ana logous t o t h e R u d o l f d r a w i n g is a p a i n t i n g n o w i n t h e 

M u s e o de l C a s t e l v e c c h i o , V e r o n a , w h i c h is u n i v e r s a l l y 

(fig. 21). T h e pa in t i ng i n the Museo del Castelvecchio is said to have 

come f rom San N i c o l o dei Fra r i , Venice ( G . Trecca, Catalogo della Pina-

coteca di Verona, Bergamo, 1912, p. 59), whereas N a n i states i n the i n ­

scr ip t ion o n his p r i n t tha t the pa in t i ng he illustrates came f rom the 
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Figure 9. Baptism of Christ. Paolo Veronese ck workshop. 

Latisana, Piave Abbaziale. Photo: F iorent in i . 

r ega rded as a p r o d u c t o f Veronese ' s w o r k s h o p (f ig . 1 2 ) . 1 9 

I n p a r t i c u l a r , t h e pose o f t h e B a p t i s t is m u c h closer t o t h a t 

i n t h e d r a w i n g t h a n i n t h e P i t t i Baptism. I n a n y even t , t h e 

V e r o n a Baptism is surely o f t h e same p e r i o d as t h e o n e i n 

t h e P i t t i a n d suggests—despite s t u d i o e x e c u t i o n — s i m i l a r 

c u r r e n t s o f fee l ing a n d s tyle . 

Scuola d i San N i c o l e t t o . T h e pa in t ing and p r i n t agree i n all bu t t w o 

respects: the pa in t ing has a r o u n d e d top whi l e the p r i n t is rectangular 

and the number o f che rub im i n the pa in t ing is m u c h greater. Therefore, 

one must leave open the quest ion o f whether there were once t w o very 

Figure 10. Baptism of Christ. Paolo Veronese. Florence, 

Palazzo Pi t t i . Photo: Brogi . 

A l s o f r o m t h i s p a r t o f Veronese ' s career is a Baptism 

n o w i n t h e Barnes F o u n d a t i o n , w h i c h H a d e l n p u b l i s h e d 

as a u t o g r a p h Ve ronese w h e n i t b e l o n g e d t o C o l n a g h i i n 

1926 (f ig . 1 3 ) . 2 0 I t bears a l l o f t h e h a l l m a r k s o f Veronese ' s 

w o r k o f t h e 1570s a n d m a y be r e l a t ed i n o v e r a l l cha rac te r 

w i t h b o t h t h e P i t t i a n d V e r o n a Baptisms. T h e e x e c u t i o n o f 

similar versions or whether N a n i t ook a degree o f license i n mak ing his 

p r i n t . For the N a n i p r i n t see P. Ticozzi , Paolo Veronese e i suoi Incisori, 

Venice , 1977, p . 35. 
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Figure 11. Baptism of Christ (detail f rom a larger sheet of 

sketches). Paolo Veronese. L o n d o n , C.R. Rudol f 

Col lec t ion (formerly). 

Figure 12. Baptism of Christ. Paolo Veronese (workshop). 

Verona , Museo d i Castelvecchio. Photo: Brogi . 

t h e p a i n t i n g seems t o be la rge ly b y V e r o n e s e , t h o u g h i t 

apears s o m e w h a t weaker t h a n i n t h e P i t t i v e r s i o n ; i t m a y 

be a w o r k o f c o l l a b o r a t i o n w i t h o n e o r a n o t h e r m e m b e r o f 

t h e w o r k s h o p . 

U p o n e n t e r i n g t h e decade o f t h e 1580s o n e is c o n ­

f r o n t e d w i t h w h a t m a y w e l l be t h e m o s t m o v i n g o f a l l 

Veronese ' s i n t e r p r e t a t i o n s o f t h e t h e m e , t h e p a i n t i n g i n 

t h e Bre r a w h i c h , i n fact , shows t h e Baptism and Tempta­

tion of Christ ( f ig . I ) . 2 1 I n t h e m i d s t o f a h i g h l y c h a r g e d 

g r o u p o f t h e B a p t i s t a n d A n g e l s , C h r i s t is seen i l l u m i ­

n a t e d b r i l l i a n t l y b y l i g h t de scend ing f r o m t h e H o l y S p i r i t , 

i s o l a t i n g H i m a n d m a g n i f y i n g t h e p r o f o u n d cha rac te r o f 

H i s expressive v i t a l i t y . O v e r t o t h e r i g h t , t h e r ichness o f 

f o l i a g e — w h i c h h a d served as a l u s h se t t i ng fo r t h e Bap­

t i sm—gives w a y t o a n o p e n v i s ta i n w h i c h t h e scene o f t h e 

T e m p t a t i o n appears w i t h secondary emphas is . T h i s is n o t 

o n l y o n e o f t h e m o s t i n s p i r a t i o n a l Baptisms b y Ve ronese , 

b u t also h is m o s t o r i g i n a l i n c o n c e p t i o n . 

T h e v e r y s m a l l Baptism i n t h e C o u r t a u l d I n s t i t u t e seems 

surely t o also da te f r o m t h e 1580s ( f ig . 1 4 ) . 2 2 A s i n so 

m a n y o f Veronese ' s la te w o r k s , a r ichness o f f i g u r a l m o v e ­

m e n t is o r c h e s t r a t e d w i t h i n a n a n i m a t e d landscape set­

t i n g , t h e w h o l e b a t h e d i n a v i t a l i z i n g l i g h t . M a n n e r i s m o f 

f o r m is c o n j o i n e d w i t h V e n e t i a n n a t u r a l i s m t o create a 

poe t i c i n t e r p r e t a t i o n o f t h e t h e m e . T h e C o u r t a u l d p a i n t ­

i n g is c o m p a r a b l e i n scale a n d cha rac t e r o f e x e c u t i o n t o 

t h e Hercules and Deianira i n V i e n n a (f ig . 15). T h e sensi t iv­

i t y o f b r u s h w o r k m a r k s these as c lea r ly a u t o g r a p h w o r k s 

b y Ve ronese , w h i c h are a m o n g t h e m o s t i n t i m a t e reflec­

t i o n s o f h is la te s tyle a n d m o o d . A d r a w i n g b y V e r o n e s e , 

d i scovered b y J o h n G e r e i n t h e K u n s t m u s e u m , Dusse l -

d o r f , appears t o be c e r t a i n l y c o n n e c t e d t o t h i s p a i n t i n g 

(f ig . 1 6 ) . " 

T h e G e t t y Baptism is v e r y p r o b a b l y t h e last o n e p a i n t e d 

b y Ve ronese (figs. 2 a n d 3 ) . 2 4 I t reflects t h e d r a m a t i c f e r v o r 

o f h is la ter re l ig ious w o r k s a n d his a b i l i t y t o unde r sco re 

t h i s q u a l i t y o f fee l ing w i t h a v i t a l n a t u r a l i s t i c s e t t i ng a n d a 

v i b r a n t use o f l i g h t . T h e d y n a m i c f igure o f C h r i s t p i v o t s i n 

t h e center o f t h e p a i n t i n g , s e rv ing as a n a x i a l focus fo r t h e 

e n t i r e c o m p o s i t i o n . T h e B a p t i s t graceful ly moves t o w a r d 

C h r i s t a n d lends a m o r e r e s t r a ined t o n e t o t h e scene. O n 

20. D . v o n H a d e l n , " T w o Paintings o f the Bapt ism by Paul Veronese," 

Apollo, I V , 1926, pp. 104-6. T h e pa in t i ng now i n the Barnes F o u n d a t i o n 

is the same as the one publ ished by H a d e l n . P ignat t i , op. cit., I , pp. 191 

and 193 has t w o separate catalogue entries. 

2 1 . Morass i , op. cit., p . 38 and Pignat t i , op. cit., I , pp. 93 and 158. 

22. P ignat t i , op. cit., I , p. 143. Cocke , op. cit., pp. 786-7, considers i t as 

workshop . L . Crosato Larcher , "Review of G . Piovene and R. M a r i n i , 

L'Opera Completa di Veronese," Arte Veneta, X X I I , p . 223, suggests tha t 

the C o u r t a u l d Baptism was pain ted by Benedetto and Car l e t t o C a l i a r i 

under the supervision o f Veronese and tha t i t m igh t be a "bozzetto" for 

the Baptism i n the Redentore. The re is n o t h i n g to support the n o t i o n 



A B a p t i s m o f C h r i s t by Veronese 121 

e i the r side o f t h e p r i m a r y figures angels k n e e l , p r o v i d i n g 

reference p o i n t s w h i c h a n c h o r t h e l a t e ra l sides o f t h e 

p a i n t i n g . A t h i r d angel appears u n d e r t h e r i g h t a r m o f 

C h r i s t , a s imple d e v o t i o n a l image , l o o k i n g u p w i t h rever­

ence at C h r i s t a n d t h e Bap t i s t . B e h i n d t h i s g r o u p o f f ig ­

ures several large trees appear at t h e left a n d o n e i n t h e 

r i g h t m i d d l e d i s tance . A s i n t h e P i t t i Baptism ( f ig. 10), t h e y 

p r o v i d e a r e i n f o r c i n g n o t e w i t h t h e i r cha rged e m o t i o n a l 

cha rac te r a n d h e i g h t e n t h e fee l ing o f m o v e m e n t i n t h e 

c o m p o s i t i o n . T h e t ree at t h e r i g h t c o m b i n e s w i t h t h e f o r m 

o f t h e B a p t i s t a n d his Cross t o create a c o m p l e x i n t e r ­

w o v e n r h y t h m . T h e poses a n d gestures o f C h r i s t a n d t h e 

Bap t i s t are M a n n e r i s t i n t h e i r c o m p l i c a t i o n a n d grace, 

b u t t h i s e l emen t o f s tyle is b a l a n c e d b y a t h o r o u g h c o m ­

m i t m e n t t o n a t u r a l i s m a n d t o t h e e v o c a t i o n o f re l ig ious 

m e a n i n g . F i n a l l y , a screen o f trees i n t h e far d i s tance is 

g e n t l y r eached b e y o n d t h e R i v e r J o r d a n , w h i l e above f ive 

c h e r u b i m appear i n t h e sky , d r a w i n g l i g h t f r o m t h e H o l y 

S p i r i t w h o is t h e foca l p o i n t o f t h e uppe r sector o f t h e 

p a i n t i n g . 

T h e c o m p o s i t i o n is g rea t ly e n h a n c e d b y r e t u r n i n g t h e 

p a i n t i n g t o its o r i g i n a l d i m e n s i o n s (figs. 2 a n d 3) . T h e 

reasons fo r t h e a d d i t i o n s t o i t are n o t k n o w n , b u t t h e y 

c u m u l a t i v e l y reduce t h e sense o f compressed a n i m a t i o n 

w h i c h is essential t o t h e p a i n t i n g ' s cha rac te r . A careful 

e v a l u a t i o n o f t h e Baptism i n i ts present s t a t e — w i t h a d d i ­

t ions—reveals t h a t a l l o f t h e a d d e d e lements are c l u m s i l y 

execu ted a n d , i n t h e case o f t h e l a t e ra l angels, create l i t t l e 

m o r e t h a n b u l k . I t m a y seem s u r p r i s i n g at f i rs t t o n o t e 

t h a t Ve ronese p a i n t e d t h e left a r m o f t h e B a p t i s t severed 

at t h e w r i s t , b u t i t is precisely t h i s k i n d o f d r a m a t i c m o t i f 

w h i c h intensif ies t h e m o o d . I t is also t h e sor t o f v i sua l idea 

t h a t recurs f r e q u e n t l y i n Veronese ' s w o r k , as, for e x a m p l e , 

i n t h e V e r o n a Baptism ( f ig . 12), w h e r e t h e left a r m o f t h e 

B a p t i s t is " c u t o f f ' b y a s tone m o n u m e n t . 

B o t h t h e genera l c o n c e p t i o n a n d f r e e d o m o f e x e c u t i o n 

o f t h e G e t t y Baptism place i t t o w a r d s t h e e n d o f V e r o ­

nese's career. I t is also r e l a t ed t o t h e sheet o f B a p t i s m 

studies d a t e d 1587 i n t h e Fogg A r t M u s e u m (f ig. 6) . T h e 

d i f f e ren t sketches o n t h e sheet h a v e been c o n n e c t e d t o 

v a r i o u s p a i n t e d vers ions o f t h e t h e m e b y V e r o n e s e a n d his 

tha t this small p ic ture was pa in ted by more t h a n one h a n d and i t is no t 
especially close to the pa in t i ng i n the Redentore. 

23. T . M u l l a l y , Disegni veronesi del Cinquecento: Catalogo della Mostra, 
Vicenza , 1971, pp. 64-5 . Gere has k i n d l y sent me a copy o f his art icle, 
" T w o Drawings by Paolo Veronese," w h i c h has unfor tuna te ly no t yet 
been publ ished. I n the article Gere draws the connec t ion between the 
d r a w i n g and the C o u r t a u l d Baptism. He also accepts the latter as auto­
graph and suggests tha t i t m igh t have been a model lo , perhaps for the 
Ge t ty Baptism. 

24. Morass i , op. cit., pp . 30-8 and Pignat t i , op. cit., I , p. 143. 

Figure 13. Baptism of Christ. Paolo Veronese <SL workshop. 

M e r i o n , The Barnes Foundat ion. 

Figure 14. Baptism of Christ. Paolo Veronese. L o n d o n , The 

Cour tau ld Institute of A r t . 
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Figure 15. Hercules and Deianira. Paolo Veronese. V ienna , 

Kunsthistorisches Museum. 

Figure 17. Baptism of Christ. Paolo Veronese (workshop). 

Venice, I I Redentore. Photo: Bohm. 

Figure 16. Sheet of Sketches of the Baptism of Christ. Paolo 

Veronese. Dusseldorf, Kunstmuseum (Kupfer-

stichkabinett). Photo: Landesbildstelle Rhein-

land. 

Figure 18. Baptism of Christ. Paolo Veronese (workshop). 

New York , Cathedral o f Saint John the Div ine . 
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Figure 19. Baptism of Christ. Jacopo T in to re t to . Venice, 

San Silvestro. Photo: Fi l ippi . 

w o r k s h o p , b u t , o n a c c o u n t o f t h e da te o f 2 F e b r u a r y 1587 

o n t h e verso (at t h e e n d o f a n a u t o g r a p h l e t t e r ) , o n e is 

c o n s t r a i n e d t o cons ider o n l y those p a i n t i n g s w h i c h m a y 

p l a u s i b l y be u n d e r s t o o d as b e i n g i n his late s tyle . M o r e 

t h a n f i f ty years ago A g n e s M o n g a n c o r r e c t l y associated 

t h e ske t ch at t h e uppe r r i g h t w i t h t h e Baptism b y V e r o ­

nese's w o r k s h o p i n t h e R e d e n t o r e a n d w i t h t h e rep l ica o f 

i t i n t h e C a t h e d r a l o f St . J o h n t h e D i v i n e i n N e w Y o r k 

(figs. 17 a n d 1 8 ) . 2 5 T h e ske t ch at t h e uppe r r i g h t c lear ly 

precedes t h e o n e at t h e uppe r left since t h e w a s h o n t h e 

r i g h t side o f t h e ske t ch at left i n t r u d e s i n t o t h e r i g h t h a n d 

ske t ch . I n t h i s second ske t ch s o m e t h i n g v e r y n e w i n V e r o ­

nese's a p p r o a c h t o t h e d e p i c t i o n o f t h e B a p t i s m emerges. 

F o r t h e f i rs t t i m e , t h e f igure o f C h r i s t is s h o w n m o v i n g 

f o r w a r d w i t h H i s a rms at H i s sides. A s was p o i n t e d o u t b y 

25. A . M o n g a n , " A Sheet o f Studies by Veronese," Old Master Draw­

ings, 22, 1931, pp. 21-5 . She also connected this sheet w i t h the Baptism 

now i n the sacristy o f the Redentore, bu t w i t h d r e w this latter idea i n A . 

M o n g a n and P.J. Sachs, Drawings in the Fogg Museum of Art, 2nd ed., 

Cambr idge , 1946, I , pp. 108-10. A d r a w i n g i n the N a t i o n a l Gal le ry o f 

Scot land, E d i n b u r g h appears to also be related to the Baptism i n the 

Redentore (figs. 22 and 23). T h e connec t ion is apparent i n the p r inc ipa l 

s tudy o n the verso o f the sheet (fig. 23). For this d r a w i n g see M u l l a l y , 

op. cit., p . 65. 

Figure 20. Venus and Adonis. Paolo Veronese. Vienna , 

Kunsthistorisches Museum. 

11. H A T T K S I M O D J C H I S T O 

< /. . . · . / ' . , ; - • · " i , , , . , / / 

Figure 21. Baptism of Christ. A . N a n i after Paolo Veronese. 

Venice, Museo Correr . 
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Figures 22 and 23. Sheet of Sketches of the Baptism of Christ (recto 6k verso). Paolo Veronese. Edinburgh, 

Na t iona l Gallery of Scotland. Photo: Scott. 

M o n g a n a n d Sachs, t h e poses o f C h r i s t a n d t h e B a p t i s t 

were i n s p i r e d b y t h e Baptism p a i n t e d b y T i n t o r e t t o fo r 

S a n S i lve s t ro i n V e n i c e ear ly i n t h e 1580s ( f ig . 19) . 2 6 

V e r o n e s e has m a d e c e r t a i n ad ju s tmen t s t o t h e pose o f 

t h e B a p t i s t , t e n d i n g i n genera l t o m a k e t h e f r o n t o f h is 

b o d y m o r e ne a r l y p a r a l l e l t o t h e p i c t u r e p l ane . F u r t h e r ­

m o r e , t h e Bapt i s t ' s C ros s is a w k w a r d l y set o f f t o t h e side. 

T h e pose o f t h e B a p t i s t evolves f r o m T i n t o r e t t o ' s p a i n t i n g 

t h r o u g h t h e Fogg ske tch a n d f i n a l l y t o t h e G e t t y p i c t u r e . 

T h e f igure leans f o r w a r d m o r e sha rp ly , t h e p o s i t i o n o f t h e 

a rms is c l a r i f i ed , a n d t h e Cross is i n t e g r a t e d i n t o t h e c o m ­

p o s i t i o n . T h e pose o f C h r i s t is o n l y at i ts f i r s t stages. I n 

t h e ske tch at t h e b o t t o m r i g h t o f t h e Fogg d r a w i n g , V e r o ­

nese e x p e r i m e n t s w i t h d i f f e ren t ways t o set t h e a rms , at 

26. M o n g a n and Sachs, op. cit., I , pp. 108-10. 
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o n e p o i n t p u t t i n g t h e m o u t at t h e sides (gone o v e r i n 

wash ) . I n a d d i t i o n , he t r ies p l a c i n g t h e h e a d at v a r i o u s 

angles a n d resets t h e b o d y several t imes . I t is o n l y i n t h e 

d r a w i n g a n d i n t h e G e t t y Baptism t h a t V e r o n e s e depic ts 

t h e B a p t i z e d C h r i s t w i t h a rms t h r o w n o u t t o t h e sides. 

W h e n t h i s fact a n d t h e r e l a t i o n s h i p o f t h e d r a w n a n d 

p a i n t e d figures o f t h e B a p t i s t are cons ide red , i t becomes 

clear t h a t t h e c o n c e p t i o n o f t h e p r i n c i p a l figures i n t h e 

G e t t y Baptism was f i rs t genera ted i n t h e Fogg d r a w i n g . 

I t is also o f in te res t t o n o t e t h a t several o f t h e poses sug­

gested i n t h e Fogg d r a w i n g re la te t o figures i n o t h e r p a i n t ­

ings b y V e r o n e s e o f t h i s p e r i o d . M o r e specif ical ly , t h e 

C h r i s t i n t h e ske t ch at t h e u p p e r left reappears as Hercu les 

i n t h e Hercules and Deianira ( f ig . 15) i n V i e n n a , w h i l e t h e 
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i so la t ed ske t ch o f t h e B a p t i s t at t h e l o w e r left suggests t h e 

pose o f A d o n i s i n t h e Venus and Adonis ( f ig . 20), also i n 

V i e n n a . I t s h o u l d be a d d e d t h a t t h e s ty l i s t ic cha rac te r o f 

these t w o la te m y t h o l o g i c a l p ic tu res is closely ana logous t o 

t h a t o f t h e G e t t y Baptism a n d t h a t n u m e r o u s s imi l a r i t i e s 

m a y be n o t i c e d i n deta i ls o f landscape a n d b r u s h w o r k . 

These r e l a t i o n s h i p s l e n d f u r t h e r s u p p o r t t o t h e d a t i n g o f 

t h e G e t t y Baptism near t h e e n d o f Veronese ' s l i fe . I f o n e 

accepts t h e c o n n e c t i o n w i t h t h e Fogg d r a w i n g , t h e n i t 

m u s t h a v e been p a i n t e d i n 1587/8. 

T h e f i n a l m a j o r issue c o n c e r n i n g t h e G e t t y Baptism is 

t h e degree o f s t u d i o p a r t i c i p a t i o n . O p i n i o n s o n t h i s sub­

jec t h a v e v a r i e d c o n s i d e r a b l y , w i t h M o r a s s i , P i g n a t t i , a n d 

N a t a l e f u l l y accep t ing t h e p a i n t i n g , R o s a n d c r i t i c i z i n g its 

q u a l i t y , a n d C o c k e c a l l i n g i t a w o r k s h o p p a i n t i n g . 2 7 I t 

seems q u i t e clear t h a t t h e i d e a t i o n a n d des ign o f t h e p a i n t ­

i n g were e n t i r e l y Veronese ' s ; i t is a n o v e l , i m a g i n a t i v e , 

a n d q u i t e pe r sona l w o r k . T h e e x e c u t i o n o f t h e t w o p r i ­

m a r y figures a n d t h e landscape is o f v e r y h i g h q u a l i t y a n d 

shows scant ana logy w i t h a n y m e m b e r o f t h e V e r o n e s e 

w o r k s h o p . T h e c h e r u b i m a n d s u r r o u n d i n g sky are no t i ce ­

ab ly weaker a n d i t is n o t imposs ib l e t h a t t h i s area o f t h e 

p a i n t i n g was c o m p l e t e d b y a n assistant . H o w e v e r , t h i s o n ­

ly m a r g i n a l l y d i m i n i s h e s t h e a p p r e c i a t i o n due o n e o f t h e 

f ine represen ta t ive w o r k s o f t h e last years o f Veronese ' s 

career. 

T h e J. Pau l G e t t y M u s e u m 

M a l i b u 

27. Morass i op. cit., pp. 30-8; Pignat t i , op. cit., I , p. 143; M . Natale , Art 

Venetien en Suise et au Liechtenstein, M i l a n , 1978, p . 113. R. Cocke , op. 

cit., pp. 786-7, considers i t a workshop pa in t ing . His list o f rejected at­

t r i b u t i o n s also includes the Hercules and Deianira, the Venus and Adonis 

(bo th i n V i e n n a ) and other autograph paint ings. D . Rosand, "Review o f 

T . Pignat t i , Veronese: VOpera Completa," Art Bulletin, L X I I I , 1981, p . 

164, refers to the Ge t ty Baptism as being o f "questionable q u a l i t y " b u t 

does no t offer fur ther details. 
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Del Signor Giovanni Battista Crescentij, Pittore 
Maurizio Marini 

L a ' n a t u r a m o r t a ' i t a l i a n a e, i n p a r t i c o l a r e , i l suo esord io , 

i n r i f e r i m e n t o a i p r i m i n o m i de l la ce rch ia de l C a r a v a g g i o 

i n R o m a (da l lo scorc io de l '500 ai p r i m i d e c e n n i de l '600) 

necessi tano, a t u t t ' o g g i , d i u n a a p p r o f o n d i t a i n d a g i n e f i l o -

log ica . E ' c h i a r o c o m e la v i s i o n e rea l i s t i co -conce t t i s t i ca de l 

C a r a v a g g i o sia a lPor ig ine de l suo s v i l u p p o i n senso d i n a -

m i c o e p r o v o c a t o r i o , per c u i ' f i o r i e f r u t t a ' n o n s o n o p i u i l 

c o r r e d o d e c o r a t i v o espresso i n t r a l c i e f e s ton i , m a v e r i p r o -

t a g o n i s t i p i t t o r i c i . S i pens i n o n solo alle opere c o n o s c i u t e 

d i T o m m a s o S a l i n i , 1 m a a q u a n t o e d e d u c i b i l e d a i d i p i n t i 

d i G i o v a n n i Ba t t i s t a Crescenz i , 2 a l l i evo de l P o m a r a n c i o 3 

( p i t t o r e d i Casa Crescenzi ) , che svolge anche u n a q u a l i f i -

cata a t t i v i t a d ' a r c h i t e t t o , s o p r a t t u t t o , i n Spagna , a l ia co r t e 

d i F i l i p p o I I I (dove , n e l 1617, reca c o n se B a r t o l o m e o 

Cava rozz i ) , da c u i e e le t to M a r c h e s e de l la T o r r e (dal le 

sedute p i t t o r i c o - n a t u r a l i s t i c h e de lPaccademia , i s t i t u i t a n e l 

suo palazzo n o b i l i a r e r o m a n o — e d i c u i ragguagl ia i l b i o -

grafo G i o v a n n i Bag l i one—, esce u n o specialista c o m e Pie-

t r o Pao lo B o n z i , d e t t o anche ' G o b b o de i f r u t t i ' o , per la 

sua facol ta d ' i m i t a r e i paesaggi car racceschi , ' G o b b o de i 

C a r r a c c i ' o, a n c o r a , ' G o b b o de ' Crescenzi ' ) . 

R e c e n t i scoperte d o c u m e n t a r i e , r e l a t ive agl i a n n i 1624 e 

1626, h a n n o p o r t a t o al r ecupero d i u n q u a d r o d i f i gu ra , la 

Lapidazione di Santo Stefano ( o l i o su te la , c m . 275 χ 195), 

ogg i n e l D u o m o d i M o n t e r o t o n d o / R o m a , 4 e r r o n e a m e n t e 

Ringrazio, per la fondamentale collaborazione alia messa a fuoco della 

personali ty p i t to r i ca del Crescenzi, i l prof. Federico Zer i , nonche l 'arch. 

Piernicola Pagliara e Ting. A l f r e d o M u r a t o r i . U n grazie part icolare al 

prof . B u r t o n B . Fredericksen, che, pure, aveva collegato YEmmaus Ge t ty 

a G i o v a n n i Battista Crescenzi e m i ha i n v i t a t o a puntualizzare i l comune 

c o n v i n c i m e n t o i n queste note. 

1. Roma, 1575 c - 1 6 2 5 . Sul Sal in i si veda la recente puntualizzazione 

d i F. Zer i , " N o t a a Tommaso Sa l in i " , i n Diari di lavoro 2, 1976, pp. 

104-108, figg. 102-105. 

2. Roma, 1577 c . - M a d r i d , 1660. Cf r . G . Baglione, Le vite de' pittoriy 

scultori et architetti etc., Roma, 1642, " V i t a del Signor G i o . Battista 

Crescent i j . P i t tore" , pp. 364-367 (un panegirico d i relat iva u t i l i t a ) . V . 

anche A . Grel le , " I Crescenzi e TAccademia d i via Sant 'Eustachio," i n 

Commentari, 121, pp. 120-138. 

3. Cr i s to fo ro Ronca l l i de t to i l 'Pomarancio ' , Pomarance/Pisa, 1552-

Roma, 1626. 

4. C f r . M o n s . D o m e n i c o Pichi , Vescovo d ' A m e l i a , Descrittione della 

Terra di Monterotondo in Sabina, novembre 1624, B i b l . A p . V a t i c a n a , 

A r c h . B a r b e r i n i , I n d . I l l , M . z o X L V , f. 193 v. : In S.Stefano vi e un S.Ste-

fano del Crescendo. La stessa dizione si r iscontra i n un 'a l t ra trascrizione, 

a t t r i b u i t o al S a v o n a n z i o . I c a r a t t e r i s t i l i s t i c i , a f f i n i a l Po­

m a r a n c i o e al C a v a r o z z i (ma , anche , i n c e r t i d e t t a g l i , 

slYlncredulita di San Tommaso de l B o n z i , conse rva ta n e l 

P a n t h e o n d i R o m a , c o n n o t a n d o , i n t a l m o d o , po l i va l enza 

ed e le t to d i l e t t a n t i s m o ) , n o n c h e , ne l l a f igura de l s an to , al 

G e n t i l e s c h i , l ' a v v i c i n a n o , i n e q u i v o c a b i l m e n t e , a l San Gio-

vanni Battista de l la C a t t e d r a l e d i T o l e d o ( a t t r i b u i t o al 

C a r a v a g g i o — c o m ' e o v v i o — e al C a v a r o z z i ) . 5 L a presenza 

d ' i d e n t i c i t r a t t i f o r m a l i , ne l le m u s c o l a t u r e , n e l v o l t o , ne i 

p i e d i e ne i p a n n e g g i del le f igure c o m p r i m a r i e , p rospe t t a 

a l t re due ape r tu re . 

L a p r i m a , che al Crescenz i si debba la Cena in Emmaus 

( o l i o su te la , c m . 139,6 194,3), de l J. Pau l G e t t y M u s e u m , 

M a l i b u ( C a l . , U . S . A . ) , i n p reva lenza a t t r i b u i t a ad a r t i s t i 

d ' o r b i t a i s p a n o - n a p o l e t a n a , 6 m a la c u i esecuzione su te la 

r o m a n a ( d i canapa , a t r a m a e o r d i t o r i l e v a t i , d i u n genere 

usuale n e l p r i m o t r e n t e n n i o de l '600) co l loca i n R o m a (o , 

q u a n t o m e n o , n e l L a z i o ) . I p a r t i c o l a r i s o m a t i c i , c o l o r i s t i c i 

e del le p i e g h e — r e l a t i v a m e n t e a r ca i zzan t i—appa r t engono 

al ia stessa m a n o de l la Lapidazione di Santo Stefano, c o n , i n 

p i u , l o stesso m o d e l l o da l l a b a r b a sfioccata d i b i a n c o e d a i 

cape l l i p i u s cu r i , i n e n t r a m b e , d i p r o f i l o , a s in i s t ra ( i den -

t i c o pa r r ebbe anche q u e l l o che n e i r E m m a u s funge da oste 

e ne l l a Lapidazione da m a n i g o l d o , al c e n t r o ) e, m e n t r e la 

cos t ruz ione si adegua a u n a i b r i d a z i o n e del le due v e r s i o n i 

ot tobre 1626, B i b l . A p . V a t i c a n a , A r c h . B a r b e r i n i , I n d . I l l , M . z o 616; 

fasc.55, fogli n o n numera t i , cap.8 : In S.Stefano vi e un San Stefano del 

Crescendo. I due documen t i sono reper i t i da P . N . Pagliara—Cfr. Storia 

dell'Arte Italiana, 1980, T o r i n o , v . 8 ° , pp. 259-260, fig. 344—il quale m i 

segnala che i n una 'visita pastorale' e u l t e r io rmente precisato : Giovanni 

Battista Crescendo. 

5. C f r . M . M a r i n i , Michelangelo da Caravaggio, Roma, 1973-74, R - l l , p . 

468. G i a Nancy (Lorena/Francia) , collezione pr iva ta , H e i m Gal le ry , 

Par ig i -Londra , acquistato dai J. Paul Ge t ty M u s e u m nel 1972. 

6. Cf r . Fourteen Important Neapolitan Paintings, Summer E x h i b i t i o n , 

L o n d r a , 1971, H e i m Gal le ry , n.4 ( a t t r i bu i to ad A n i e l l o Falcone da 

C . V o l p e ) ; R.E. Spear, Caravaggio and his Followers, T h e Cleve land 

M u s e u m o f A r t , 1971, n.25 (Falcone); R.Causa, La pittura del Seicento a 

Napoli dai Naturalismo al Barocco, i n Storia di Napoli, N a p o l i , 1972, 

pp.933,975 nota 66 ( A l o n z o Rodriguez); R.Causa, cit.., La Natura Morta 

a Napoli nel Sei e nel Settecento, pp. 1004-1005, fig.369. (V. anche 

M . M a r i n i , cit., 1973-74, pp.310, 316; H .Po t t e r t on , Painting in Focus N.3 I 

Caravaggio I The Supper at Emmaus, L o n d r a , N a t i o n a l Gal le ry , 1975, 

fig.9; B .Nico l son , The International Caravaggesque Movement, O x f o r d , 

1979, p.38, fig.76 (Caravaggesque U n k n o w n — N e o p o l i t a n ) . 
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Figure 3. G i o v a n n i Battista Crescenzi, Cena in Emmaus, J. Paul Get ty Museum, M a l i b u (Calif., U . S . A . ) . 

Figure 1. G i o v a n n i Bautista Crescenzi, Lapidazione di Santo 

Stefano, M o n t e r o t o n d o (Roma), D u o m o . 
Figure 2. G i o v a n n i Battista Crescenzi, San Giovanni Bat-

tista, Toledo (Spagna), Cattedrale. 
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Figure 4. G iovann i Battista Crescenzi, San Lorenzo (?) disputa con tre filosofi, gia New York ( N . Y , U . S . A . ) , Historical Society. 

de l l o stesso t e m a offerte da C a r a v a g g i o ( 1 5 9 9 — L o n d r a , 

N a t i o n a l G a l l e r y ; 1 6 0 6 — M i l a n o , Bre ra ) , i l co lo re espr ime 

u n a d i c h i a r a t a preferenza per la p i u a n t i c a . 

Per ana loghe premesse s o m a t i c h e e s t i i i s t i che a Crescenz i 

' f i gu r i s t a ' e da r i f e r i r e u n d i p i n t o aven te a sogget to San 

Lorenzo (?) che disputa con tre filosofi ( o l i o su te la , c m . 96 χ 

134,5), gia N e w Y o r k , H i s t o r i c a l Soc ie ty , c o n l ' i n d i c a z i o n e 

d i " f o l l o w e r o f C a r a v a g g i o " . 7 V i c o m p a i o n o g l i stessi m o -

d e l l i , d a l v e c c h i o , che si vede d i p r o f i l o , anche ne i due 

q u a d r i p r e c e d e n t i , a l d i a c o n o , che , forse, e i l g i o v a n e a 

s in i s t ra ne l l a Lapidazione di Santo Stefanoy a l ia f igu ra , a 

s in i s t r a , de l S a n L o r e n z o , i d e n t i f i c a n t e s i ne lPapos to lo , a 

dest ra , neWEmmaus. L a stessa m e t r i c a c o m p o s i t i v a r a m -

m e n t a ( come la te la G e t t y ) opere de l C a r a v a g g i o , deg l i an-

n i 1597-1600 , q u a l i la Marta e Maddalena de l D e t r o i t I n s t i ­

t u t e o f A r t e la Vocazione dei SS.Pietro e Andrea d i H a m p ­

t o n C o u r t e, n a t u r a l m e n t e , la Cena in Emmaus d i L o n d r a e 

i l c i c lo d i S a n L u i g i de i Frances i , m a scopre anche i l gus to 

i n d i v i d u a l e per u n c o l o r i s m o p i u c h i a r o , u n d i segno p i u 

n i t i d o , c o n o m b r e m e n o in tense . 

L a seconda ape r tu r a si r iferisce ai t r a l c i d i v i t e e ai r o v i , 

p e n d e n t i d a l m u r o , a s in i s t r a , n e l q u a d r o d i T o l e d o ( i n 

o r i g i n e , forse, sogget to p r o f a n o : " N a r c i s o al ia fonte"? , 

c o m e si deduce da l le r ad iogra f i e ) , che p o r t a n o , anche , at-

t r ave r so l ' i m p o n e n t e n a t u r a m o r t a de l q u a d r o G e t t y , alle 

n a t u r e m o r t e ( f i n q u i i n c o g n i t e ) de l Crescenz i , m a i d e n t i f i -

c a b i l i i n que l le r i u n i t e so t t o i l n o m e ca ta log ico d i ' M a e s t r o 

de l la n a t u r a m o r t a A c q u a v e l l a ' , d a l quadro-base (gia ne l l a 

co l lez ione A c q u a v e l l a , N e w Y o r k , ogg i ne l l a r acco l t a San-

ga l l i d i B e r g a m o ) . 8 

7. Cfr .B.B.Freder icksen/F.Zer i , Census of Pre Nineteenth-Century Italian 
Paintings in North American Collections, Cambr idge (Mass., U . S . A . ) , 1972, 
pp.44, 610. Passato per una vendi ta Sotheby's, N e w Y o r k (n.94, giov. 9 
o t t . 1980), con una a t t r ibuz ione insostenibile a G iacomo (sic!) G a l l i , det-
to lo 'Spadarino ' . 

8. O l i o su tela, c m . 84 χ 130 (figure d i Bar to lomeo Cavarozzi) , gia N e w 
Y o r k ( N . Y . , U . S . A . ) , co l l .Acquave l l a , oggi Bergamo, col l .Sangal l i . 
Un ' ipo tes i i n ta l senso e avanzata da C . V o l p e , i n Mostra della Natura 

Morta Italiana, N a p o l i , 1964, n n . 3 0 - 3 1 , pp.32-33 e ripresa i n al tra sede. 
V . anche M . M a r i n i , "San Pietro Nolasco t rasportato dagli angeli ' , Bar­
to lomeo Cavarozzi e Cecco del Caravaggio", i n Antologia di Belle Arti, 
nn .9 -12 , 1979 (1980), pp.72, 75 nota 25, 76. N o t o per inciso che i l Causa 
(cit., 1972, p. 1005, fig.370) r iproduce come del 'Maes t ro d i Palazzo San 
Gervasio ' u n quadro con Polli e piccioni, Parigi, co l l .F leurv i l le , i n realta d i 
Cecco del Caravaggio. Quas i un ' i nd i r e t t a conferma dei r appor t i Cre-
scenzi-Cecco, da me ipotizzat i . 
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Figure 5. G i o v a n n i Battista Crescenzi (e Bartolomeo Cava-

rozzi), Natura morta con cesto di frutta e due fan-

ciulli, gia New York ( N . Y , U . S . A . ) , col l . Acqua-

vella (Bergamo, col l . Sangalli). 

Figure 7. G i o v a n n i Battista Crescenzi, Brocca di fiori su 

cesto rovesciato, ubicazione ignota. 

Figure 6. G i o v a n n i Battista Crescenzi, Natura morta con 

frutta, fiori e una colomba che spicca il volo, Palazzo 

San Gervasio (Potenza), Pinacoteca Civica . 

Figure 8. G i o v a n n i Battista Crescenzi, Natura morta con 

frutta diversa e una caraffa di fiori, gia New Y o r k 

( N . Y . , U . S . A . ) , col l . F . M o n t . 



Del Signor G . B . Crescentij 131 

Figure 9. G iovann i Battista Crescenzi, Natura morta di frut­

ta, con una chiocciola. Roma, col l . privata. 

D a u n a s imi le ' consecu t io ' f i g u r a t i v a appare l og i co re-

s t i t u i r e al Crescenz i la Natura morta con frutta, fiori e una 

colomba che spicca il volo ( c a p o l a v o r o assoluto n e l genere), 

de l la P inacoteca C i v i c a d i Palazzo S a n Gervas io /Po tenza 

( o l i o su te la , c m . 170 χ 245), per la qua le si e, pu re , t e n t a t a 

u n a d e n o m i n a z i o n e ca ta logica a n o n i m a , d o p o le p i u 

d i spara te a t t r i b u z i o n i ai p i u v a r i gener i s t i p a r t e n o p e i e 

l ' a v v i c i n a m e n t o d i R . Causa al ia n a t u r a m o r t a n e l l ' E m -

maus G e t t y , che pe rme t t e , i n t a l senso, d ' i d e n t i f i c a r v i la 

medes ima m a n o . 

C h e i l q u a d r o d i Palazzo S a n G e r v a s i o r app re sen t i i l 

Crescenz i alPapice del le sue poss ib i l i t a e ce r to , a l io s ta to 

a t tua le de l la conoscenza de l la sua p r o d u z i o n e , c o m e e 

a i t r e t t a n t o palese che n o n si t r a t t i d i u n a semplice esposi-

z ione d i b r a n i vege ta l i , su c u i si leva i n v o l o ( s i n t o m a t i c a 

c o n s o n a n z a c o n P a t t i m a l i t a de l C a r a v a g g i o ) u n a c o l o m b a . 

I n rea l ta , i n ta le v i r t u o s o e m b l e m a t i s m o (e n o n ' r e p e r t o r i o ' 

c o m e q u e l l i r e d a t t i ne l l a bo t t ega de l C a v a l i e r d ' A r p i n o ) , 

d o m i n a n o (o l t r e a d a l t re f r u t t a a l legor iche) i s i m b o l i de l 

pecca to o r i g i n a l e (le mele) e q u e l l i m a r i a n i (g ig l i , rose, 

e tc . ) , sul c u i con t e s to d o m i n a la c o l o m b a , i n d u b b i o sot-

t i n t e s o de l l o S p i r i t o S a n t o . 9 

L ' o r i g i n a l i t a e la compless i t a de l la concez ione t ecn ica 

9. A l Crescenzi e da riconoscere anche la Brocca di fiori su cesto ro 

vesciato (o l io su tela, cm.51 χ 76), ubicazione ignota, da me pubbl ica ta 

come del 'Maes t ro d i Palazzo San Gervasio ' ( C f r . M . M a r i n i , cit., 1973-74, 

p.316, fig.69). A l 'corpus' che si viene r icos t i tuendo reputo siano da ag-

giungere tre s tupendi esempi : i l p r i m o , strettamente connesso all 'Em-

maus G e t t y e alia tela d i Palazzo San Gervasio, e una stupefacente Natura 

morta con frutta diversa e una caraffa di fiori, gia nella col l .Frederick M o n t 

d i N e w York—segnala tomi da F .Zer i—;i l secondo, Roma, collezione p r i ­

vata, Natura morta di frutta, con una chiocciola, sparsa su un frammento ar-

chitettonico (ol io su tela, cm.96 χ 133), i n cu i , pure, sussistono va lo r i 

Figure 10. G iovann i Battista Crescenzi, Uova, polli, pic-

cioni, fiasche, formaggi e salumi su un'ara. Roma, 

coll . privata. 

crescenziana v i ene cosi a d aff iancars i a l ia r icerca n a t u r a -

l i s t ica de i p i u a n t i c h i 'caravaggeschi ' , m a c o n la codi f ica-

z ione de l 'pezzo d i b r a v u r a ' , i l c u i s o t t o f o n d o p i t t o r i c o -

i c o n o l o g i c o , n e l l ' o t t i c a s ch i a r i t a gen t i l e sch iana , e d e s u n t o 

da l le idee stesse d i C a r a v a g g i o e da l le sue opere . C h e , 

essendo conserva te ne l le r acco l t e p i u r i serva te , egl i per i l 

p r i v i l e g i o de l censo, p u o conoscere p i u f ac i lmen te d i a l t r i ( i 

Crescenz i s o n o anche i c u r a t o r i de l l ' e red i t a C o n t a r e l l i , n e l 

p e r i o d o i n c u i , ne i l a v o r i de l la cappel la d i S a n L u i g i de i 

Frances i , i n t e r v i e n e C a r a v a g g i o ) , 1 0 a v v a l e n d o s i , c o m e e 

ne l la prassi , d i c o l l a b o r a t o r ! (p.es., n e l q u a d r o ex A c q u a -

ve l l a , de l g i o v a n e C a v a r o z z i ) , t r a t t i d a l suo en tou rage (Bar-

t o l o m e o C a v a r o z z i , che si ebbe anche i l s o p r a n n o m e d i 

B a r t o l o m e o 'de l Crescenz i ' e, forse, C e c c o de l C a r a v a g g i o 

e F i a se l l a—tu t t i Ca ravaggesch i n e l segno a d a m a n t i n o d i 

O r a z i o G e n t i l e s c h i ) . 

L a v i r t u o s i s t i c a n a t u r a m o r t a d i Crescenz i e i l suo i n t e -

ressante r u o l o d i f igur i s t a acqu i s i scono cosi c a r a t t e r i l i n -

gu i s t i c i d e f i n i t i , che si a g g i u n g o n o a q u e l l i gia n o t i de l l ' a r -

c h i t e t t o d i F i l i p p o I I I . L e sue f igure r i s e n t o n o , nel le so lu-

z i o n i f o r m a l i , de l la p r e v a l e n t e educaz ione m a n i e r i s t i c a . I I 

' duc tu s ' m a t e r i c o de i suo i p o t e n t i i n s e r t i n a t u r a l i s t i c i e fra 

g l i ep i sod i p i i i fe l ic i d i 'm imes i s ' pittura-natura. 

R o m e 

allegorici d i bene-male-sacrificio; i l terzo, Roma, collezione pr ivata (o l io 

su tela, cm.97 χ 127), con Uova, polli, piccioni, fiasche, formaggi e salumi su 

un'ara col rilievo di una battaglia, che presenta valenze u t i l i per l 'ambiente 

ispano-napoletano, ma, anche, per una certa cu l tu ra d i G i o v a n n i Sero-

dine . Per u l t e r i o r i r icerche, i n mer i to al Crescenzi, segnalo C . V o l p e , 

" U n a proposta per G i o v a n n i Battista Crescenzi", i n Paragone, n.275, 

1973, pp .25-36, nonche M . G r e g o r i , Notizie su Agostino Verrocchi e un'ipo-

tesi per Giovanni Battista Crescenzi, i n Paragone, n.275, 1973, pp .36-56. 

10. C f r . M . M a r i n i , cit . , 1973-74, nn.33, 35, 40, 45, 47, pp.379-398, 

Append ice I . 
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I n t h e last decade o f t h e s i x t e e n t h c e n t u r y , s t i l l l ife p a i n t ­

i n g i n I t a l y b e g a n t o d e v e l o p a m o r e i n d e p e n d e n t ro l e i n 

a r t , as a resu l t o f C a r a v a g g i o a n d h is real is t ic s tyle o f 

" n a t u r e p a i n t i n g . " F r u i t , flowers, b i r d s , vegetables, etc. 

were n o l o n g e r s u b o r d i n a t e d t o m e r e l y d e c o r a t i v e schemes 

i n t h e f o r m o f fes toons a n d v ines b u t became p i c t o r i a l 

p r o t a g o n i s t s w i t h i n t h e p i c t u r e i tself. G i o v a n n i B a t t i s t a 

Crescenz i (1577-1660) , a p u p i l o f P o m a r a n c i o a n d ac t ive 

also as a n a r c h i t e c t at t h e c o u r t o f P h i l i p I I I o f S p a i n , was 

o n e o f t h e closest la te f o l l ower s o f C a r a v a g g i o a n d g a i n e d 

fame p a r t i c u l a r l y for h is e x e c u t i o n o f s t i l l lifes. M a r i n i 

discusses several p a i n t i n g s ( i n c l u d i n g t h e G e t t y Supper at 

Emmaus), w h i c h h a v e t r a d i t i o n a l l y been a t t r i b u t e d t o 

o t h e r C a r a v a g g i s t i , a n d demons t r a t e s h o w t h e y c a n p r o b ­

ab ly be a t t r i b u t e d t o t h e same h a n d — t h a t o f Crescenzi— 

b y means o f t h e i r f i g u r a l s imi l a r i t i e s as w e l l as t h e u n d e ­

n i a b l e " v i r t u o s i t y " o f h is s t i l l l ifes. 

R E S U M E 
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A Flemish Deposition of ca, 1500 and 
Its Relation to Rogier's Lost Composition 

Burton B. Fredricksen 

Rogie r v a n der W e y d e n c o n t i n u e d t o in f luence F l e m i s h 

p a i n t i n g d u r i n g t h e last h a l f o f t h e f i f t e e n t h c e n t u r y i n 

spite o f t h e fact t h a t he d i d n o t h i m s e l f l i ve b e y o n d t h e 

year 1464. V a r i o u s o f h is fo l l ower s s u r v i v e d h i m , b u t h is 

c o m p o s i t i o n s were also c o p i e d fo r m a n y decades b y art is ts 

w h o c a n n o t have h a d a n y d i r e c t c o n t a c t w i t h h i m . Espe­

c i a l l y i n Brussels, b u t also i n scat tered o t h e r cit ies o f F l a n ­

ders a n d G e r m a n y , Rogier ' s pervas ive i n f luence y i e l d e d 

o n l y v e r y g r adua l l y . E v e n after t h e t u r n o f t h e c e n t u r y he 

was s t i l l b e i n g i m i t a t e d , l o n g after h is style w o u l d have 

seemed v e r y o l d - f a s h i o n e d . 

T h e G e t t y M u s e u m has r ecen t l y a c q u i r e d a p a i n t i n g 

t h a t plays a c r u c i a l ro l e i n t h e u n d e r s t a n d i n g o f a los t 

w o r k o f Rogier ' s a n d also i n t h e u n d e r s t a n d i n g o f a series 

o f w o r k s t h a t span m o r e t h a n a c e n t u r y b u t w h i c h a l l o w e 

t h e i r i n s p i r a t i o n t o Rog ie r . T h e p a i n t i n g is a Deposition1 

(figs. 1-3) k n o w n since t h e t u r n o f t h e c e n t u r y a n d m e n ­

t i o n e d i n such basic surveys o f F l e m i s h f i f t e e n t h - c e n t u r y 

p a i n t i n g as F r i ed l ande r ' s , 2 b u t never discussed i n m u c h 

d e t a i l because o f its r e l a t ive inaccess ib i l i ty . T h e p i c t u r e 

was n o t r e p r o d u c e d b y F r i e d l a n d e r a n d has a p p a r e n t l y 

never been s t u d i e d f i r s t - h a n d b y a n y scho la r w o r k i n g i n 

t h e f i e l d . A s a resu l t scholars have n o t been able t o g a i n 

m u c h idea o f t h e p ic ture ' s q u a l i t y , n o r have t h e y h a d a n 

o p p o r t u n i t y t o n o t i c e some detai ls t h a t r e w a r d a careful 

s t udy o f i t . T h i s a r t i c l e is m e a n t , t he re fo re , t o rec t i fy t h i s 

o v e r s i g h t a n d t o i n t r o d u c e t h e p a n e l t o a w i d e r aud ience . 

I t is also possible n o w t o discuss w h o its a u t h o r m i g h t 

have been a n d t o a t t e m p t t o place i t i n its p r o p e r h i s t o r ­

ica l c o n t e x t r a t h e r t h a n c o n t i n u i n g t o see i t o n l y as a 

v a r i a t i o n o f a R o g i e r i a n c o m p o s i t i o n a n d n o t h i n g m o r e . 

1. A c c . no . 79.PA.20, 61 χ 99.7 cm. (24 χ WA in . ) i n c l u d i n g the un -

painted margins. T h e panel has t w o hor izon ta l cracks—now restored— 

tha t rough ly d iv ide the surface i n t o three equal pieces. T h e back o f the 

panel has t w o batons inserted qui te some t ime ago for support , b u t other­

wise the panel is unal tered . T h e pa in t loss along the cracks is very slight, 

and the on ly significant damage is o n the lower a rm o f the dead C h r i s t , 

w h i c h has suffered some scratches. Otherwise the c o n d i t i o n is nearly 

perfect. 

2. M . J . Friedlander , Early Netherlandish Painting, I I , 1967, no . 94c. 

3. Sold under the d i r ec t i on o f M i e t h k e i n V i e n n a o n A p r i l 2 and 

fo l lowing days, 1889. O u r pa in t ing was lo t no. 16. 

H I S T O R Y 

T h e f i rs t n o t i c e o f t h e G e t t y p a i n t i n g dates f r o m t h e 

t i m e o f t h e sale o f t h e Josef C a r l R i t t e r v o n K l i n k o s c h c o l ­

l e c t i o n i n V i e n n a i n 1889. 3 I t was s o l d w i t h t h a t c o l l e c t i o n 

as t h e w o r k o f D i r c k B o u t s , a n d i t was e n g r a v e d i n t h e 

ca ta logue , l e a v i n g n o d o u b t a b o u t i ts i d e n t i f i c a t i o n . 

K l i n k o s c h — w h o was c o u r t jeweler i n V i e n n a — a p p a r e n t l y 

co l l ec t ed his p a i n t i n g s b e t w e e n t h e late 1860's a n d t h e e n d 

o f t h e n e x t decade. 4 I t is n o t ye t k n o w n w h e r e he a c q u i r e d 

t h e Deposition. K l i n k o s c h d i e d i n 1888, a n d at t h e 1889 

sale t h e Deposition was so ld t o a n o t h e r V i e n n e s e co l l ec to r , 

D r . A l o i s Spi tzer . 5 S u b s e q u e n t l y i t appeared i n t h e 1906 

sale o f Spitzer 's c o l l e c t i o n . 6 I d o n o t k n o w w h o a c q u i r e d 

t h e p a i n t i n g at t h i s sale, b u t because o f t h e o n l y o t h e r 

r e c o r d o f i ts o w n e r s h i p — i n t h e E h r e n d o r f e r c o l l e c t i o n i n 

V i e n n a 7 — i t seems l i k e l y t h a t i t s tayed i n t h a t c i t y u n t i l 

t h e 1970's. 

I ts recen t h i s t o r y begins w i t h i ts sale i n L o n d o n at 

So theby ' s o n D e c e m b e r 13, 1978 as t h e w o r k o f a " f o l ­

l o w e r o f Rog ie r v a n der W e y d e n . " 8 I t was b o u g h t j o i n t l y 

b y C o l n a g h i ' s a n d D a v i d C a r r i t t b i d d i n g against a n 

A m e r i c a n co l l ec to r w h o was advised b y M r . D a a n C e v a t , 

t h e D u t c h dealer . B o t h p o t e n t i a l buyers h a d recognized 

e lements o f N o r t h - N e t h e r l a n d i s h style i n t h e p a i n t i n g ; 

o n e t h o u g h t i t was a n ear ly w o r k b y t h e M a s t e r o f t h e St . 

B a r t h o l o m e w A l t a r p i e c e , a n d t h e o t h e r t h o u g h t i t was a n 

u n r e c o g n i z e d w o r k b y G e e r t g h e n t o t S i n t Jans. 9 

S u b s e q u e n t l y t h e p a i n t i n g was p u r c h a s e d f r o m C o l ­

naghi ' s b y t h e G e t t y M u s e u m . D r . Pau l Pieper, a n a u t h o r ­

i t y o n t h e M a s t e r o f St . B a r t h o l o m e w , a n d f o r m e r d i r e c t o r 

o f t h e L a n d e s m u s e u m at M u n s t e r , was asked h is o p i n i o n , 

4. See T. v o n F r i m m e l , Lexicon der wiener Gemaldesammlungen, 2, 

M u n i c h , 1914, pp. 400 -401 . 

5. F r i m m e l , op. cit., p . 403. 

6. Sold o n January 24, 1906, as lo t no . 142. I have no t been able to 

refer to a copy o f this catalogue, and I do no t k n o w to w h o m the pa in t ing 

was a t t r ibu ted . 

7. A c c o r d i n g to the Sotheby's sale catalogue o f December 13, 1978, 

lo t 33. 

8. L o t 33. N o owner is given, and I do no t k n o w w h o they were. 

9. I want to t h a n k D a a n Cevat for hav ing discussed the pa in t i ng w i t h 

me and also R icha rd Herner o f Colnaghi ' s , w h o t o l d me o f the c i r cum­

stances su r round ing the firm's purchase o f the pa in t ing . 
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a n d he agreed t h a t i t m u s t be t h a t master 's earliest p a i n t ­

i n g , d o n e ca. 1470. T h i s a t t r i b u t i o n was c o n f i r m e d b y 

o the r s such as A l i s t a i r S m i t h . 1 0 

T h e o p i n i o n s g i v e n above , t h o u g h I bel ieve n o w t h a t 

t h e y are b o t h i n c o r r e c t , c lea r ly p o i n t i n t h e same direc­

t i o n , t h e n o r t h N e t h e r l a n d s , b u t t o t w o d i f fe ren t ci t ies . 

T h e St . B a r t h o l o m e w M a s t e r is p r e s u m e d t o h a v e been 

ac t ive i n U t r e c h t at t h e t i m e he w o u l d h a v e p a i n t e d such 

a p i c t u r e . G e e r t g h e n was , o f course , i n H a a r l e m . T h e r e is 

n o k n o w n c o n n e c t i o n b e t w e e n t h e t w o ar t is ts , b u t t he r e 

are e lements o f t r u t h i n b o t h a t t r i b u t i o n s . I t is at t h i s 

p o i n t , t he re fo re , t h a t we s h o u l d t a k e a close l o o k at t h e 

p i c t u r e i t se l f i n o r d e r t o f o r m o u r o w n o p i n i o n . 

D E S C R I P T I O N A N D C O M P O S I T I O N 

T h e subject is n o t q u i t e a Deposition, n o r a n y o f t h e 

s t a n d a r d phases o f t h e pass ion n o r m a l l y d e p i c t e d b y 

f i f t e e n t h - c e n t u r y ar t i s ts . I t has been descr ibed b y N i c o l e 

V e r o n e e - V e r h a e g e n 1 1 as " a n i n t e r m e d i a r y m o m e n t . . . 

w h e n Joseph o f A r i m a t h e a , assisted b y N i c o d e m u s , carries 

t h e c r u c i f i e d b o d y o f C h r i s t f r o m t h e cross t o t h e sepul­

c h r e fo r e n t o m b m e n t . M a r y seems t o de lay t h e m o u r n f u l 

p roces s ion i n o r d e r t o embrace he r s o n o n e last t i m e , 

w h i l e t h e M a g d a l e n also seems t o arrest t h e progress o f 

t h e g r o u p b y k n e e l i n g t ea r fu l l y i n f r o n t o f i t . " I t is s i m i l a r 

t o Rogier ' s f amous a l ta rp iece p a i n t e d fo r t h e F r a t e r n i t y o f 

C r o s s b o w m e n o f L o u v a i n a n d n o w i n M a d r i d (f ig . 4) . T h e 

M a d r i d a l ta rp iece a n d t h e G e t t y p a i n t i n g h a v e some 

deta i l s i n c o m m o n , such as t h e f igure o f t h e M a g d a l e n 

w r i n g i n g he r h a n d s o n t h e r i g h t , a n d o f course t h e fact 

t h a t b o t h scenes t ake place at t h e f o o t o f t h e cross. B u t 

t h e G e t t y c o m p o s i t i o n is m o r e o b v i o u s l y a p rocess ion : t h e 

figures o f Joseph o f A r i m a t h e a a n d N i c o d e m u s are ac tua l l y 

w a l k i n g , o r are a b o u t t o w a l k , w i t h t h e l i m p b o d y o f 

C h r i s t i n t h e i r a rms . 

T h e r e is n o d o u b t t h a t t h i s c o m p o s i t i o n — a s d i s t i n c t 

f r o m t h e c o m p o s i t i o n k n o w n i n t h e M a d r i d a l ta r—was i n 

i t se l f v e r y f amous i n t h e f i f t e e n t h a n d ear ly s i x t e e n t h cen-

10. I n The Burlington Magazine, Jan. 1980, p . 9 1 , i n a review o f the 

Brussels V a n der Weyden e x h i b i t i o n . 

11. N ico l e Veronee-Verhaegen, " T h e A r e n b e r g Lamentation" i n Bulle­

tin of the Detroit Institute of Arts, v . 4 1 , 1962, p . 64. M a d a m e Veronee-

Verhaegen has w r i t t e n more extensively o n the subject i n an article " T h e 

A r e n b e r g Lam zntation i n the D e t r o i t Ins t i tu te o f A r t s " i n Art Quarterly, 

X X V , 1962, pp. 295 ff. 

12. T h e b ib l iog raphy connected w i t h the lost compos i t ion by Rogier is 

very extensive. T h e first au thor to discuss i t was Fr iedr ich W i n k l e r , Der 

Meister von Flemalle und Rogier van der Weyden, 1913, pp. 81 ff. T h e most 

complete b ib l iog raphy is p robab ly tha t given by M i c h e l i n e C o m b l e n 

Sonkes, Dessins du X V e siecle: Groupe van der Weyden (Les Primatifs 

flamands, I I I , v . 5). 1969, p . 136. 

13. Musee d u L o u v r e , C a b i n e t des dessins, i n v . no . 20.666, 24 χ 35.7 

c m . T h e most t h o r o u g h discussion o f i t is i n Comblen-Sonkes , op. cit., 

tu r ies . A larger n u m b e r o f copies exist o f t h e M a d r i d a l t a r , 

b u t e n o u g h r e m a i n o f t h e o n e p re sen t ly u n d e r d i scuss ion 

t o a l l o w us t o assume t h a t i t was seen b y a n d k n o w n t o a 

large p u b l i c . T h e o r i g i n a l p a i n t i n g is n o w p r e s u m e d los t , 

b u t i t m u s t have been o n e o f t h e greatest m o n u m e n t s o f 

F l e m i s h p a i n t i n g d u r i n g its t i m e a n d — i f we c a n assume 

t h a t i t was b y R o g i e r — p r o b a b l y o n e o f h is m o s t f amous 

a l t a r s . 1 2 

Schola r s m i g h t s i m p l y h a v e c o n c l u d e d t h a t a l l o f t h e 

p a i n t i n g s t h a t d e m o n s t r a t e t h e i n f l uence o f t h i s c o m p o s i ­

t i o n were j u s t a d i s t a n t r e f l e c t i o n o f t h e L o u v a i n / M a d r i d 

Deposition were i t n o t fo r a d r a w i n g i n t h e L o u v r e ( f ig . 5) 

w h i c h a l m o s t c e r t a i n l y was c o p i e d d i r e c t l y f r o m t h e los t 

o r i g i n a l , w h e r e v e r i t was . 1 3 T h i s d r a w i n g , c o n s i d e r e d b y 

some t o be t h e w o r k o f V r a n c k e v a n der S t o c k t (ac t ive 

1 4 4 4 - d i e d 1495), Rogier ' s close assistant a n d successor as 

t h e o f f i c i a l p a i n t e r o f t h e c i t y o f Brussels, has a l l o f t h e 

e lements seen i n t h e G e t t y c o m p o s i t i o n i n exac t ly t h e 

same p o s i t i o n s . 1 4 T h e o n l y i m p o r t a n t e x c e p t i o n is t h e ab­

sence o f t h e cross i n t h e cen ter o f t h e d r a w i n g — t h o u g h 

the re is some s m u d g i n g w h i c h c o u l d i n d i c a t e t h a t i t was 

perhaps once t h e r e — a n d also t h e m i s s i n g l adder t o its lef t . 

( O n e m i g h t m e n t i o n also t h a t t h e p a i n t i n g inc ludes n u m ­

erous flowers a n d p l a n t s at b o t h sides a n d i n t h e fore­

g r o u n d t h a t d o n o t appear i n t h e d r a w i n g , b u t t h i s is n o t 

so s ign i f i can t . ) T h e reason fo r t h e m i s s i n g l adder is f a i r l y 

o b v i o u s : t h e d r a w i n g inc ludes a c o r n i c e o r f rame w h i c h 

r u n s a r o u n d t h e left side a n d ove r m o s t o f t h e t o p . I t is i n ­

d e n t e d i n t h e center w i t h arches r i s i n g o n each side t o 

enclose t h e angels seen h o v e r i n g w i t h c r o w n s o f t h o r n s 

a n d na i l s o f t h e cross i n each c o r n e r . T h i s m u s t h a v e been 

t h e o r i g i n a l shape o f t h e p a i n t i n g , a n d o n e c a n o n l y guess 

at t h e cause o f t h e i n d e n t a t i o n . T h e r e m a y have been a 

w i n d o w o r some o t h e r a r c h i t e c t u r a l i m p i n g e m e n t above 

i t . 1 5 I c a n n o t p o i n t t o a n o t h e r a l ta rp iece w i t h t h e same, o r 

s i m i l a r , des ign , a n d o n e m u s t c o n c l u d e t h a t i ts o d d f o r m 

was t h e resul t o f h a v i n g h a d t o place t h e a l tarp iece i n a 

c o n s t r i c t e d p o s i t i o n . I t w o u l d nave been n o r m a l fo r t h e 

pp. 134-139, no . C23 . I t was also inc luded i n Rogier van der Weyden, exh . 

Brussels, 1979, no . 24, pp. 159-160. 

14. T h e a t t r i b u t i o n to V a n der Stockt was made by P. Wescher, " T h e 

drawings o f V r a n k e van der S toc t" i n Old Master Drawings, v. 13, 1938, 

p . 3; i t was accepted by W i n k l e r i n Master Drawings, v . 3, 1965, p . 155, 

b u t rejected by others. 

15. N ico le Veronee-Verhaegen ( i n A r t Quarterly, X X V , p . 298) 

assumes tha t the shape o f the frame indicates tha t the or ig ina l compo­

s i t ion ( w h i c h she takes to be a carved w o o d group) was a "sort o f predella 

in tended to support a shrine or re l iquary u p o n the altar." N o n e o f the 

sculptured examples she gives, however , support this theory, and I t h i n k 

her theory tha t the L o u v r e d r a w i n g is copying a piece o f sculpture is er­

roneous. N o r do I t h i n k i t very l ike ly tha t any o f the pain ted copies were 

made f rom the L o u v r e d r a w i n g (see note 12). 
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Figure 1. Flemish Master, ca. 1500. Deposition, M a l i b u . 

m i d d l e o f t h e c o m p o s i t i o n t o p ro j ec t upwards—as i n t h e 

P r a d o Deposition—rather t h a n t h e c o n t r a r y . 1 6 T h e shape 

o f t h e o r i g i n a l is n o t f o u n d i n t h e G e t t y p a n e l n o r i n a n y 

o f t h e o t h e r copies. I n place o f t h e i n d e n t a t i o n , o u r a r t i s t 

has e x t e n d e d t h e cross a n d i n t r o d u c e d a l adder . O t h e r ­

wise t h e space is e m p t y . 

O n e i m p o r t a n t d e t a i l t h a t b o t h p a i n t i n g s have i n c o m ­

m o n is s o m e t h i n g t h a t o n e does not see: a b a c k g r o u n d . 

T h e r e is n o i n d i c a t i o n o n t h e d r a w i n g o f w h a t m i g h t have 

b e e n t h e r e , b u t t h e l i m i t e d a m o u n t o f space w o u l d h a v e 

a l l o w e d fo r v e r y l i t t l e . Because Rog ie r somet imes p laced 

h is figures i n a s h a l l o w space w h i c h he c losed o f f at t h e 

b a c k , as i f t h e y were p a i n t e d scu lp tu re s t a n d i n g i n a n i c h e , 

o n e m a y easily c o n c l u d e t h a t is w h a t was d o n e here . T h e 

b a c k g r o u n d o f t h e L o u v a i n / M a d r i d a l ta rp iece , fo r e x a m ­

ple , is g i l t b u t p a i n t e d t o l o o k l i k e t h e b a c k o f a s h a l l o w 

b o x m a d e o f w o o d . ( T h e s u p p o r t i n g beams are s h o w n . ) 

S o m e s i m i l a r effect was p r o b a b l y c rea ted i n t h e los t a l tar -

piece. T h e b a c k g r o u n d o f t h e G e t t y p a n e l m a y resemble 

t h e b a c k g r o u n d o f t h e los t o r i g i n a l . I t is g i l t w i t h a p a t t e r n 

o f do t s . T h e r e is n o a t t e m p t t o r ende r a b o x o r t o give a n y 

o t h e r i l l u s t r a t i o n o f a substance b e y o n d w h a t i t is. T h e 

same t y p e o f b a c k g r o u n d is f o u n d i n Rogier ' s Madonna i n 

t h e H u n t i n g t o n L i b r a r y i n S a n M a r i n o . T h e do ts are 

larger a n d m o r e p r o m i n e n t b u t h a v e bas ica l ly t h e same 

p a t t e r n . 

We s h o u l d n o t assume, o f course , t h a t a n y o f t h e above 

p roves t h a t t h e L o u v r e d r a w i n g was m a d e after a w o r k b y 

Rog ie r . B a c k g r o u n d s such as t h i s exist also i n t h e w o r k o f 

C a m p i n — i n t h e F r a n k f u r t f r agments , fo r example , a l ­

t h o u g h t h e g o l d b a c k g r o u n d has a p a t t e r n — a n d c o u l d 

have been f o u n d pe rhaps i n t h e w o r k s o f t h e m e m b e r s o f 

h is c i rc le o r a m o n g his f o l l o w e r s . B u t t h e types seen i n t h e 

d r a w i n g are so R o g i e r i a n , especial ly t h e M a g d a l e n w h i c h 

n e a r l y dup l ica tes t h e o n e i n t h e L o u v a i n / M a d r i d a l tar -

piece, t h a t t h e o r i g i n a l m u s t h a v e been a p r o d u c t o f t h e 

C a m p i n / R o g i e r t r a d i t i o n . A l s o t h e exis tence i n D e t r o i t o f 

a v e r s i o n i n w o o d (f ig . 6 ) — a t t r i b u t a b l e t o t h e s c h o o l o f 

16. A d r a w i n g o f Christ Carrying the Cross former ly i n the Becker col­

lec t ion has long been he ld to be a copy o f the left w i n g o f the lost altar-

piece. Its cornice and m o l d i n g correspond to those seen i n the Louvre 

d rawing , and i t is a s t rong i n d i c a t i o n tha t the o d d shape o f the frame 

seen i n the L o u v r e d r a w i n g was i n fact its o r ig ina l f o r m . I t is also a reason 

for bel ieving i t was a pa in t i ng and no t a sculptured group. T h e Becker 

d r a w i n g is reproduced i n the catalogue o f the Brussels e x h i b i t i o n , Rogier 

van der Weyden, 1979, p. 76, and i n M . C o m b l e n Sonkes, op. cit., 1969, 

pp. 121 ff., no . C 1 7 . 
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Figure 2. Detai l o f fig. 1. 
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Figure 3 Detai l of fig. 1. 



138 Fredericksen 

Figure 4. Rogier van der Weyden, Deposition. M a d r i d , 

Prado. 

Brusse l s 1 7 a n d d a t e d t o t h e t h i r d q u a r t e r o f t h e c e n t u r y -

helps t o p i n p o i n t t h e o r i g i n s o f t h e c o m p o s i t i o n a r o u n d 

t h e m i d d l e o f t h e c e n t u r y o r before a n d place i t i n t h e 

Brussels s c h o o l . 

Scho la r s h a v e a rgued fo r t h e past h a l f c e n t u r y a b o u t 

w h i c h o f t h e t w o c o m p o s i t i o n s — t h e L o u v a i n / M a d r i d a l t a r 

o r t h e los t o n e k n o w n f r o m t h e L o u v r e d r a w i n g — c a m e 

f i r s t . I t h i n k we c a n n o t answer such a q u e s t i o n ye t ; a n d i n 

a n y case, i t is n o t p a r t i c u l a r l y i m p o r t a n t fo r o u r discus­

s i o n . Suffice i t t o m e n t i o n t h a t t h e M a d r i d a l t a r is n o r ­

m a l l y d a t e d a b o u t 1434/35. 

O n e o t h e r v e r s i o n , o r r a t h e r p a r t i a l v e r s i o n , o f t h e c o m ­

p o s i t i o n exists t h a n c a n also pe rhaps be d a t e d p r i o r t o t h e 

e n d o f t h e c e n t u r y . 1 8 T h a t is a d r a w i n g f o r m e r l y i n t h e 

Eh le r s c o l l e c t i o n i n G o t t i n g e n a n d n o w i n t h e K u p f e r -

s t i c h k a b i n e t t i n B e r l i n ( f ig . 7 ) . 1 9 T h i s d r a w i n g is a c o p y o f 

t h e t w o w o m e n o n t h e r i g h t side o f t h e c o m p o s i t i o n , t h e 

k n e e l i n g M a g d a l e n a n d t h e h o l y w o m a n w i t h he r cape 

d r a w n o v e r h e r h e a d w h o h o l d s t h e j a r . T h e d r a w i n g f o l ­

l o w s t h e L o u v r e d r a w i n g a n d n o t t h e G e t t y p a i n t i n g . O n e 

o f t h e differences i n de ta i l s , fo r in s t ance , is t h e f o r m o f t h e 

j a r a l ready m e n t i o n e d . I n t h e L o u v r e d r a w i n g — a n d also 

t h a t i n B e r l i n — i t is a p l a i n c y l i n d e r - s h a p e d j a r w i t h a l i d . 

I n t h e G e t t y p a i n t i n g t h e r e is a n o r n a m e n t a l r i n g a r o u n d 

t h e m i d d l e . T h e r e are o t h e r differences: I n t h e t w o d r a w ­

ings t h e M a g d a l e n ' s b e l t is h e l d b y a s imp le c i r c u l a r b u c k l e ; 

i n t h e p a i n t i n g t h i s becomes a f l ower - shaped f o r m w i t h a 

l o n g c h a i n h a n g i n g t o t h e g r o u n d . A l s o , he r r o b e has a n 

17. See N . Veronee-Verhaegen i n Art Quarterly, X X V , pp. 295 ff. T h e 

sculpture is k n o w n to be f rom Brussels because i t carries the stamp of the 

sculptors ' gu i l d o f tha t c i ty . 

18. I am o m i t t i n g one p a i n t i n g tha t is related to the compos i t ion , b u t 

o n l y marginal ly . T h a t is the Deposition a t t r i b u t e d to V r a n c k e van der 

S tockt fo rmer ly i n a Brussels pr ivate co l lec t ion (cf. Art Quarterly, X X V , 

Figure 5. After Rogier van der Weyden (?), Deposition. 

Paris, Louvre . 

e labora te f l o r a l p a t t e r n h i g h l i g h t e d w i t h g o l d ; n e i t h e r 

d r a w i n g ind ica tes a n y p a t t e r n o n he r c l o t h i n g . 

T h e d r a w i n g i n B e r l i n serves t o s t r e n g t h e n t h e be l i e f 

t h a t t h e L o u v r e d r a w i n g has been m a d e d i r e c t l y f r o m t h e 

o r i g i n a l p a i n t i n g a n d t h a t b o t h d r a w i n g s g ive t h e best 

i n d i c a t i o n o f w h a t i t l o o k e d l i k e . T h e G e t t y p a i n t i n g has 

i n c l u d e d some s l igh t v a r i a t i o n s a n d m a y be t a k e n as be­

g i n n i n g t o dev ia te s o m e w h a t f r o m its p r o t o t y p e , a lbe i t i n 

m i n o r ways . B u t at t h i s p o i n t we m u s t also recognize t h a t 

t h e G e t t y p a i n t i n g deviates i n o n e i m p o r t a n t w a y f r o m 

t h e R o g i e r i a n o r i g i n a l , even i f i t r e m a i n s f a i t h f u l t o m o s t 

o f i ts deta i ls : t h e G e t t y p a i n t i n g is n o l onge r i n t h e Rogier ­

i a n t r a d i t i o n at a l l . A l t h o u g h i ts every f igure der ives f r o m 

mode l s c lear ly i n s p i r e d b y t h e elegance a n d r e l a t i v e l y 

angu la r grace o f Rogier ' s s tyle , t h e figures i n t h e G e t t y 

p a n e l are sho r t e r i n p r o p o r t i o n , fu l le r i n b r e a d t h , a n d i n 

genera l l a c k i n g i n a n g u l a r i t y . W h e r e a s t h e d r a w i n g s r ende r 

t h e draper ies w i t h a c r i sp s c u l p t u r a l q u a l i t y , t h e p a i n t i n g 

t ends t o r o u n d o u t a l l o f these c o n t o u r s . T h e l o n g , s lender 

f ingers o f t h e d r a w i n g s b e c o m e a l i t t l e sho r t e r i n t h e p a i n t ­

i n g ; t h e t h u m b s especial ly are f leshed o u t . T h e heads l i k e ­

wise are m a d e larger i n p r o p o r t i o n t o t h e i r bodies . T h e 

feet are subjec ted t o t h e biggest a l t e r a t i o n : t h e p o i n t e d 

t h i n G o t h i c sl ippers o f t h e L o u v r e d r a w i n g are rep laced b y 

t h i c k peasant - l ike b o o t s i n t h e p a i n t i n g . A l l o f these de­

ta i ls suggest t h a t a n a r t i s t ou t s ide t h e Brussels t r a d i t i o n 

was respons ib le fo r t h e G e t t y p a n e l . I n o t h e r w o r d s , t h e 

a r t i s t has r e n d e r e d a c o m p o s i t i o n o f t h e Brussels c o u r t l y 

s tyle i n t o t h e m o r e h u m b l e m a n n e r o f h is o w n r e g i o n . 

1962, p. 307, f ig. 12). I t appears to have been inf luenced by the lost altar-

piece b u t has almost no details i n c o m m o n w i t h i t . 

19. Kupfers t ichkabine t t i n v . no . 17.694, 23.5 χ 12.9 cm. See M . C o m -

b len Sonkes, op. cit., 1969, pp. 140 -1 , no . C 2 4 , for the most complete 

discussion. 
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Figure 6. School of Brussels, Deposition. Det ro i t , Institute 

of A r t s . 

L A T E R COPIES A N D V A R I A T I O N S 

A series o f p a i n t i n g s exists t h a t repeats t h i s same c o m ­

p o s i t i o n e i the r e n t i r e l y o r i n p a r t . T h e da te is genera l ly 

s o m e w h a t u n c e r t a i n , b u t a l l b u t o n e w o u l d seem t o be 

f r o m t h e ear ly decades o f t h e s i x t e e n t h c e n t u r y . T h e y are 

i m p o r t a n t for w h a t t h e y c a n t e l l us a b o u t t h e la ter i n ­

f luence o f t h e c o m p o s i t i o n . T h e copies are as f o l l o w s : 

1. France, Private collection (fig. 8) 

A t r ip tych , w i t h the Deposition i n the center and 

Christ Carrying the Cross and the Resurrection o n the 

wings. (The reverse sides o f the wings show Christ be­

fore Pilate.) The center section measures 116 χ 76 cm. 2 0 

This altarpiece has been at t r ibuted to the Master o f 

Frankfurt , but i t has also been called a copy after that 

master. 2 1 I have not seen the or iginal , but to judge 

from the reproduct ion available to me, its style is that 

o f the Frankfurt Master, and i t may well be an origi­

na l . 2 2 The composit ion of the Deposition corresponds 

very closely to that of the drawing and the Get ty pan­

el except for the addi t ion of a landscape i n the back­

ground. For reasons explained below, I believe that i t , 

or the lost original f rom w h i c h i t derives, served as the 

model for the fol lowing paint ing. 

2. Watervliet (Province of Oostvlaanderen, Belgium), 

O . L . Vrouwkerk (fig. 9). 

A t r ip tych of w h i c h the central section w i t h the Depo­

sition measures 238.5 χ 236 cm. As above, the wings 

Figure 7. After Rogier van der Weyden (?), Mary Magdalen 

and a Holy Woman. Ber l in , Kupferstichkabinett . 

show Christ Carrying the Cross and the Resurrection, 

w i t h Christ before Pilate o n the reverse. This large 

altarpiece was formerly at t r ibuted to the Master of 

Frankfurt like the preceding work , but more recently 

to a so-called Master of Wate rv l i e t 2 3 I t is very beauti­

fully painted and has been the subject o f much discus­

sion. The composit ion corresponds b o t h to the Louvre 

drawing and to the Get ty panel insofar as the figures 

are concerned. But two or three heads have been 

changed, and a figure, probably a self-portrait of the 

artist, has been added on the r ight . Moreover, the 

composit ion has been extended to the top, al lowing 

the cross to be included i n its entirety. The figure of a 

young man has been placed o n the ladder br inging 

d o w n the c rown of thorns. A n extensive landscape 

has been added i n the background, and a pile of 

bones is found i n the foreground. Because the wings, 

b o t h front and back, appear to be free variations of 

20. Published i n Chefs-jd'oeuvre de la curiosite du monde, 2e exp. i n t . de 
la C . I . N . O . A . , Paris, Musee des A r t s Decoratifs , 1954, no . 25. I t is sup­
posed to have come f rom the co l lec t ion o f Miss Venet ia B u d d i c o m , 
Pendehew H a l l , F l in t sh i re . I n 1954 i t belonged to Colnaghi ' s . 

2 1 . For a discussion o f the a t t r i b u t i o n and its re la t ionship to the 
Waterv l ie t t r i p t y c h , see Paul Vanaise, " D e Meester van Waterv l ie t en zijn 
N o o d Gods" i n Institut Royal du Patrimoine Artistique, Bulletin, I X , 1966, 
pp. 24-25, and N . Veronee-Verhaegen, " Iconographie" , pp. 43-46 . 

22. A fur ther p r o o f o f this is given by a pa in t i ng i n A n t w e r p (no. 568), 

w h i c h is defini tely by the Master o f Frankfur t and w h i c h also depicts 
Christ Carrying the Cross. I t is very similar i n character to the left w i n g o f 
the t r i p t y c h i n France and was itself the left w i n g o f a now dismembered 
and un iden t i f i ed t r i p t y c h . T h a t lost t r i p t y c h probably was composed i n a 
manner similar to the one i n France. 

23. T h e Waterv l ie t t r i p t y c h has been publ ished at considerable length 
i n the Bulletin o f the Institut Royal du Patrimoine Artistique, I X , 1966. A 
series o f articles there discussed every aspect o f the altarpiece and its 
possible au thor as wel l as g iv ing its b ib l iography . 
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Figure 9. Master o f Watervliet , Triptych with the Deposition. Watervliet (Belgium), O . L . V r o u w k e r k . 

Figure 8. Master o f Frankfurt (?), Triptych with the Deposition. France, Private Col lec t ion . (From Burlington Magazine, 1956) 
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the wings o n the preceding t r ip tych , I believe i t is 

probable that the Watervliet version was based o n 

that t r ip tych or a lost var ia t ion of i t . I t wou ld be i l ­

logical to reverse the order because the composit ion of 

the smaller French Deposition is sti l l very close to the 

source i n detai l . 2 4 

3. New York, Ernst Schwartz collection (formerly) (fig. 

10) 

Sold at Christie's i n L o n d o n o n June 26, 1959 and 

later o n November 24, 1961. I t measures 109 χ 71 cm. 2 5 

A t one time i n the collection of Sir John Twisden, 

Bradbourne, East M a i l i n g , Kent . The composi t ion is 

loosely based upon the altarpiece at Watervliet (no. 2) 

above, bu t the figures are extensively altered and the 

landscape is very different. I t has likewise been at tr ib­

uted to the Master of Frankfurt , bu t this is surely 

wrong. I t seems to be very well painted, however. 

4. Naples, Capodimonte , no. 8 (fig. 11) 

The dimensions are 82 χ 82.5 cm. I t was acquired w i t h 

the collection of Domenico Barbaia i n 1841 as by 

"Luca d'Olanda," i.e. Lucas van Leyden. 2 6 A l l of the 

figures correspond to those i n the Get ty paint ing, and 

the composit ion differs only i n the addi t ion of a land­

scape background and an increased height, a l lowing 

for the top of the cross to be included and causing the 

two angels to be raised. Its quali ty is not high. 

5. Schwerin, Mecklenburgisches Landesmuseum, no. 253 

(fig. 12) 

Dimensions: 74.5 χ 88.7 c m 2 7 Very much like the pre­

ceding composit ion but lacking the top of the cross 

and w i t h the angels lower. The landscape is not the 

same as i n any of the above versions. 

6. Strasbourg, Musee des Beaux-Arts, no. 188 (fig. 13) 

Dimensions: 49 χ 47 cm. 2 8 Acqu i red i n V ienna f rom 

the dealer Mie thke i n 1890. Destroyed by fire i n 1947. 

A l l of the figures o n the r ight side are changed from 

the original , and the cross is now placed further back 

in to the landscape. The landscape does not corre­

spond to any of those above, and the entire paint ing 

is more spatial. 

7. Bruges, A . van Acker collection (fig. 14) 

Dimensions: 64 χ 90 c m 2 9 This is a later copy of medi-

24. P. Vanaise (op. cit., pp. 24-25, especially note 1) had already come 

to the same conclus ion . 

25. I n the 1959 sale i t was lo t 34, and i n the 1961 sale i t was lo t 132, i n 

b o t h cases sold as by the Master o f Frankfur t . I t was first a t t r i bu t ed to 

the Frankfur t Master by W . R . Va len t ine r i n 1940, and publ ished by h i m 

i n Art Quarterly, v . 8, 1945, pp. 207, fig. 4. 

26. See A . Fi langier i d i C a n d i d a , " L a Gal ler ia Nazionale d i N a p o l i " i n 

Le Gallerie Nazionali ltaliane, V , 1902, p . 254, no . 2. 

27. Ca l l ed Flemish school , ca. 1500 i n the museum. Published by N . 

Veronee-Verhaegen i n Art Quarterly, 1962, p . 303, fig. 8. 

28. M . J . Fr iedlander , Early Netherlandish Painting, I I , 1967, no . 94d. I t 

appears i n the 1909 Strasbourg catalogue as no . 63, south Ne the r l and i sh 

master, early s ixteenth century. 

29. Published by N . Veronee-Verhaegen i n Art Quarterly, 1962, p. 305, 

fig. 10, as by a "fol lower o f Pieter Coecke van Aels t . " 

Figure 10. Flemish early sixteenth century. Deposition. 

New York , Schwarz Col lec t ion . 

Figure 11. Flemish early sixteenth century. Deposition. 

Naples, Capodimonte . 



Figure 12. Flemish early sixteenth century. Deposition. 

Schwerin, Staatliches Museum. 

Figure 13. Flemish early sixteenth century. Deposition. 

Strasbourg, Musee des Beaux-Arts. 

Figure 14. Flemish early sixteenth century. Deposition. 

Bruges, V a n Acker Col lec t ion . (From Art 

Quarterly, 1962) 

Figure 16. Ambrosius Benson (?), Deposition. Spalding, 

Turner Col lec t ion . (From Mar l ie r , Ambrosius 

Benson, p i . XI I ) 

Figure 15. Ambrosius Benson (?), Triptych with the Deposi­

tion. Formerly L o n d o n , Spanish A r t Gallery. 

(From Mar l ie r , Ambrosius Benson, p i . XI I ) 
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Figure 17. School of M a r t i n Schongauer, Deposition. U l m Munster . (From Oud-Holland, 1939) 

ocre quality i n wh ich all of the figures correspond to 

the original , bu t the crosss and the f lying angels have 

been removed. I t also has a landscape. 

8. L o n d o n , Spanish A r t Gallery (formerly) (fig. 15) 

Dimensions: 6 1 x 8 9 cm. including frame. 3 0 I t was 

painted perhaps by Amrosius Benson and is dated 

1538. I t is a very liberal copy only loosely based o n 

our composit ion. 

9. Spalding, C.F. Turner collection (fig. 16) 

Dimensions: 92 .5x67 .5 cm. 3 1 Possibly by Ambrosius 

Benson and perhaps datable i n the 1530's. As w i t h the 

previous paint ing, i t is a very free version w i t h very 

few details i n common w i t h the original . 

10. U l m , Munster (fig. 17) 

Dimensions: 20.2 χ 44 c m 3 2 This copy is found i n the 

predella of a small sculpted altarpiece whose stylistic 

origins are apparently f rom the area of the upper 

Rhine. The central sculpture group depicts the Cruci­

fixion w i t h three crosses, Mary , John, and the Magda­

len. O n the left wing are Christ at Gethsemene and 

Christ before Pilate, copied after Schongauer's engrav­

ings B.9 and B.14. The r ight wing includes the Ecce 

Homo and Christ Carrying the Cross, likewise copied 

after Schongauer's engravings B.15 and B.16. A l l of 

the paintings, inc luding the predella, can be presumed 

to have been painted by a member of Schongauer's 

circle because the technique much resembles his. I t is, 

i n fact, possible that its author was Ludwig Schon­

gauer, Mar t in ' s younger brother, who was a resident 

of U l m between 1479 and 1486. This must remain just 

speculation, however, since no documented paintings 

by Ludwig Schongauer are k n o w n . 

The importance of the paint ing does not lie i n its 

quali ty but i n its presumed date, origins, and some 

stylistic details. I t has often been stated that the altar-

piece was dedicated i n 1484, a fact that remains to be 

proven. 3 3 However, i t seems fairly certain that i t dates 

at least f rom the 1480's—probably w i t h i n a few years 

of Schongauer's engravings—and therefore is almost 

certainly the earliest of the copies listed here. As w i l l 

be seen, i t probably also predates the Getty panel. 

Hav ing noted this, and knowing how much Schon­

gauer was influenced by Rogierian prototypes wh ich 

he must have seen while traveling i n Burgundy dur ing 

the late 1460's, one might expect that the U l m copy 

wou ld be particularly faithful to Rogier's original . 

However, i t does not correspond particularly closely 

to the Louvre drawing. The heads of John and Mary , 

the headdress of the man (Joseph or Nicodemus) next 

to John, and many other details differ f rom the draw­

ing. Nevertheless, they do have one impor tan t detail 

i n common: the pointed shoes. O f all the painted ver­

sions, the U l m predella is the only one to retain this 

remnant of court ly style. The entire composit ion, of 

30. See Georges M a r l i e r , Ambrosius Benson, 1957, no. 7, pp. 282-3, p i . 

X I I , w i t h provenance and b ib l iography . I t was later sold at Chris t ie 's , 

Feb. 1, 1952, no . 62, bough t by Evans. 

3 1 . See M a r l i e r k , op. cit., 1957, no . 47, p . 294, p i . X I I . 

32. W i n k l e r i n 1913 (Der Meister von Flemalle und Rogier van der 

Weyden, p . 85) was the first to connect the predella w i t h Rogier's lost 

o r ig ina l . I t is discussed i n various places, the most relevant being J. 

Baum, "Nieder landische E i n w i r k u n g e n auf die U l m e r Male re i des spaten 

15. Jahrhunder t s" i n Oud-Holland, L I I , 1935, pp. 3 0 - 3 1 . See also note 29. 

33. Beginn ing w i t h R. Pfleiderer, Das Munster, 1890, p . 89, this date is 

men t ioned . He says "angebl ich 1484 gestiftet." T h i s is repeated i n various 

books such as J. Baum, Die Ulmer Plastik um 1500, 1911, p. 43; G . O t t o , 

Die Ulmer Plastik der Spatgotik, 1927, p . 16; and most recently by Her­

m a n n T u c h l e , " D i e Mi ins te ra l t a re des Spatmit te la l ters" i n 600 Jahre 

Ulmer Munster, Festschrift, 1977, pp. 126 ff. N o n e o f these books give a 

source, however, and i t seems to be an undocumen ted t r a d i t i o n . I t is no t 

even k n o w n w h e n the altar entered the Muns t e r . 
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Figure 18. Detai l o f fig. 1. 

course, reflects Schongauer's sense of p ropor t ion and 

does not finally strike one as much more Rogierian 

t han the Get ty panel, bu t i t stands apart f rom the 

previous versions i n other ways. The woman w i t h a 

jar at the r ight wears red, for instance; i n all of the 

other versions she is dressed i n deep blue. 

11. Germany, E. Brandts collection (formerly) 

Dimensions: 5 0 x 4 4 cm. W i n k l e r 3 4 i n 1913 referred to 

this picture w h i c h had been exhibited i n Wiesbaden i n 

1910 and ment ioned by W. Cohen i n a review of that 

exh ib i t i on . 3 5 They describe i t as corresponding to the 

Naples version (no. 4) i n composit ion, bu t so far as I 

k n o w i t has never been reproduced and I have not 

traced i t . The dimensions indicate that i t was slightly 

vertical i n format and of about the same proport ions 

as the Strasbourg version (no. 6), the smallest of the 

group. I t cannot be identical w i t h any of the versions 

listed above. 

O t h e r copies , o r p a r t i a l copies , m a y w e l l exis t , b u t t h e 

above l is t is e n o u g h t o h e l p us general ize s o m e w h a t a b o u t 

t h e i n f l u e n c e o f t h e c o m p o s i t i o n . 3 6 T h e m o s t i m p o r t a n t 

34. W i n k l e r , op. cit. , p . 86. 

35. C o h e n i n Cicerone, 1910, p . 222. T h e pa in t i ng was no . 46 i n the 

e x h i b i t i o n (a copy o f the catalogue is i n the V i c t o r i a and A l b e r t M u s e u m 

i n L o n d o n ) , and i t was a t t r i bu t ed to a Ne the r l and i sh master o f the six­

teen th century . 

r e v e l a t i o n , a n d o n e t h a t has been o v e r l o o k e d u n t i l n o w , is 

t h e fact t h a t v i r t u a l l y a l l o f t h e copies above f o l l o w t h e 

c o m p o s i t i o n as i t is k n o w n i n t h e G e t t y p a n e l a n d n o t t h e 

L o u v r e d r a w i n g . We h a v e a l ready n o t e d some o f t h e dis­

crepancies b e t w e e n t h e t w o , b u t b e y o n d t h e differences i n 

d e t a i l , t h e r e is a basic d ive rgence i n s ty le . T h e faces o f t h e 

p a r t i c i p a n t s , as we have seen, are n o t R o g i e r i a n ; a n d t h e 

copies l i s t ed above , w i t h o n l y a few excep t i ons , repeat 

those i n t h e G e t t y p a i n t i n g . T h o s e t h a t d o n o t c e r t a i n l y 

c o p y t h e types o f t h e G e t t y v e r s i o n are so free i n t h e i r i n ­

t e r p r e t a t i o n t h a t i t is d i f f i c u l t t o say f r o m w h e n c e t h e y 

t a k e t h e i r i n s p i r a t i o n . O n l y t h e U l m v e r s i o n breaks t h i s 

p a t t e r n . A t t h e same t i m e , t h e U l m v e r s i o n was n o t 

p a i n t e d i n t h e N e t h e r l a n d s — i n t h e g r o u p i t is p r o b a b l y 

u n i q u e i n t h i s respec t—and i t o b v i o u s l y d i d n o t serve as a 

source fo r t h e o t h e r s . 

I t m u s t be emphas ized here t h a t o n e s h o u l d n o t assume 

t h a t a l l o f t h e copies were t a k e n d i r e c t l y f r o m a s ingle 

source. S o m e o f t h e m b o r r o w e d f r o m each o t h e r . A s m e n ­

t i o n e d above , t h e S c h w a r z v e r s i o n ( n o . 3) , w h i c h is also 

t h e m o s t m a n n e r e d , o r I t a l i a n a t e , is d e r i v e d f r o m t h e o n e 

at W a t e r v l i e t ( n o . 2), a n d t h e o n e at W a t e r v l i e t i n t u r n 

der ives f r o m t h e o n e i n F rance ( n o . 1). B u t t h i s d e t a i l is 

r e l a t i v e l y u n i m p o r t a n t . T h e fact is t h a t n o n e o f t h e p a i n t ­

ings , e x c e p t i n g pe rhaps t h e U l m p rede l l a , o b v i o u s l y f o l ­

l o w s t h e R o g i e r i a n p r o t o t y p e . 

I t becomes , the re fo re , o f some i m p o r t a n c e t o ascer ta in 

w h e t h e r t h e G e t t y v e r s i o n is t h e earl iest o f t h e N e t h e r ­

l a n d i s h vers ions . T h i s p o i n t m a y p r o v e t o be w o r t h y o f 

l e n g t h i e r debate , b u t i t w o u l d seem f a i r l y l i k e l y never­

theless. T h e G e t t y v e r s i o n is, m o s t i m p o r t a n t l y , t h e o n l y 

v e r s i o n w i t h a g o l d b a c k g r o u n d ; a l l o f t h e o the r s h a v e 

landscapes. A t t h e v e r y least t h i s makes i t t h e m o s t ar­

c h a i z i n g . F o r reasons t h a t w i l l be g i v e n i n m o r e d e t a i l 

b e l o w , I be l ieve t h e G e t t y p a n e l m u s t da te a b o u t 1500, o r 

pe rhaps d u r i n g t h e 1490's. N o n e o f t h e F l e m i s h copies has 

ever been d a t e d before 1500, a n d i t is l i k e l y t h a t n o n e is 

ear l ier t h a n 1510. N o r is a n y o f t h e m , w i t h t h e possible 

e x c e p t i o n o f t h e W a t e r v l i e t v e r s i o n , o f be t t e r q u a l i t y ; t h a t 

v e r s i o n has been r e c e n t l y d a t e d ca. 1515. 

S o m e f u r t h e r s u p p o r t fo r t h e p r i m a c y o f t h e G e t t y ver­

s i o n is l e n t b y i n f r a r e d p h o t o g r a p h y w h i c h ind ica tes t h a t 

t h e a r t i s t m a d e a n u m b e r o f changes i n t h e p l a c e m e n t o f 

t h e f igures. T h e m a j o r i t y o f t h e faces h a v e been subs tan­

t i a l l y a l t e red o r m o v e d — t h e excep t ions b e i n g those o f 

C h r i s t , N i c o d e m u s , Joseph o f A r i m a t h e a , t h e u n k n o w n 

36. W i n k l e r (op. cit., p . 86) refers to a p a i n t i n g i n the Provinzia l -

museum i n B o n n tha t should be related to the compos i t i on i n quest ion, 

b u t he does no t give its number or any details. H e was p robab ly referr ing 

to the p ic ture later a t t r i bu t ed to the Master o f F rankfu r t i n the 1927 

catalogue as no . 132. Its r e la t ion to the V a n der Weyden compos i t ion , 

however , is ha rd ly w o r t h m e n t i o n i n g . 
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m a n o n t h e r i g h t , a n d t h e angels. T h e o the r s , such as 

J o h n (f ig . 30) a n d M a r y (f ig . 33) s h o w cons ide rab le change . 

A l l t h r ee o f t h e females o n t h e r i g h t side (figs. 3 4 - 3 5 ) have 

l ikewise been a l t e red b e t w e e n t h e t i m e o f t h e u n d e r d r a w -

i n g — w h i c h is exposed b y t h e i n f r a r e d — a n d t h e e x e c u t i o n 

i n p a i n t . T h e r e is also a p r o m i n e n t pentimento i n t h e 

h a n d s o f t h e M a g d a l e n (f ig . 35) . 

T h e r e are also t w o v e r y s t r i k i n g changes i n t h e l o w e r 

p a r t o f t h e p i c t u r e . T h e s k u l l o n t h e g r o u n d has been 

m u c h en la rged b y t h e a r t i s t , a n d t h e b o o t fu r thes t t o t h e 

left o f t h e s k u l l has been revised ( f ig . 31) . T h i s l a t t e r d e t a i l , 

as w i l l be seen la ter , is o f some i m p o r t a n c e ; i t is u n f o r ­

t u n a t e l y r a t h e r d i f f i c u l t t o see exac t ly w h a t change has 

t a k e n place, b u t i t w o u l d appear t h a t t h e a r t i s t p a i n t e d 

t h e e n t i r e leg r e d , t h e same c o l o r t h a t is exposed at t h e 

t h i g h , a n d t h e n dec ided t o p a i n t a l i g h t - c o l o r e d legging , o r 

s t o c k i n g , ove r i t . T h i s m u c h is a p p a r e n t t o t h e n a k e d eye, 

b u t t h e x - r ay ( f ig . 31) suggests t h a t t h i s f o o t once h a d a 

p o i n t e d toe . I t is n o t possible t o be c e r t a i n a b o u t t h i s 

d e t a i l , b u t t h e shape was c lear ly t h i n n e r at o n e t i m e a n d 

closer t o t h e f o r m seen i n t h e L o u v r e d r a w i n g . N o n e o f 

these pentimenti are so large as t o p r o v e t h a t t h e G e t t y 

p a n e l is t h e f i r s t o f t h e vers ions t o dev ia t e f r o m Rogier ' s 

o r i g i n a l . T h e y m i g h t also be seen as n o t h i n g m o r e t h a n 

"ad jus tmen t s . " We d o n o t k n o w w h e t h e r a n y o f t h e o t h e r 

vers ions , such as t h e o n e at W a t e r v l i e t , h a v e a n y c o m ­

pa rab l e a l t e r a t i ons . B u t t h e y i m p l y s o m e t h i n g m o r e t h a n 

a copy i s t at w o r k . 

I f we accept t h e a r g u m e n t t h a t t h e G e t t y v e r s i o n is t h e 

earliest o f t h e p a i n t e d copies, i t becomes the re fo re t h e best 

c a n d i d a t e fo r b e i n g t h e source fo r t h e o t h e r s . I t is conce iv ­

able t h a t t he r e was a m i s s i n g p a i n t i n g — o n e o t h e r t h a n 

t h e o n e b y R o g i e r — t h a t served as a m o d e l fo r a l l o f t h e m , 

i n c l u d i n g t h e G e t t y p a n e l . Never the less , i t seems t o m e 

e q u a l l y , i f n o t m o r e , p laus ib le t h a t t h e G e t t y p a i n t i n g was 

t h a t source. T h e s t r o n g i m p l i c a t i o n is t h a t t h e R o g i e r i a n 

o r i g i n a l was e i the r m o v e d o r d e s t r o y e d a l ready b y t h e e n d 

o f t h e f i f t e e n t h c e n t u r y . 

T H E A R T I S T O F T H E G E T T Y P A N E L 

T h e c o n c l u s i o n s d r a w n above m a y t a k e o n m o r e sub­

stance i n t h e course o f t r y i n g t o d e t e r m i n e m o r e exac t ly 

b o t h w h e r e a n d w h e n t h e G e t t y p a n e l o r i g i n a t e d . A s 

n o t e d above , t h e i n i t i a l o p i n i o n s p o i n t e d t o w a r d t h e 

n o r t h - N e t h e r l a n d s , a n d i t w o u l d be pe rhaps m o s t c o n v e ­

n i e n t t o b e g i n t h e search t h e r e . 

T h e p r i n c i p a l cen ter o f N o r t h - N e t h e r l a n d i s h — o r 

" D u t c h " — p a i n t i n g i n t h e la te f i f t e e n t h c e n t u r y was H a a r ­

l e m , b u t t o m y m i n d , t he r e are o n l y a few detai ls i n t h e 

G e t t y p a n e l t h a t s u p p o r t a c o n n e c t i o n w i t h t h e s c h o o l o f 

H a a r l e m . T h e y deserve, h o w e v e r , some d iscuss ion . O n e o f 

Figure 19. Geertghen tot Sint Jans, St. John in the Wilder-

ness. V ienna , Kunsthistorisches Museum. 

these deta i ls is t h e f igure o n t h e r i g h t , t h e h o l y w o m a n 

w i t h a care fu l ly pressed w i m p l e a n d a b l a c k cape p u l l e d 

ove r he r h e a d , w h o de l ica te ly h o l d s a j a r i n he r h a n d s (f ig . 

18) . H e r features are r e m a r k a b l y l i k e those p a i n t e d b y 

G e e r t g h e n , r o u n d , s m o o t h , a n d s i m p l i f i e d . She is espe­

c i a l l y r e m i n i s c e n t o f Gee r tghen ' s St. John i n V i e n n a ( f ig . 

19) . H e r h a n d s also resemble those o f J o h n . A n o t h e r 

s ty l i s t ic d e t a i l i n t h e G e t t y p a n e l t h a t reflects t h e a r t o f 

G e e r t g h e n are t h e prof i les seen o n J o h n t h e Evange l i s t , 

M a r y , a n d t h e M a g d a l e n . S u c h prof i les , w i t h l o n g sha rp 

noses, occu r o f t e n i n Gee r tghen ' s p a i n t i n g s such as t h e 

Raising of Lazarus i n t h e L o u v r e . 

Gee r tghen ' s f igure o f St . J o h n has o n e m o r e a n a t o m i c a l 

d e t a i l f o u n d i n t h e G e t t y p a n e l : h is feet are l i k e those 

f o u n d o n t h e dead C h r i s t — l o n g , b o n y , a n d v e r y large. 

O n e m a y w e l l d o u b t t h a t feet differ so m u c h f r o m o n e 

p a i n t e r t o a n o t h e r , b u t t h e feet p a i n t e d b y t h e ar t is ts o f 

t h e n o r t h - N e t h e r l a n d s have a de f in i t e charac te r . I f o n e 

compares those we h a v e m e n t i o n e d above t o those i n Jan 
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Figure 20. Cornells Engelbrechtsz., Deposition. Ley den, Stedelijk Museum "De Lakenhal ." 

M o s t a e r t ' s w o r k , o r those o f Enge lb rech t sz ' C h r i s t i n t h e 

Deposition i n L e y d e n ( f ig . 20), o n e i n s t a n t l y sees t h e resem­

b l a n c e . Enge lb rech t sz was f r o m L e y d e n , b u t h is w o r k 

shows t h e i n f l u e n c e o f G e e r t g h e n v e r y s t r o n g l y , a n d a l l o f 

t h e deta i ls m e n t i o n e d above , i n c l u d i n g t h e o v a l faces w i t h 

l o n g p o i n t e d noses a n d t h e b i g feet, appear i n h i s w o r k . 

A n o t h e r i n t e r e s t i n g d e t a i l is t h e shoes w o r n b y Joseph 

o f A r i m a t h e a a n d N i c o d e m u s . F r i e d l a n d e r 3 7 n o t e d a l ready 

a change o f f a s h i o n i n t h e w o r k o f a n o t h e r H a a r l e m ar t i s t 

t h a t is r e l e v a n t t o t h i s e l emen t i n t h e G e t t y p a i n t i n g . I n 

t r a c i n g t h e d e v e l o p m e n t o f t h e so-cal led M a s t e r o f t h e 

T i b u r t i n e S i b y l , a n o l d e r a r t i s t ac t ive d u r i n g t h e last t h r ee 

decades o f t h e c e n t u r y , he n o t e d t h a t t h e master 's earliest 

p a i n t i n g , t h e o n e i n F r a n k f u r t ( f ig . 21) t h a t gave h i m his 

n a m e a n d w h i c h is t h o u g h t t o h a v e o r i g i n a t e d i n L o u v a i n , 

s h o w e d t h e p a r t i c i p a n t s i n shoes w i t h a p o i n t e d shape, 

w h i l e h is la te r w o r k s — d o n e p r e s u m a b l y i n H a a r l e m — 

s h o w e d larger , r o u n d e d shoes o f a v e r y d i f f e ren t taste. T h e 

F r a n k f u r t p a i n t i n g was p r o b a b l y p a i n t e d d u r i n g t h e la te 

1470's , 3 8 a n d t h e s tyle o f c l o t h i n g co r r e sponds t o w h a t o n e 

w o u l d expect i n t h e t r a d i t i o n o f Rog ie r o r B o u t s , a n d m o s t 

p r o b a b l y ref lec ted taste i n t h e s o u t h e r n N e t h e r l a n d s i n 

centers l i k e Brussels o r L o u v a i n . T h e la ter p ic tu res b y t h e 

same master—i.e . t hose t h a t are t h o u g h t t o h a v e been 

p a i n t e d ca. 1485/95 i n H a a r l e m 3 9 a n d w h i c h s h o w t h e 

in f l uence o f G e e r t g h e n — i n c l u d e less e legant shoes. T h e 

best e x a m p l e is t h e Marriage of the Virgin i n t h e J o h n s o n 

37. M . J . Fr iedlander , Early 'Netherlandish Painting, 111, 1968, p . 4 1 . 

38. Snyder , op. cit., pp . 51-52. 

c o l l e c t i o n ( f ig . 22) i n w h i c h t h e m a n o n t h e lef t , pe rhaps 

a d o n o r , is w e a r i n g v e r y b u l k y , t h o u g h perhaps n o t u n ­

c o m f o r t a b l e , l ea ther shoes fo r w h i c h I k n o w o f n o p a r a l l e l 

i n s o u t h e r n F l e m i s h a r t o f t h e f i f t e e n t h c e n t u r y . 4 0 S n y d e r 

suggests these shoes were i n v e n t e d b y G e e r t g h e n . I t h i n k 

i t is m o r e p r o b a b l e t h a t t h e y were s i m p l y t h e style i n t h e 

n o r t h e r n p r o v i n c e s , o r at least i n H a a r l e m , b e g i n n i n g 

a b o u t 1485/90. Perhaps t h e y c o u l d be seen a l ready as a 

r e f l e c t i o n o f t h e difference i n n a t i o n a l cha rac te r t h a t was 

d e v e l o p i n g b e t w e e n t h e n o r t h a n d t h e s o u t h o r at least as 

a s ign t h a t t h e y were p a i n t e d i n a t o w n t h a t was bas ica l ly 

m o r e a g r a r i a n i n n a t u r e t h a n c o u r t - l i k e . These shoes re­

semble those f o u n d o n t h e feet o f N i c o d e m u s a n d Joseph 

o f A r i m a t h e a i n t h e G e t t y p a n e l . T h e y are n o t i d e n t i c a l , 

b u t i n a s i m i l a r s tyle . T h e G e t t y shoes are p r e s u m a b l y 

lea ther sl ippers w h i c h are t h e n in se r t ed i n t o a s t rap at­

t a c h e d t o w o o d e n clogs, m u c h l i k e shoes w o r n b y D u t c h 

a n d F l e m i s h farmers t o d a y . I t is i n t e r e s t i n g t o reca l l t h a t at 

least o n e o f t h e feet i n t h e G e t t y p i c t u r e , t h e o n e o n t h e 

left , appears i n a n x - r ay (f ig . 31) t o have been a l t e red , pos­

s ib ly f r o m a p o i n t e d s l ipper t o t h e c logged b o o t t h a t o n e 

sees n o w . T h i s a l t e r a t i o n m i g h t ju s t i n d i c a t e t h a t i t was 

p a i n t e d at a t i m e w h e n t h e f a s h i o n was c h a n g i n g . O r per­

haps t h e a r t i s t began t o f o l l o w Rog ie r a n d t h e n c h a n g e d 

his m i n d . I n a n y case, I be l ieve t h a t such shoes d i d n o t 

become c o m m o n p l a c e m u c h before 1490, a n d I d o u b t t h a t 

o u r p a i n t i n g c a n poss ib ly p reda te t h i s year b y v e r y m u c h . 

39. Snyder, op. cit., pp. 49-55 , dates t h e n sl ightly earlier t h a n Fried­

lander. 

40. Ibid., p . 52. 
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Figure 21. Master of the T ibu r t i ne Sibyl , Augustus and the 

Tiburtine Sibyl. Frankfurt , Stadelsches Kunst-

inst i tut . 

N o n e o f t h i s helps m u c h i n i d e n t i f y i n g t h e a r t i s t o f t h e 

G e t t y p a n e l . H e c a n n o t be t h e y o u n g G e e r t g h e n because 

the re are t o o m a n y deta i l s , such as t h e g o l d b a c k g r o u n d , 

t h e i m p a s t o , a n d t h e c o l o r range , w h i c h are a l i en t o Gee r t ­

g h e n a n d H a a r l e m . N o r d o those detai ls t h a t c o r r e s p o n d 

t o his w o r k necessari ly p o i n t d i r e c t l y t o a c o n n e c t i o n w i t h 

G e e r t g h e n ; t h e y m i g h t s h o w m e r e l y t h e i n f luence o f t h e 

H a a r l e m style. 

Traces o f c o n t a c t , e i the r d i r e c t o r i n d i r e c t , w i t h o t h e r 

n o r t h - N e t h e r l a n d i s h art is ts also exist i n t h e G e t t y p a n e l . 

A l t h o u g h t h e t h ree prof i les a n d t h e o n e h e a d o n t h e r i g h t 

reflect H a a r l e m , t h e r e m a i n d e r d o n o t . A s m e n t i o n e d 

above , i t h a d been p r o p o s e d at o n e p o i n t t h a t we are deal­

i n g w i t h a n ear ly w o r k b y t h e M a s t e r o f St . B a r t h o l o m e w , 

a n a r t i s t k n o w n t o h a v e been ac t ive i n U t r e c h t b u t w i t h 

n o k n o w n con tac t s w i t h H a a r l e m . T h e r e are t w o reasons 

fo r t r e a t i n g t h i s idea ser iously. F i r s t , t h e M a s t e r o f St . Bar­

t h o l o m e w was t h e o n l y a r t i s t w h o u t i l i z e d t h e a rcha i sms 

o f t h e G o t h i c t r a d i t i o n , o f t e n i n m u c h t h e same w a y t h a t 

Rog ie r d i d , l o n g after t h e d e a t h o f t h e great mas ter i n 

1464. T h e a c t i v i t y o f t h i s a n o n y m o u s p a i n t e r c a n be f i r m ­

ly p l aced b e t w e e n 1475, t h e da te o f a b o o k o f h o u r s , a n d 

t h e second decade o f t h e n e x t c e n t u r y . V a r i o u s s ty l i s t ic 

a n d t o p o g r a p h i c a l deta i ls a l l o w us t o assume t h a t he was 

f i rs t ac t ive i n U t r e c h t before g o i n g t o A r n h e m ( the l i k e l y 

place o f o r i g i n o f t h e b o o k o f h o u r s o f 1475), a n d b y t h e 

t u r n o f t h e c e n t u r y he was se t t led i n C o l o g n e . 

T h e m o s t o b v i o u s a rcha i sms i n t h i s master 's p a i n t i n g s 

are t h e use o f g o l d b a c k g r o u n d s , o f t e n w i t h h a t c h i n g o r a 

d r a w n p a t t e r n . H e o f t e n reduces t h e space ava i l ab le t o t h e 

f igures, p r e f e r r i n g t o keep t h e m i n a s h a l l o w area near t h e 

f r o n t o f t h e c o m p o s i t i o n . H e ut i l izes a large a m o u n t o f 

Figure 22. Master of the T ibu r t i ne Sibyl , Marriage of the 

Virgin. Philadelphia, John G . Johnson C o l ­

lection. 

s i m u l a t e d c a r v e d o r n a m e n t o n t h e sides a n d i n t h e cor­

ners , a n d his figures a lways r e t a i n a c e r t a i n s c u l p t u r a l 

q u a l i t y t h a t resembles t h e m a n n e r o f Rog ie r . I n d e e d , 

m a n y o f his p a i n t i n g s h a v e w h o l e figures b o r r o w e d d i rec t ­

ly f r o m Rogie r . 

O d d l y , t h e St . B a r t h o l o m e w M a s t e r becomes m o r e ar-

cha i s t i c la ter i n his career r a t h e r t h a n at t h e b e g i n n i n g . 

H i s earliest p a i n t i n g s , such as t h e Adorations i n M u n i c h 

a n d Paris a n d t h e Marriage at Cana i n Brussels, are de l i b ­

era te ly spa t ia l i n c o n s t r u c t i o n a n d seem t o be d e v o i d o f 

a n y t e n d e n c y t o r e v i v e a n y aspects o f t h e G o t h i c s tyle . I t 

is h is la ter p a i n t i n g s , such as t h e Deposition i n t h e L o u v r e 

(f ig. 23), d o n e m o s t p r o b a b l y i n C o l o g n e a r o u n d t h e t u r n 

o f t h e c e n t u r y , t h a t d e m o n s t r a t e t h i s retardataire e l e m e n t 

m o s t v i v i d l y . T h e c o m p o s i t i o n is p r o b a b l y i n s p i r e d b y 

Rogier ' s L o u v a i n / M a d r i d a l ta rp iece o f s i x t y t o seventy 

years ear l ier . L i k e Rog ie r , he pu t s i t i n t o a s h a l l o w g o l d 

b o x w h i c h he decorates w i t h e l abora te o r n a m e n t s i n t h e 

co rners a n d a r o u n d t h e sides. T h e poses are m u c h m o r e 

c o m p l e x a n d c o n t o r t e d t h a n Rog ie r , a n d t h e y l ack t h e 
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Figure 23. Master o f St. Bartholomew, Deposition. Paris, 

Louvre . 

s o l e m n i t y o f h i s w o r k ; b u t l i k e t h e G e t t y p a n e l , t h e L o u v r e 

Deposition is a n o t h e r in s t ance o f a n o r t h e r n a r t i s t adapt ­

i n g a R o g i e r i a n c o m p o s i t i o n t o h is o w n i d i o m . 

T h e S t . B a r t h o l o m e w M a s t e r , t h o u g h ac t ive d u r i n g his 

la te r years i n t h e area o f C o l o g n e a n d t h e l o w e r R h i n e , 

a lways be t rays h is " D u t c h " o r i g i n s . H e d i d n o t b e l o n g t o 

t h e t r a d i t i o n o f H a a r l e m t h a t we h a v e b r i e f l y l o o k e d at 

b u t t o t h a t o f U t r e c h t . I n s t e a d o f t h e s o m e w h a t s i m p l i f i e d 

a n d o v a l faces t h a t o n e f inds i n G e e r t g h e n a n d h is c i rc le , 

t h e U t r e c h t ar t is ts p a i n t e d faces t h a t are s l i g h t l y d o l l - l i k e , 

w i t h p r o m i n e n t eyes a n d p r o t r u d i n g c h i n s . T h e foreheads 

are o f t e n v e r y h i g h . L i k e a d r a w e r o f car ica tures , t h e S t . 

B a r t h o l o m e w M a s t e r exaggerates t h e v a r i o u s facets o f t h e 

features a n d accentuates t h e i r s t r u c t u r e . T h e heads are 

large fo r t h e bod ies , as i n G e e r t g h e n , b u t t h e bodies are 

l o n g a n d t h i n , w i t h large ex t remet ies . P r o m i n e n t h a n d s 

a n d feet are p l aced at t h e e n d o f skele ta l a rms a n d legs. 

T h e f ingers are also a t t e n u a t e d , a l m o s t l i k e a spider . T h e 

B a r t h o l o m e w M a s t e r was a m a r v e l o u s d r a u g h t s m a n , a l ­

t h o u g h n o d r a w i n g s b y h i m are k n o w n t o exis t . 

I t is n o t d i f f i c u l t t o see w h a t t h i s mas ter has i n c o m m o n 

w i t h t h e a u t h o r o f t h e G e t t y p a n e l . T h e l a t t e r p a i n t s f ig ­

ures i n a v e r y s i m i l a r m a n n e r ; he l ikes t o e m b e l l i s h every 

b e a r d a n d ba re h e a d w i t h large a m o u n t s o f cur l s , a n d 

e v e r y w h e r e he l ikes t o d i sp lay h i s m a s t e r l y d r a u g h t s m a n ­

s h i p . T h e feet, b o t h ba re a n d s h o d , are l i k e those o f t h e 

4 1 . See Friedlander , op. cit., X , 1973, pp. 65 ff., and 96 for the most re­

cent b ib l iography . 

42. T h e early works by the Master o f St. Ba r tho lomew at times come 

very close to those o f the A m s t e r d a m D e a t h o f the V i r g i n Master . For i n ­

stance, the Marriage at Carta by the former artist i n Brussels is excep-

St . B a r t h o l o m e w M a s t e r , a n d somet imes t h e h a n d s t e n d 

t o grasp a n d c u r l l i k e h i s . T h e p l a n t s a t t h e b o t t o m are 

also t o be f o u n d i n b o t h ar t i s t s ' w o r k . 

I n spi te o f t h i s , I a m r e l u c t a n t t o be l ieve t h a t o u r p a i n t ­

i n g is b y t h e St . B a r t h o l o m e w M a s t e r , even as his earliest 

w o r k . T h o u g h a l l o f t h e basic s ty l i s t ic e lements are pres­

e n t — a n i n c l i n a t i o n t o w a r d s a r c h a i s m a n d g o l d , a fondness 

fo r Rog ie r , a n d c e r t a i n s imi l a r i t i e s o f f o r m — t h e r e are some 

detai ls t h a t are i n c o m p a t i b l e . T h e m o s t no t i c eab l e are t h e 

h a n d s . I n t h e G e t t y p a n e l t h e y are l o n g a n d r e l a t i v e l y 

graceful , b u t those o f J o h n a n d t h e h o l y w o m a n t o t h e 

r i g h t o f t h e cross are s i m p l y u n l i k e a n y t o be f o u n d i n t h e 

B a r t h o l o m e w Mas te r ' s oeuvre. T h e y are t a k e n f r o m 

Rog ie r , o f course , b u t w e a l ready k n o w t h a t b o t h ar t is ts , 

t h e M a s t e r o f t h e G e t t y p a n e l a n d t h e St . B a r t h o l o m e w 

M a s t e r , n o r m a l l y a l t e red such deta i ls as t h e y t r a n s l a t e d 

t h e m i n t o t h e i r o w n m a n n e r . N o r d o m o s t o f t h e faces 

m a t c h exac t ly those o f t h e C o l o g n e M a s t e r . I t w o u l d ap­

pear as i f we were d e a l i n g w i t h a mas te r w i t h a s i m i l a r o u t ­

l o o k t o t h a t o f t h e St . B a r t h o l o m e w M a s t e r b u t n o t w i t h 

t h e same ar t i s t . M o r e o v e r , t h e s tyle o f shoe t h a t o n e sees 

i n t h e G e t t y p a n e l does n o t o c c u r i n t h e ear ly p a i n t i n g s o f 

t h e St . B a r t h o l o m e w M a s t e r , w h e r e o n e sees t h e l o n g 

p o i n t e d shoes o f a m o r e e legant k i n d . T h e b u l k i e r shoes, 

o r clogs, o n l y b e c o m e n o t i c e a b l e i n h is la te r w o r k s , a n d I 

bel ieve t h e y m u s t h a v e c o m e i n t o f a s h i o n r a t h e r late i n 

t h e c e n t u r y , pe rhaps a r o u n d 1490. T h i s accords w i t h w h a t 

we saw i n t h e w o r k s o f t h e T i b u r t i n e S i b y l M a s t e r . I f so, 

t h i s w o u l d exc lude t h e G e t t y p a n e l as t h e B a r t h o l o m e w 

Mas te r ' s earliest w o r k , i .e. ca. 1470. O n e w o u l d h a v e t o 

t r y t o a r range i t a m o n g t h e ar t is t ' s w o r k s d o n e ca. 1490/ 

1500, s o m e t h i n g n o t v e r y easy t o d o . 

I f w e l o o k at o t h e r masters w h o were p r o b a b l y ac t ive i n 

U t r e c h t , w e f i n d a few m o r e s imi l a r i t i e s t o t h e G e t t y 

p a n e l , b u t n o t h i n g decis ive. T h e best e x a m p l e is t h e so-

ca l l ed M a s t e r o f t h e A m s t e r d a m D e a t h o f t h e V i r g i n 

(Mees ter v a n he t A m s t e r d a m s e S te r fbed M a r i a ) . T h i s 

a n o n y m o u s p a i n t e r is t h o u g h t t o h a v e been ac t ive f r o m 

a p p r o x i m a t e l y 1495 t o 1505; v e r y few o f h is p a i n t i n g s s t i l l 

exis t , a n d so o u r k n o w l e d g e o f h is career is v e r y l i m i t e d . 4 1 

T h e p a n e l i n A m s t e r d a m f r o m w h i c h he takes h is n a m e 

(f ig. 24) is s t i l l h i s m o s t cha rac te r i s t i c w o r k , a n d i n o n e 

w a y t h e style is closer t o t h a t o f t h e G e t t y p a n e l t h a n is 

t h a t o f t h e S t . B a r t h o l o m e w M a s t e r . I t is less e labora te , 

less c o n t o r t e d . T h e r e is a c e r t a i n s tol idness i n t h e figures 

t h a t t h e B a r t h o l o m e w M a s t e r never s h o w s . 4 2 M o r e o v e r , 

t i ona l ly close to the t w o wings t h o u g h t to be by the latter painter i n the 

A n t w e r p museum (van E r t b o r n col lect ion) depic t ing the Assumption of 

the Virgin and M a r y with the Man of Sorrows. I believe an association be­

tween the t w o artists at this p o i n t is very l ikely . 
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t h e h a n d s are v e r y s i m i l a r . A n d yet , i t w o u l d n o t seem t o 

be his unless i t were f r o m a phase o f h is w o r k w i t h w h i c h 

w e are u n f a m i l i a r . We h a v e n o p ic tu res b y h is h a n d t h a t 

use g o l d b a c k g r o u n d s ; a l l o f t h e m are v e r y spa t ia l a n d free 

o f a rcha isms . H e also e m p l o y s a m u c h s m o o t h e r t e c h n i q u e 

a n d a d a r k e r t o n a l i t y t h a n o u r p a i n t i n g . H e seems t o be 

a n a r t i s t w h o s e n a t u r a l b e n t was m o r e t o w a r d r ea l i sm 

t h a n ou r s . 

L o o k i n g fo r paral le ls i n t h e o t h e r d i r e c t i o n — f o l l o w i n g 

t h e m a t u r e St . B a r t h o l o m e w M a s t e r t o t h e area o f t h e 

l o w e r R h i n e — w e f i n d m o r e p o s i t i v e clues. I t is w e l l k n o w n 

t h a t t h e c o u n t r y a r o u n d Wesel , A r n h e m , a n d C a l c a r p r o ­

d u c e d a series o f ar t is ts w h o e m i g r a t e d t o t h e N e t h e r l a n d s 

a n d w h o s e genera l s tyle reflects n o r t h - N e t h e r l a n d i s h i n ­

f luence . Jan Joest v a n C a l c a r was p r o b a b l y t h e senior 

m e m b e r o f t h i s g r o u p a n d was b o r n at Wesel. H e w o r k e d 

i n Brussels a n d la te i n l i f e — f r o m 1509 u n t i l h is d e a t h i n 

1519—he was i n H a a r l e m . T h e M a s t e r o f F r a n k f u r t , w h a t ­

ever h is o r i g i n s , h a d a R h e n i s h p e r i o d a n d was c e r t a i n l y 

ac t ive t he r e before l a n d i n g i n A n t w e r p . H i s a c t i v i t y is n o r ­

m a l l y d a t e d f r o m ca. 1490 t o ca. 1515. Joos v a n C l e v e is 

k n o w n t o h a v e been i n A n t w e r p f r o m 1511 o n w a r d s , b u t 

h is n a m e ind ica tes he came f r o m t h e same genera l area as 

Jan Joest; a n d t h e i r styles are so s i m i l a r t h a t we m u s t 

assume a l e n g t h y c o n t a c t b e t w e e n t h e t w o o f t h e m . S o m e 

o f Joos' earliest w o r k s were p a i n t e d fo r C o l o g n e , a n d t he r e 

are d e m o n s t r a b l e c o n n e c t i o n s b e t w e e n h i m a n d t h e St . 

B a r t h o l o m e w M a s t e r . 4 3 F i n a l l y , t he re is B a r t h e l B r u y n t h e 

E lde r w h o m u s t h a v e w o r k e d u n d e r Jan Joest a n d w h o i n 

t u r n shows s t r o n g s imi la r i t i e s t o Joos v a n C l e v e . H e m a y 

h a v e gone b r i e f l y t o H a a r l e m w i t h Jan Joest, b u t he was 

essent ial ly a C o l o g n e a r t i s t , r e m a i n i n g t he r e d u r i n g a l l o f 

h is p a i n t i n g career. B r u y n need n o t o c c u p y us i n t h i s 

s tudy . A n d Joos v a n C l e v e , t h o u g h i n t e r e s t i n g fo r t h e 

re f lec t ions i n his w o r k o f t h e n o r t h - N e t h e r l a n d i s h s c h o o l , 

is o f a la ter g e n e r a t i o n . B u t Jan Joest a n d t h e M a s t e r o f 

F r a n k f u r t are b o t h r e l e v a n t . 

Jan Joest is d o c u m e n t e d i n C a l c a r i n 1480, a n d he was 

aga in (or s t i l l ) t h e r e i n 1491 . H e p a i n t e d t h e shu t te r s o n 

t h e h i g h a l t a r i n C a l c a r b e t w e e n 1506 a n d 1508 . 4 4 A n 

a l ta rp iece o f 1505 is k n o w n t o h a v e been c o m m i s s i o n e d 

f r o m h i m b y a S p a n i a r d i n Brussels; he is descr ibed i n t h e 

d o c u m e n t s as " Juan de H o l l a n d a . " 4 5 T h i s m i g h t s ignify 

t h a t he h a d a l ready h a d close con tac t s w i t h t h e n o r t h -

43. I do no t believe this connec t ion has been b rough t ou t , bu t one 

pa in t i ng i n par t icular , the Madonna and Child with St. Bernard i n the 

L o u v r e (fig. 25), generally considered one o f Joos' earliest works , shows so 

many anatomical details reminiscent o f the Cologne master tha t at one 

t ime I was conv inced i t was by h i m . T h e fingers and facial features w o u l d 

seem to be very m u c h der ived f rom the St. Ba r tho lomew Master , and i n ­

deed f r o m his mature w o r k done i n Cologne ; bu t the technique o f the 

pic ture is otherwise unusual for the St. Ba r tho lomew Master . These long 

Figure 24. Master of the Amsterdam Death of the V i r g i n , 

Death of the Virgin. Amsterdam, Rijksmuseum. 

N e t h e r l a n d s o r H a a r l e m , b u t he is n o t d o c u m e n t e d the re 

before 1509, a n d even t h i s d o c u m e n t a t i o n is q u e s t i o n e d . 4 6 

These dates w o u l d appear t o be m u c h t o o la te t o be o f 

h e l p w i t h t h e G e t t y p a n e l , b u t I be l ieve t h a t Jan Joest 

m u s t s o m e h o w be r e l a t ed t o i t . T h i s becomes a p p a r e n t 

w h e n o n e closely compares t h e few d o c u m e n t e d w o r k s b y 

Jan—the altarpieces i n C a l c a r a n d Pa lenc ia—to o u r p a i n t ­

i n g . R e m a r k a b l y , t h e facia l types a n d t h e h a n d s cor re ­

s p o n d precisely t o ou r s . T h e m o s t r e v e a l i n g c o m p a r i s o n is 

b e t w e e n t h e h o l y w o m a n t o t h e r i g h t o f t h e cross i n t h e 

G e t t y p a i n t i n g w i t h a l m o s t a n y o f t h e m a n y heads o f M a r y 

t h a t appear i n Jan Joest's t w o al tarpieces. M o r e o v e r , Jan 

n o r m a l l y leaves t h e m o u t h s l i g h t l y o p e n , as does o u r mas­

ter . W h e n o n e compares t h e h a n d s o f J o h n t h e Evange l i s t 

i n t h e Pentecost scene at C a l c a r ( f ig . 26) t o those o f t h e 

same sa in t i n t h e G e t t y p a n e l , t h e y are exac t ly t h e s a m e -

l o n g b u t angu l a r , w i t h t h e i n d e x a n d second f inger p laced 

t oge the r . T h e r e are n u m e r o u s paral le ls i n b o t h al tarpieces. 

T h e r e are also t h e same p l a n t s i n t h e f o r e g r o u n d . 

I n a n o t h e r p a i n t i n g b y Jan Joest, t h e u n d o c u m e n t e d b u t 

p r o b a b l y a u t h e n t i c Nativity f o r m e r l y i n t h e V o n Biss ing 

c o l l e c t i o n i n M u n i c h ( f ig . 27), o n e sees t h e h a n d s o f t h e 

V i r g i n are also i d e n t i c a l , w i t h t h e same l e n g t h a n d f o r m , 

a n d t h e s m a l l f inger a r c h e d s l i gh t ly . I n t h e sky are m u s i c a l 

angels w i t h t h e same w a v y b u t fan-shaped h a i r seen o n 

those i n t h e G e t t y p i c t u r e . H a v i n g n o t e d a l l o f t h i s , i t be-

fingers appear i n on ly one or t w o o f the early pictures by Joos. 

44. See the recent exhaustive art icle by Fr iedr i ch Gorissen, "Meis ter 

Matheus u n d die Flugel des Kalkarer Hocha l ta r s" i n WallrafRichartz 

Jahrbuch, X X X V , 1973, pp. 149 ff. 

45. Gorissen {op. cit., pp . 174-5) interprets this as referr ing to Jan 

Mostaer t , and proposes t h e n an association between Mostaer t and Jan 

Joest. There is otherwise almost no basis for such a supposi t ion. 

46. Th i s was doub ted by J. B r u y n i n Oud-Holland, v . 8 1 , 1966, p. 218. 
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Figure 25. Joos van Cleve, Madonna and Child with St. Ber­

nard. Paris, Louvre . 

comes a p p a r e n t t h a t t h e h e a d o f C h r i s t i n t h e G e t t y p a n e l 

is c o m p l e t e l y i n t h e t r a d i t i o n w e associate w i t h Jan Joest. 

A n d ye t n o p a i n t i n g s b y Jan Joest exist w i t h a g o l d 

b a c k g r o u n d l i k e o u r s , n o r w i t h t h e o b v i o u s dependence 

o n R o g i e r t h a t ou r s has. M o r e o v e r , t h e p a i n t i n g t ech ­

n i q u e is v e r y d i f f e r en t . J an Joest is essent ia l ly a n a r t i s t o f 

t h e ear ly s i x t e e n t h c e n t u r y . H e b o r d e r s o n t h e m a n n e r e d 

at t imes . H i s c o m p o s i t i o n s are v e r y e labora te , a n d he 

shows n o i n c l i n a t i o n t o l o o k b a c k w a r d . 

H o w t h e n t o e x p l a i n t h e " M o r e l l i a n " c o n n e c t i o n ? I t is 

c o n c e i v a b l e — b u t o n l y c o n c e i v a b l e — t h a t t h e G e t t y p a n e l 

m i g h t be a n ear ly w o r k b y Jan Joest. A f t e r a l l , t h e o n l y 

p ic tu res w e h a v e b y h i s h a n d are after t h e t u r n o f t h e cen­

t u r y . A p e r i o d o f a p p r o x i m a t e l y t h i r t y years before t h e 

da te o f t h e Palencia a l ta rp iece , 1505, is c o m p l e t e l y unac ­

c o u n t e d fo r i f w e c a n be l ieve t h e usua l a s sumpt ions a b o u t 

h is l ife s p a n . 4 7 N o p a i n t i n g s c a n be securely p l aced d u r i n g 

t h i s p e r i o d , a n d o n e c a n pe rhaps i m a g i n e t h a t , as a y o u t h , 

Jan m i g h t h a v e p a i n t e d such a c o p y after Rog ie r . T h i s 

w o u l d necessitate t h e a s s u m p t i o n t h a t Jan h a d b e e n i n 

H a a r l e m as a m u c h y o u n g e r m a n , a t h e o r y a l ready sug­

gested b u t fo r w h i c h t h e r e is n o f i r m d o c u m e n t a t i o n . I n 

spi te o f t h e a t t rac t iveness o f t h i s idea , t h e dif ference i n 

cha rac t e r , i f n o t o f d e t a i l , b e t w e e n t h e G e t t y p a n e l a n d 

47. Gorissen {op. cit., p . 189) has recently a t tempted to alter radical ly 

the in t e rp re t a t i on o f the few dates connected w i t h Jan Joest's life. 

48. T h e most recent discussion o f his w o r k is f o u n d i n the Bulletin o f 

the Institut Royal du Patrimoine Artistique, I X , 1966, pp . 13 ff. T h e a t tempt 

Jan Joest's k n o w n p ic tu res makes i t v e r y d i f f i c u l t t o accept. 

W e m i g h t i n s t ead p ropose t h a t w e are d e a l i n g w i t h Jan 

Joest's mas ter , w h o e v e r he was . U n f o r t u n a t e l y , we d o n ' t 

even k n o w w h e r e t o l o o k . N o t h i n g is k n o w n a b o u t Jan 

Joest's t r a i n i n g . 

O n e last n a m e exists: t h e s t i l l a n o n y m o u s M a s t e r o f 

F r a n k f u r t . N o m a t t e r w h e r e we m i g h t w a n t t o place h i s 

o r i g i n s a n d n o m a t t e r t h a t he m u s t h a v e b e e n ac t ive i n 

A n t w e r p , he was q u i t e c lea r ly a f o l l o w e r o r col league o f 

Jan Joest a n d at some t i m e m u s t h a v e been associated w i t h 

h i m , m o s t p r o b a b l y i n t h e R h i n e area. H e m a y h a v e b o r ­

r o w e d f r o m a v a r i e t y o f sources, especial ly H u g o v a n der 

Goes , b u t t h e fac ia l types a lways b e t r a y a c o n n e c t i o n w i t h 

Jan Joest. T h e n a m e o f t h i s mas te r is s t i l l u n c e r t a i n . H e 

has been i d e n t i f i e d w i t h t w o d i f f e ren t A n t w e r p ar t i s ts , b u t 

n e i t h e r i d e n t i f i c a t i o n has been c o m p l e t e l y accep t ed . 4 8 O n e 

o f h is p a i n t i n g s is da t ab l e i n 1493 (or ear l ie r ) , a n d he m a y 

h a v e been ac t ive a l ready before t h a t t i m e . I t is also i m p o r ­

t a n t t o reca l l t h a t t h e large a l ta rp iece at W a t e r v l i e t has 

o f t e n been a t t r i b u t e d t o h i m , as w e l l as o n e o r t w o o f t h e 

o t h e r copies t h a t de r ive f r o m t h e c o m p o s i t i o n k n o w n 

f r o m t h e G e t t y p a n e l . I t seems possible , t he re fo re , t h a t o u r 

p a i n t i n g c o u l d be a n ear ly w o r k b y t h i s a r t i s t . 

I f we l o o k closely at o n e o f t h e F r a n k f u r t Mas t e r ' s ear l ier 

k n o w n p a i n t i n g s , t h e Holy Kindred a l ta rp iece p a i n t e d ca. 

1505/06 i n t h e c i t y t h a t gave h i m h i s n a m e ( f ig . 28) , i t is 

a t f i rs t g lance d i f f i c u l t t o i m a g i n e t h a t he c o u l d h a v e been 

t h e a u t h o r o f t h e G e t t y p a n e l . T h e r e are c e r t a i n s i m i l a r i ­

ties i n t h e m a n n e r i n w h i c h he p a i n t s h a n d s a n d faces. 

T h e f igure o f t h e m a n w i t h a cap o n t h e r i g h t side o f t h e 

G e t t y p a i n t i n g is s i m i l a r l y posed t o t h e m a n o n t h e r i g h t 

o f t h e t h r o n e i n t h e F r a n k f u r t a l ta rp iece . T h e r e are s i m i l a r 

f lowers i n t h e f o r e g r o u n d . A n d t h e F r a n k f u r t Mas t e r ' s 

t e c h n i q u e m o r e closely a p p r o x i m a t e s t h a t o f o u r p a n e l 

t h a n does Jan Joest's. B u t t h e F r a n k f u r t M a s t e r composes 

i n a v e r y dense m a n n e r , a n d h i s fac ia l types are u n m i s -

t akeab le t h r o u g h o u t h is career: t h e y de r i ve f r o m Jan Joest, 

b u t t h e y t y p i c a l l y h a v e n a r r o w e d eyes w i t h a s l i g h t l y 

s inis ter q u a l i t y . T h o u g h super f ic ia l ly s i m i l a r t o those i n 

t h e G e t t y p a n e l , t h e y r e m a i n d i f f e ren t a n d t he r e are n o 

k n o w n ins tances o f h i s h a v i n g used a g o l d b a c k g r o u n d 

( a l t h o u g h he does use i t i n a m o r e l i m i t e d w a y , such as i n 

t h e g l o r y a r o u n d t h e f igure o f G o d t h e F a t h e r above t h e 

t h r o n e i n t h e F r a n k f u r t a l ta rp iece) . ( W e m u s t r e m e m b e r , 

h o w e v e r , t h a t t h e c o m p o s i t i o n o f o u r p a i n t i n g der ives 

f r o m R o g i e r a n d the re fo re w i l l n o t c o r r e s p o n d precisely t o 

t o ident i fy the Master o f F rankfu r t w i t h Jan de Vos s t i l l has m u c h i n its 

favor. T h e later iden t i f i ca t ion w i t h H e n d r i k van Wueluwe made by A.J.J. 

Delen i n Miscellanea Leo van Puyvelde, 1949, p . 78, seems to me less l ikely . 
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Figure 26. Jan Joest, Pentecost. Calcar, C h u r c h of 

St. Nicholas. 

w h a t we w o u l d n o r m a l l y expect f r o m t h e c o p y i s t . M u c h o f 

t h e d e t a i l m a y also represent a k i n d o f c o m p r o m i s e w i t h 

Rogier ' s o r i g i n a l . ) 

T h e o t h e r p a i n t i n g i n F r a n k f u r t , t h e Crucifixion ( f ig . 29) 

o f ca. 1504 seems less close s ty l i s t i ca l ly , b u t some detai ls 

r e m a i n s i m i l a r . T h e c o m p o s i t i o n is aga in R o g i e r i a n , fo r 

ins t ance , a n d t h e f igure o f J o h n at t h e left has t h e same 

s l i g h t l y s t i f f pose as he suppor t s t h e V i r g i n t h a t he has i n 

o u r p i c t u r e a n d i n Crucifixions b y Rog ie r . T h e r e are s i m i l a r 

p l a n t s i n t h e f o r e g r o u n d , a n d a s k u l l , b u t o t h e r pa r t s , 

such as t h e f igure o f C h r i s t , d o n o t m u c h resemble t h e i r 

c o u n t e r p a r t s i n t h e M a l i b u p a n e l . 

A s has been p o i n t e d o u t b y S t e p h e n G o d d a r d , 4 9 o n e 

d e t a i l i n p a r t i c u l a r leads t o t h e be l i e f t h a t t h e a u t h o r o f 

t h e G e t t y p a n e l was at least closely associated w i t h — a n d 

m a y i n fact h a v e been—the F r a n k f u r t M a s t e r . T h a t d e t a i l 

is t h e g o l d b r o c a d e o n t h e r o b e o f t h e o f f i c i a l a t t h e r i g h t 

i n t h e F r a n k f u r t Crucifixion. I t is n o t i d e n t i c a l t o t h e r o b e 

seen o n t h e M a g d a l e n i n t h e G e t t y p a i n t i n g ; b u t i t is cer­

t a i n l y v e r y s i m i l a r , a n d i t is r e n d e r e d i n a l i k e m a n n e r . 

O n e f inds t h i s t y p e o f b r o c a d e i n a n u m b e r o f o t h e r w o r k s 

b y t h e F r a n k f u r t M a s t e r ( for ins t ance , t h a t w o r n b y St . 

E l i z a b e t h o n t h e s h u t t e r i n D r e s d e n o r St . B a r b a r a i n t h e 

p a n e l i n I n n s b r u c k ) . I t was o b v i o u s l y o n e o f t h e m o t i f s 

f a v o r e d b y t h e a r t i s t a n d re-used o n m a n y occas ions . O n e 

suspects t h a t he m i g h t h a v e h a d a t e m p l a t e o r at least a 

sample o f fabr ic f r o m w h i c h h e — a n d m e m b e r s o f h is 

49. M r . Goddard ' s suggestions o n this matter were relayed to me ver­

bal ly o n a visi t t o the museum i n 1981. H e is w o r k i n g o n the Master o f 

Figure 27. Jan Joest, Nativity. Formerly M u n i c h , v o n Bis-

sing Col lec t ion . (From Stange, Deutsche Malerei 

der Gotik, v. 6) 

w o r k s h o p — d e s i g n e d his brocades ove r t h e course o f some 

years. O n e f inds i t also o n at least t h r ee figures i n t h e Holy 

Kindred a l ta rp iece i n F r a n k f u r t , i n c l u d i n g t h e f igure o f S t . 

A n n e herse l f ( f ig . 25) . O n e o f t h e apostles o n t h e r i g h t 

w i n g is l i kewise c l o t h e d i n i t . 

I n a d d i t i o n t o t h e b r o c a d e , a l m o s t a l l o f t h i s master 's 

w o r k s h a v e t h e same o r v e r y s i m i l a r l o w p l a n t s w i t h large 

f la t leaves such as o n e sees i n t h e center f o r e g r o u n d o f t h e 

G e t t y p a n e l . T h e examples are t o o n u m e r o u s t o m e n t i o n . 

I be l ieve t h a t a l l o f these deta i ls i n d i c a t e t h a t t h e G e t t y 

Deposition was e i the r p a i n t e d b y t h e F r a n k f u r t M a s t e r o r 

b y someone w o r k i n g w i t h h i m . I t has a l ready been n o t e d 

t h a t t h i s ar t is t ' s oeuvre m i g h t i n fact be t h e w o r k o f t w o o r 

m o r e ar t is ts (see, fo r in s t ance , P. V a n a i s e , op.cit., p p . 9f f . ) . 

I be l ieve t h i s is l i k e l y , j u d g i n g f r o m t h e differences o n e sees 

b e t w e e n vers ions o f t h e same c o m p o s i t i o n t h a t are never­

theless o b v i o u s l y r e l a t ed t o h is s tyle . 

T h e G e t t y p a n e l deviates s u b s t a n t i a l l y e n o u g h i n char ­

acter f r o m t h e F r a n k f u r t Mas t e r ' s average p r o d u c t i o n t o 

ju s t i f y h e s i t a t i o n i n g i v i n g i t t o h i m . I n d e e d , some deta i l s , 

such as t h e face a n d f igure o f C h r i s t , t h e prof i les o f J o h n , 

M a r y a n d t h e H o l y W o m a n at t h e r i g h t , are s i m p l y t o o 

u n l i k e h i m t o rea l ly a l l o w t h i s . A s a resu l t , i t seems plaus­

ib le t h a t t h e G e t t y p a n e l reflects a m o m e n t w h e n Jan Joest 

a n d t h e M a s t e r o f F r a n k f u r t were pe rhaps c o l l a b o r a t i n g o r 

were i n some w a y associated. T h e c o m p o s i t i o n is, o f 

course , Rogier ' s , b u t is i t poss ible t h a t t h e e x e c u t i o n was 

Frankfur t and w i l l eventual ly pub l i sh some o f his conclusions i n greater 

detai l elsewhere. 
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Figure 28. Master of Frankfurt , Holy Kindred Altarpiece. Frankfurt , Historisches Museum. 

t h e r e s p o n s i b i l i t y o f t h e F r a n k f u r t M a s t e r w o r k i n g u n d e r 

t h e s u p e r v i s i o n o f Jan Joest? O r pe rhaps t h e reverse: Jan 

Joest e x e c u t i n g p o r t i o n s o f a p i c t u r e t h a t was bas ica l ly 

c o m m i s s i o n e d o f t h e F r a n k f u r t Mas t e r ' s w o r k s h o p ? I t is, 

a t t h i s p o i n t , imposs ib l e t o answer such ques t ions . C e r ­

t a i n l y t h e F r a n k f u r t M a s t e r never o t h e r w i s e revea led so 

o b v i o u s l y t h e resu l t o f h a v i n g w o r k e d w i t h Jan Joest a n d 

neve r revea led a n y c o n n e c t i o n w i t h H a a r l e m , as he does 

here . 

W e s h o u l d go b a c k a m o m e n t t o l o o k at t h e F r a n k f u r t 

Mas t e r ' s earl iest p a i n t i n g s , t h e Archers Festival o f 1493 (or 

before) i n A n t w e r p a n d t h e Self Portrait with his Wife o f 

1496, n o w also i n A n t w e r p . B o t h o f these p ic tu res m u s t 

h a v e b e e n p a i n t e d i n A n t w e r p ; c e r t a i n l y t h e Archers Festi­

val has been i n A n t w e r p since its c r e a t i o n . I f t h e a r t i s t 

b e g a n i n A n t w e r p , t he re fo re , he m o v e d t o F r a n k f u r t 

a r o u n d t h e t u r n o f t h e c e n t u r y , c e r t a i n l y before 1504, t h e 

da te o f t h e Crucifixion t he re . T h e e x e c u t i o n o f b o t h o f t h e 

A n t w e r p p ic tu res is m u c h m o r e t e n t a t i v e t h a n i n o u r p ic ­

t u r e , o r i n those i n F r a n k f u r t . T h e G e t t y p i c t u r e , i f i t is t o 

be c o n n e c t e d w i t h t h e F r a n k f u r t Mas t e r ' s career, m u s t 

the re fo re da te a r o u n d t h e t u r n o f t h e c e n t u r y . 

I f t h e F r a n k f u r t M a s t e r came i n t o c o n t a c t w i t h Jan Joest 

— w h i c h is f a i r l y c e r t a i n — o n e w o u l d expect i t t o h a v e hap ­

p e n e d i n t h e l o w e r R h i n e area, since t h a t is t h e o n l y place 

w h e r e b o t h art is ts are t h o u g h t t o h a v e w o r k e d ; b u t t h i s is 

n o t c e r t a i n . Joest is d o c u m e n t e d i n Brussels i n 1505, b u t 

we have n o w a y o f k n o w i n g w h e r e he was b e t w e e n 1491 

a n d 1505. T h e y m i g h t h a v e m e t i n m a n y d i f f e ren t places. 

T h e e leven vers ions o f t h e Deposition l i s t ed above give us 

o u r s t rongest c lue a b o u t t h e a p p r o x i m a t e l o c a t i o n o f t h e 

los t p a i n t i n g b y Rog ie r a n d a b o u t w h e r e o u r p a i n t i n g 
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Figure 29. Master of Frankfurt , Crucifixion. Frankfurt , Stadelsches Kunst ins t i tu t . 

m i g h t h a v e o r i g i n a t e d . T h e largest v e r s i o n , a n d t h e o n e 

t h a t seems s t i l l t o be i n t h e same l o c a t i o n fo r w h i c h i t was 

p a i n t e d ( a n d also t h e closest t o ours i n cha rac te r ) is t h e 

o n e d o n e fo r t h e c h u r c h o f W a t e r v l i e t , far t o t h e west , j u s t 

n o r t h o f G h e n t . T w o o f t h e r e m a i n i n g copies—those b y 

A m b r o s i u s B e n s o n , nos . 7 a n d 8 above—are poss ib ly f r o m 

Bruges , also i n t h e west . W e c a n n o t be sure w h e r e B e n s o n 

h a d his i n s p i r a t i o n , b u t t h e ev idence suggests t h a t i t was 

f r o m a source i n h is o w n n e i g h b o r h o o d . I n d e e d , e x c e p t i n g 

o n e i n U l m , t h e r e m a i n i n g c o p i e s — a l t h o u g h a n o n y m o u s 

a n d r e l a t i v e l y n o n d e s c r i p t — m a y h a v e a l l been p r o d u c e d 

i n A n t w e r p . A s a resu l t , t h e ava i l ab le i n f o r m a t i o n w o u l d 

seem t o p o i n t t o w a r d s a l o c a t i o n i n t h e west r a t h e r t h a n 

t h e L o w e r R h i n e . T h i s m u s t r e m a i n con j ec tu re , o f course , 

s ince a n y o f t h e m c o u l d h a v e been p r o d u c e d i n t h e west 

b u t t h e n sent t o a n o t h e r l o c a t i o n . H o w e v e r , since n o n e 

o f t h e m seems t o h a v e a n y c o n n e c t i o n w i t h t h e L o w e r 

R h i n e — a n d Rogier ' s o r i g i n a l is l i k e l y t o h a v e been i n t h e 

n e i g h b o r h o o d o f Brussels—it seems p r o b a b l e t h a t t h e 

G e t t y p a n e l s h o u l d also h a v e c o m e f r o m t h e west , pe rhaps 

A n t w e r p . 

I n spite o f t h e u n c e r t a i n t i e s s u r r o u n d i n g t h e p a i n t i n g ' s 

o r i g i n s , h o w e v e r , o n e c a n say t h a t i t r e m a i n s a v e r y w e l l 

p reserved a n d s p l e n d i d e x a m p l e o f la te f i f t e e n t h c e n t u r y 

F l e m i s h a r t . I ts v iv idnes s a n d d r a m a t i c s t r e n g t h p e r m i t us 

t o see w h y i t m i g h t h a v e h a d such a n i m p a c t i n its t i m e . 

I ts a n o n y m o u s a u t h o r was c e r t a i n l y a p a i n t e r o f cons ider ­

able i m p o r t a n c e a n d s k i l l , a n d we m a y s t i l l v e n t u r e t h e 

h o p e t h a t o n e day h is i d e n t i t y w i l l be b r o u g h t t o l i g h t . 

T h e J. Pau l G e t t y M u s e u m 

M a l i b u 
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Figure 30. Infra-red detail o f fig. 1. 

Figure 31. Infra-red detail of fig. 1. 
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Figure 33. Infra-red detail of fig. 1. 

Figure 32. Infra-red detail of fig. 1. 
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Figure 35. Infra-red detail o f fig. 1. 

Figure 34. Infra-red detail o f fig. 1. 
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A Note on French Marquetry 
and Oriental Lacquer 

Sir Francis Watson 

T h e in f luence o f t h e O r i e n t o n E u r o p e d u r i n g t h e e igh­

t e e n t h c e n t u r y is a f a m i l i a r subject a b o u t w h i c h m u c h has 

been w r i t t e n . C o n f u c i a n i s m , fo r e x a m p l e , h a d a p r o f o u n d 

effect o n p h i l o s o p h i c a l a n d e c o n o m i c t h o u g h t o f t h e per­

i o d . 1 I n F rance such inf luences were p a r t i c u l a r l y deeply 

fel t i n t h e area o f t h e d e c o r a t i v e arts . A s ear ly as 1670-71 

L o u i s X I V b u i l t a Trianon de Porcelaine i n t h e p a r k at V e r ­

sailles deco ra t ed i n t h e style o f C h i n e s e b l u e a n d w h i t e 

p o r c e l a i n . B u t t h e f u l l i m p a c t o f O r i e n t a l a r t was n o t fel t 

u n t i l t h e a r r i v a l o f t h e second Siamese "embassy" i n Paris 

i n 1686. T h e Siamese n o t o n l y appeared b r e a t h t a k i n g l y 

exo t i c i n t h e i r n a t i v e cos tumes , b u t t h e y came t o V e r ­

sailles l a d e n w i t h l a v i s h gifts fo r t h e K i n g , t h e Q u e e n , a n d 

t h e r o y a l f a m i l y as w e l l as t h e h i g h e r c o u r t off ic ia ls . These 

presents c o m p r i s e d q u a n t i t i e s o f p o r c e l a i n , t ex t i l es , m e t a l -

w o r k , a n d lacquer f r o m t h e Far Eas t . 2 I t is a measure o f 

t h e effect o f t h i s i n f l u x o f Far Eas t e rn w o r k s o f a r t o n 

taste t h a t before t h e a r r i v a l o f t h e embassy the re h a d been 

o n l y t w o shops i n Paris se l l ing Eas te rn cur ios i t i es , w h i l e b y 

1692 t h e r e were t w e l v e , a n d t h e n u m b e r c o n t i n u e d t o i n ­

crease fo r some years. C h i n e s e c o s t u m e became t h e m o s t 

f a sh ionab le dress for bah masquis, a n d for m o r e t h a n a 

decade regula r fetes chinoises were h e l d at Versa i l l e s a n d 

e lsewhere . 

A m o n g s t t h e m o s t p o p u l a r o f t h e gifts b r o u g h t b y t h e 

Siamese were l acquer screens, cab ine t s , a n d boxes . A t ­

t e m p t s t o p r o d u c e l acquer i n E u r o p e h a d been m a d e i n 

several c o u n t r i e s before t h i s , b u t t h e a r r i v a l o f t h e Siamese 

i n t e n s i f i e d these e x p e r i m e n t s . 3 I n t h e absence f r o m 

E u r o p e o f t h e g u m p r o d u c e d b y t h e Rhus vernicifera a n d a 

1. B o t h A . Reichwein : China and Europe: Intellectual and Artistic Con­

tacts in the Eighteenth Century ( L o n d o n 1923; repr in ted 1968) and H . 

H o n o u r : The Vision of Cathay ( L o n d o n 1961) con ta in valuable informa­

t i o n o n this subject. 

2. T h e most useful account o f the "embassy" (it was, i n fact, a mere 

trade delegation) and its gifts and thei r consequences are discussed i n 

H . - D . Belevi tch-Stankevi tch : Le Gout Chinois en France au temps de Louis 

XIV (Paris 1910). 

3. See H . H u t h : Lacquer of the West, the History of a Craft and an 

Industry 1550-1950 (Chicago and London, 1971). 

4. O n vernis Martin, see J.-F. W a t i n : L ' A r t du Peintre, Doreur et Ver-

nisseur (Paris 1787); H . Racinais: Les Petits Appartements des Rois Louis XV 

et Louis XVI au Chateau de Versailles (Paris 1950); and H u t h , loc. cit. supra. 

few o t h e r eas tern trees, i t was, o f course , imposs ib le t o 

p r o d u c e t r u e l acquer . I t c o u l d o n l y be i m i t a t e d b y v a r i o u s 

types o f v a r n i s h . T h e m o s t successful o f these was t h e 

so-cal led vernis Martin i n v e n t e d b y t h e M a r t i n b r o t h e r s 

w h o o b t a i n e d t h e i r f i rs t p a t e n t for i ts exc lus ive p r o d u c t i o n 

i n 1730. 4 

A n o t h e r aspect o f t h i s f a s h i o n fo r lacquer was t h e prac­

t ice , fos tered b y t h e marchands-merciers, o f u s i n g lacquer 

fo r t h e d e c o r a t i o n o f f u r n i t u r e o f p u r e l y E u r o p e a n des ign . 

Panels c u t f r o m lacquer screens, e i the r o f C h i n e s e c u t lac­

que r ( C o r o m a n d e l ) o r Japanese p a i n t e d lacquer , a p p l i e d t o 

commodes, armoiresy encoignures etc. o f w e s t e r n des ign are 

q u i t e f a m i l i a r . E v e n t h e p e c u l i a r l y F r e n c h prac t i ce o f ap­

p l y i n g p laques o f Sevres p o r c e l a i n t o w o o d e n f u r n i t u r e 

h a d its o r i g i n i n C h i n e s e examples , fo r i t was a n a t t e m p t 

t o i m i t a t e t h e C h i n e s e use o f p laques o f C a n t o n e s e e n a m e l 

o r t h i c k slabs o f p o r c e l a i n o n cha i r s a n d tab les . 5 

Geoff rey de Bel la igue , S v e n d E r i k s e n , a n d o the r s h a v e 

s h o w n t h a t m u c h o f t h e p i c t o r i a l image ry used b y F r e n c h 

ebenistes f r o m t h e m i d d l e o f t h e e i g h t e e n t h c e n t u r y o n ­

w a r d s was t a k e n f r o m c o n t e m p o r a r y , o r m o r e o r less c o n ­

t e m p o r a r y , e n g r a v i n g s 6 j u s t as was t h e d e c o r a t i o n o f Sevres 

p o r c e l a i n . T h e pu rpose o f t h i s paper is t o d r a w a t t e n t i o n 

t o a m u c h less f a m i l i a r source, t o suggest t h a t Far Eas te rn 

lacquers were also w i d e l y used b y f u r n i t u r e make r s as 

sources for abs t rac t deco ra t i ve m o t i v e s . T h e note ' s incep­

t i o n was due t o t h e chance e n c o u n t e r w i t h a m i n i a t u r e 

chest o f t h r ee d rawers (kodansu) o f Japanese lacquer i n a 

s h o w case at t h e Freer G a l l e r y , W a s h i n g t o n (f ig . 1). 

W h e n s imple w o o d m a r q u e t r y began t o reappear i n t h e 

5. See F.J.B. Watson i n Opusculum in honorem C. Hernmarck 27.12.66 

(S tockho lm 1966). " A Possible Source for the Practice o f M o u n t i n g 

French Fu rn i t u r e w i t h Sevres Porcelain," pp. 245 -251 . T h e immedia te 

source was, o f course, the D u t c h b u t they themselves were fo l l owing 

Chinese precedents. 

6. G . de Bellaigue: 18th Century French Furniture and its Debt to the 

Engraver i n Apollo January 1963, pp. 16-23; Engravings and the French 

Eighteenth-Century Marqueteur i n The Burlington Magazine M a y 1965 pp. 

240-250; July 1965 pp. 357-362; and The Catalogue of the James A. de 

Rothschild Collection at Waddesdon Manor V o l s . I and I I , Furniture, Clocks 

and Gilt Bronzes passim (Geneva 1954). A l s o S. Eriksen: Early Neo-

Classicism in France ( L o n d o n 1974) passim. 
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Figure 1. M i n i a t u r e chest o f three drawers (kodansu) of Japanese lacquer. Washington, D . C . , Freer Gallery of A r t . 

d e c o r a t i o n o f F r e n c h f u r n i t u r e s o o n after t h e e n d o f t h e 

r e i g n o f L o u i s X I V (1643-1715) , o r even poss ib ly a l i t t l e 

ear l ie r , t h e p a t t e r n s used were o f a p l a i n g e o m e t r i c a l 

cha rac t e r , somet imes re fer red t o as p a r q u e t r y o n a c c o u n t 

o f i ts r esemblance t o t h e p a t t e r n s o f w o o d e n f l o o r i n g . 

S u c h veneers were i n s t r i k i n g c o n t r a s t t o t h e e labora te ve­

neers o f brass, p e w t e r , t o r to i se - she l l , a n d e x o t i c w o o d s us­

ed c o m m o n l y b y B o u l l e a n d his f o l l o w e r s . S o m e t i m e i n 

t h e m i d - o r la te 1730's taste c h a n g e d , a n d ibenistes began 

t o e m b e l l i s h t h e surface o f t h e i r f u r n i t u r e w i t h t r a i l i n g 

sprays o f f lowers a n d leaves genera l ly u s i n g end -cu t w o o d 

(bois de rapport) t o e n r i c h t h e effect o f t h e veneer . T h i s 

t y p e o f m a r q u e t r y was superseded i n i ts t u r n i n t h e la te 

1740's a n d t h e ear ly 1750's b y a m o r e p i c t o r i a l t y p e o f 

m a r q u e t r y : baskets o f f lowers , t r o p h i e s o f m u s i c a l i n ­

s t r u m e n t s o r o f a g r i c u l t u r a l t o o l s , a n d e m b l e m s o f t h e 

chase. S o m e t i m e s even a r c h i t e c t u r e o r landscapes appear . 

T h i s rea l is t ic p i c t o r i a l m a r q u e t r y was o f a t y p e w h i c h h a d 

7. I t has been said i ron ica l ly tha t Leleu was the on ly dis t inguished 

French ebeniste o f the Louis X V I pe r iod . T h e names o f the rest—names 

such as Oeben , Riesener, Weisweiler, Beneman, Schwerdfeger, e tc .—form 

l o n g been p r a c t i c e d i n S o u t h e r n G e r m a n y . 

I t was ju s t at t h i s t i m e t h a t a great i n f l u x o f f u r n i t u r e 

m a k e r s f r o m B a v a r i a a n d t h e R h i n e l a n d b e g a n t o appear 

i n Paris . T w o t h i n g s a t t r a c t e d t h e m : t h e k n o w l e d g e t h a t 

t h e y were masters o f t h e t y p e o f m a r q u e t r y n o w f a s h i o n ­

able i n t h e F r e n c h c a p i t a l a n d t h e p o s s i b i l i t y o f e a r n i n g 

c o n s i d e r a b l y m o r e i n F rance t h a n at h o m e . 7 A m o n g s t 

t h e earliest o f these f o r e i g n c r a f t smen t o exi le h i m s e l f was 

Jean-Frangois O e b e n . H e came f r o m t h e l i t t l e v i l l age o f 

H e i n s b u r g i n t h e Pa l a t ina t e , w h e r e he was t h e i l l e g i t i m a t e 

s o n o f t h e l o c a l pos tmas t e r . 8 T h e precise da te o f h is a r r i v a l 

is u n k n o w n , b u t as ear ly as 1749 he is r e c o r d e d as l i v i n g i n 

t h e rue F a u b o u r g S a i n t - A n t o i n e i n t h e v e r y h e a r t o f t h e 

f u r n i t u r e - m a k i n g d i s t r i c t o f Paris. W h e n , i n t h a t year , he 

m a r r i e d t h e d a u g h t e r o f a n o t h e r ebeniste, he b r o u g h t w i t h 

h i m as his m a r r i a g e p o r t i o n a q u a n t i t y o f f u r n i t u r e , l i n e n , 

a n d c lo thes , v a l u e d at 600 livres, suggest ing t h a t h e h a d 

been w o r k i n g successfully fo r a reasonable t i m e , l o n g 

a h igh ly Teu ton i c catenary. 

8. I am indeb ted to the unpub l i shed P h . D . thesis o f Rosemarie 

S t r a t tman o n Oeben for some o f the facts recorded here. 
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e n o u g h t o c o u r t M a r g u e r i t e L a c r o i x a n d t o satisfy he r fa­

t h e r t h a t he w o u l d m a k e a su i tab le s o n - i n - l a w . I t seems 

safe t o assume he a r r i v e d i n Paris s o m e w h e r e a r o u n d 1745. 

T h e n e w a r r i v a l q u i c k l y ach i eved success, a n d b y 1751 

he is a l ready descr ibed as Compagnon et Menuisier du Roi . 

I n t h e f o l l o w i n g year his n a m e appears i n t h e w e l l - k n o w n 

Livre-journal o f t h e marchand-mercier Lazare D u v a u x (he 

is, i n fact , t h e o n l y ebeniste t o be m e n t i o n e d b y n a m e i n 

t h e e n t i r e a c c o u n t b o o k ) . T h a t he was a specialist i n f l o r a l 

m a r q u e t r y is m a d e clear b y a n e n t r y d a t e d 2 5 t h June , 1752 

as p a r t o f a large purchase m a d e b y t h e m a r q u i s e de 

P o m p a d o u r : 

Une petite bordure a fleurs pour une estampe faisant 

le pendant de celle de M. Sevin, payee au sieur 

OEbenne, 48 i ( ivres) . 

Ea r l i e r i n t h e same m o n t h , t h e marquise h a d a l ready p u r ­

chased f r o m D u v a u x : 

Une petit bordure en bois de rapport, payee au sieur 

OEbenne, 48. i ( ivres) . 

w h i c h was p r o b a b l y o f t h e same f l o r a l cha rac te r . L a t e r she 

p u r c h a s e d seven m o r e , a l l i n l a i d w i t h f lowers . She h a d 

also a l ready e m p l o y e d O e b e n t o repa i r a t ab le as a n o t h e r 

e n t r y i n t h e Livre-Journal shows : 

Au sieur OEbenne, raccommodage d!une table, 24 

i ( ivres) . 9 

M m e de P o m p a d o u r was t o become o n e o f Oeben ' s 

p r i n c i p a l p a t r o n s . W e k n o w f r o m t h e i n v e n t o r y t a k e n 

after he r d e a t h i n 1766 t h a t she o w n e d a n u m b e r o f pieces 

o f f u r n i t u r e m a d e b y h i m . A m o n g s t t h e m was a t ab le , 

i t e m 544 o f t h e i n v e n t o r y : 

Une petitte table en ecritoire, de bois satine et de 

raport, a secret, gamy d!encrier poudrier et porte-

eponge d'argent avec ornemens de cuivre dore d!or 

moulu. Prises trois cens livres.10 

T h i s d e s c r i p t i o n fits w e l l w i t h a g r o u p o f bureaux-toilettes 

crea ted b y O e b e n . T h e y consis t o f a shaped a n d s l i d i n g 

t o p w i t h a deep frieze c o n t a i n i n g a d r a w e r i n f r o n t f i t t e d 

fo r w r i t i n g a n d t o i l e t purposes a n d s u p p o r t e d o n f o u r 

c ab r io l e legs. T h e t a b l e - t o p is u sua l ly veneered w i t h a 

basket o f f lowers f r a m e d w i t h i n a b o r d e r o f i n t e r l a c i n g r i b ­

b o n s . E x a m p l e s are t o be f o u n d i n t h e L o u v r e , at t h e G e t ­

t y M u s e u m , i n t h e c o l l e c t i o n o f M r s . Jack L i n s k y , a n d 

elsewhere. T h e last m e n t i o n e d o f these is f i t t e d w i t h cor-

9. Livre-]ournal de Lazare Duvaux, Marchand-Bijoutier 1748-1755, 

ed. L . C o u r a j o d , 2 vols (Paris 1873), t . 11 items nos. 1119, 1149, 1138 

respectively. 

10. Inventaire des Biens de Madame de Pompadour Redige apres Son Deces, 

ed. J. Cordey (Paris 1939) p . 5 1 . 

Figure 2. Bureau-toilette by Jean-Frangois Oeben appar­

ently made for the marquise de Pompadour. Note 

the turrets f rom her coat of arms incorporated 

in to the corner mounts. Note also the pattern of 

the marquetry o f the sides of the drawer and the 

floral marquetry so characteristic o f Oeben's 

work . Col lec t ion M r s . Jack Linsky. 

ne r m o u n t s above t h e legs, each s u r m o u n t e d b y a c r en -

n e l a t e d t u r r e t , t h e p r i n c i p a l e l emen t i n t h e marquise ' s 

coa t o f a rms . I t m a y the re fo re be assumed t o h a v e be­

l o n g e d t o he r (f ig . 2 ) . 1 1 

A d d i t i o n a l ev idence t h a t M m e de P o m p a d o u r possessed 

o n e o r m o r e tables o f t h i s t y p e is p r o v i d e d b y a p a i n t ­

i n g b y F r a ^ o i s G u e r i n 1 2 s h o w i n g t h e m a r q u i s e w i t h her 

d a u g h t e r A l e x a n d r i n e seated beside he r (f ig . 3) . I n t h e 

f o r e g r o u n d o f t h i s p a i n t i n g is a t ab le o f exac t ly t h e t y p e 

j u s t m e n t i o n e d . W h e t h e r t h i s is t h e t ab le t h a t D u v a u x 

e m p l o y e d O e b e n t o r epa i r is imposs ib l e t o say. I t is def i ­

n i t e l y n o t t h e L i n s k y t ab l e , fo r t he r e is n o s ign o f t h e ar­

m o r i a l device; a n d we m a y the re fo re suppose t h a t she 

o w n e d several . A s A l e x a n d r i n e d i e d at t h e age o f seven 

o n June 1 6 t h , 1754, t h e p a i n t i n g is u n l i k e l y t o h a v e been 

execu ted m u c h la te r t h a n t h a t da te . I t t he re fo re seems cer-

11. I t is reproduced i n the catalogue o f the sale o f the Property o f M a r ­

tha Ba i rd Rockefeller, Parke-Bernet, N e w Y o r k , Part 11, 23 Oc tober 

1971, lo t 711 . 

12. I t is i l lus t ra ted and discussed i n the Gazette des Beaux-Arts 1902, 

Part I I , p . 308. 
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Figure 3. Frar^ois Guer in , Portrait of the marquise de Pom­

padour and her daughter Alexandrine, c. 1745. 

Formerly belonging to baron Edmond de Roths­

ch i ld , Paris. Photo: GBA 1902, part I I , p. 308. 

Figure 4. Bureau-toilette by Jean-Frangois Oeben. I t may be 

compared w i t h the table i n figure 2. Paris, Musee 

du Louvre . 

t a i n t h a t O e b e n was m a k i n g such tables as these at a n y 

ra te b y t h e m i d d l e o f t h e 1750's a n d pe rhaps a l i t t l e earl ier . 

A t ab le i n t h e L o u v r e i l l u s t r a t e d here ( f ig . 4) resembles t h e 

o n e i n t h e G u e r i n p a i n t i n g v e r y closely a n d m a y even be 

t h e o n e t h a t b e l o n g e d t o M m e de P o m p a d o u r . 

W e h a v e t h u s es tab l i shed t h a t O e b e n was a specialist i n 

f l o r a l m a r q u e t r y a n d was m a k i n g bureaux-toilettes o f t h e 

t y p e a p p e a r i n g i n t h e G u e r i n p o r t r a i t b y a b o u t t h e m i d -

1750's. I t is n o t possible t o see f r o m t h e p a i n t i n g i f t h e 

t ab l e - top was veneered w i t h a basket o f flowers f r a m e d 

w i t h i n t e r l a c i n g r i b b o n s , b u t i t seems l i k e l y . T h e m a r ­

q u e t r y o f t h e sides o f t h e t ab l e a n d o f t h e l ids o f t h e side 

c o m p a r t m e n t s o f t h e d r a w e r , h o w e v e r , is q u i t e c lea r ly o f 

a n e n t i r e l y d i f fe ren t cha rac te r . I t consists o f a r e p e a t i n g 

des ign o f a t re l l i s o r l a t t i ce p a t t e r n c o m p o s e d o f l i n k e d 

hexagons , each e n c l o s i n g a fleuron o r rose t te . T h i s ap­

pears o n t h e sides o f several o t h e r w r i t i n g tables b y O e b e n . 

I t is n o t a n o r m a l classical r e p e a t i n g m o t i f a n d differs s t r i k ­

i n g l y f r o m t h e t y p i c a l lozenge-shaped l a t t i ce o f t h e L o u i s 

X I V p e r i o d . A s far as I k n o w , t h i s is i ts earliest appear­

ance i n f u r n i t u r e d e c o r a t i o n . I t was t o c o n t i n u e i n use o n 

F r e n c h f u r n i t u r e fo r at least t h e n e x t f o r t y years w i t h a 

v a r i e t y o f m o d i f i c a t i o n s . 

I n o r d e r t h a t i ts appearance m a y be m a d e clearer t h a n 

i n t h e p a i n t i n g , a d e t a i l f r o m ju s t such a bureau-toilette b y 

O e b e n is r e p r o d u c e d here ( f ig . 4) . I t is i n s t r u c t i v e t o c o m ­

pare its m a r q u e t r y w i t h t h e r e p e a t i n g t r e l l i s p a t t e r n ap­

p e a r i n g o n t h e lowes t d r a w e r - f r o n t w i t h i n a s m a l l chest 

o f d rawers (kodansu) o f Japanese l acquer f r o m t h e Freer 

G a l l e r y , W a s h i n g t o n , i l l u s t r a t e d here ( f ig . 5). A l t h o u g h 

t he r e are differences, e.g., t h e absence o f t h e l i n k i n g bars 

c o n n e c t i n g t h e hexagons , t h e c o m p a r i s o n is suggestive; 

t h e p a t t e r n s are m a r k e d l y s i m i l a r . 

A few years la ter t h a n t h e p e r i o d assigned t o t h e w r i t i n g 

tables discussed above , O e b e n rece ived t h e m o s t i m p o r t a n t 

c o m m i s s i o n o f h is career. I n 1760 t h e Bureau Louis X V , 

pe rhaps t h e m o s t p res t ig ious piece o f F r e n c h f u r n i t u r e 

c rea ted d u r i n g t h e e i g h t e e n t h c e n t u r y , was o r d e r e d f r o m 

h i m b y t h e C r o w n . A s is w e l l k n o w n , O e b e n d i e d before 

t h e ce lebra ted r o l l - t o p desk was c o m p l e t e d a n d his com-

pagnon a n d successor, J e a n - H e n r i Riesener was left t o f i n ­

i sh i t a n d p u t h is s igna tu re o n t h e piece. Never the less t h e 

des ign o f t h e desk is e n t i r e l y due t o O e b e n , a n d before he 

d i e d a large scale m o d e l o f t h e desk w i t h t h e m a r q u e t r y 

p a i n t e d o n i t i n w a t e r c o l o r was s u b m i t t e d t o a n d a p p r o v e d 

b y t h e K i n g . 1 3 S o m e o f t h e m a r q u e t r y was a l ready c o m ­

p l e t ed w h e n O e b e n d i e d , a n d i t is u n l i k e l y t o h a v e been 

m o d i f i e d subsequen t ly . I t was execu ted b y o n e o f Oeben ' s 

13. V e r l e t : Le Mobilier Royal Frangais, t . 11 (Paris 1955), pp. 65 ff. and 

Jardin des Arts, M a y 1956, pp. 101 ff. 
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s t u d i o a s s i s t a n t s — W y n a n t S t y l e n . 

I f we n o w t u r n t o t h e m a r q u e t r y o f t h e d r a w e r - f r o n t s i n 

t h e i n t e r i o r o f t h e Bureau ( f ig . 6) , we f i n d t h e t re l l i s o r 

l a t t i ce p a t t e r n used is v e r y close i n des ign t o t h e same 

d r a w e r - f r o n t o f t h e Japanese lacquer chest i n t h e Freer 

G a l l e r y . L i n k i n g "ba r s , " absent i n t h e ear l ier e x a m p l e , are 

present here even i f t h e y are c i r c u l a r r a t h e r t h a n r ec t an ­

gu la r . T h e hexagons , t o o , are less f l a t t e n e d t h a n those o f 

t h e l acquer d r a w e r . Never the less t h e resemblance is s t r i k ­

i n g , even m o r e so t h a n w i t h t h e P o m p a d o u r t ab le . T h i s 

t re l l i s p a t t e r n was a t y p e o f veneer w h i c h Riesener, O e ­

ben's successor, was t o use w i t h i nc reas ing f r equency , 

especially o n w o r k s fo r t h e C r o w n , i n t h e t w o decades 

after t h e c o m p l e t i o n a n d d e l i v e r y o f t h e Bureau Louis X V 

i n M a y 1769. I n 1774 Riesener was a p p o i n t e d ebeniste ordi­

naire du Roi i n place o f t h e aged G i l l e s Joube r t . A m o n g s t 

t h e earliest pieces he d e l i v e r e d t o t h e Garde Meuble was a 

set o f f o u r c o r n e r c u p b o a r d s i n t e n d e d for use i n t h e K i n g ' s 

Salon des Jeux at Versa i l l es (f ig . 7). O n t h e faces o f t h e 

c o r n e r - c u p b o a r d s he has used a t y p e o f m a r q u e t r y v e r y 

s i m i l a r t o t h e l a t t i ce p a t t e r n des igned b y O e b e n for t h e i n ­

t e r i o r o f t h e Bureau Louis XV . T h e p a t t e r n is even closer 

t o t h e o n e used b y t h e Japanese l acque r -make r . T h e l i n k ­

i n g bars h a v e become r e c t a n g u l a r o n t h e d o o r o f t h e cup­

b o a r d , a n d t h e y enclose a s m a l l i n n e r rec tangle ju s t as o n 

t h e lacquer . T h e o n l y s ign i f i can t di f ference is t h e replace­

m e n t o f t h e enclosed f l e u r o n o r mon o f t h e Japanese piece 

w i t h a m o r e E u r o p e a n i z e d roset te , here g i v e n t h e f o r m o f 

a f l a t t e n e d w a t e r - l i l y . Riesener c o n t i n u e d t o use t re l l i s pa t ­

t e rns o f t h i s t y p e o n h is f u r n i t u r e r i g h t d o w n t o t h e R e v o ­

l u t i o n a n d even la ter , fo r i n s t ance o n t h e d r o p - f r o n t secre­

t a i r e m a d e for M a r i e - A n t o i n e t t e ' s use at S a i n t C l o u d , n o w 

i n t h e F r i c k C o l l e c t i o n , w h i c h is d a t e d 1790. I t is d i f f i c u l t 

t o suppose t h a t t he r e is n o c o n n e c t i o n here w i t h Japanese 

lacquer t h a t was e n t e r i n g Paris i n great q u a n t i t i e s d u r i n g 

t h e e i g h t e e n t h c e n t u r y . T h e l a t t i ce p a t t e r n o n t h e d r awer -

f r o n t was a v e r y c o m m o n lacquer m o t i f at t h i s p e r i o d , as 

were t h e p a t t e r n s o n t h e o t h e r t w o d rawers a p p e a r i n g o n 

t h e chest i n f i g . 1. 

L e t us n o w r e t u r n t o O e b e n w h o appears t o h a v e been 

t h e f i rs t t o adap t these Japanese lacquer pa t t e rn s t o 

F r e n c h m a r q u e t r y . A m o n g s t t h e w o r k s m o s t c o n f i d e n t l y 

assigned t o his a te l ier , t h o u g h i t does n o t bear his signa­

t u r e , is a r o l l - t o p desk i n t h e Palace o f t h e L e g i o n o f 

H o n o r , S a n F ranc i sco . T h e b a c k o f t h i s piece ( f ig . 8) is 

veneered i n t h e cen ter w i t h o n e o f Oeben ' s cha rac te r i s t i c 

baskets o f f lowers f r a m e d w i t h i n t e r l a c i n g r i b b o n s . B u t t h e 

f l a n k i n g panels enclose a m a r q u e t r y p a t t e r n o f a lozenge-

shaped t re l l i s des ign e n c l o s i n g q u a d r i l o b a t e f l eu rons w i t h ­

i n t h e in ters t ices . T h e t re l l i s is m a d e u p o f i n t e r l a c i n g 

"s t raps" o f a l i g h t w o o d b o r d e r e d at each side b y s t r i n g i n g 

Figure 5. Front of kodansu i n figure 1 showing the pat­

terned drawer-fronts. Washington, D . C . , Freer 

Gallery of A r t . 

o f a d a r k e r w o o d . I t is repea ted at t h e ends o f t h e desk a n d 

aga in i n t h e i n t e r i o r . I f we n o w t u r n once m o r e t o t h e 

Japanese chest , we see t h a t Oeben ' s p a t t e r n here a lmos t 

exac t ly repeats t h a t o n t h e c e n t r a l d r a w e r o f t h e chest . 

O n c e aga in i t is d i f f i c u l t t o a v o i d t h e c o n c l u s i o n t h a t t h e 

F r e n c h ebeniste t o o k his p a t t e r n f r o m some e x a m p l e o f 

Japanese lacquer t h a t he h a d seen. 

Riesener, l i kewise , occas iona l ly m a d e use o f s im i l a r pat ­

t e rns i n h is m a r q u e t r y b u t m u c h m o r e r a r e ly t h a n was t h e 

case o f t h e t re l l i s w i t h l i n k e d bars a l ready discussed. Jean-

Fran9o i s L e l e u , l i k e Riesener , s t a r t ed h is career as a com-

pagnon i n Oeben ' s w o r k s h o p . A t least as ear ly as 1772 we 

f i n d L e l e u u s ing t h e second o f these t w o lacquer pa t t e rn s 

o n a commode d e l i ve r ed o n N o v e m b e r 9 t h o f t h a t year 

for use i n t h e b e d c h a m b e r o f t h e Pr ince de C o n d e at t h e 

Palais B o u r b o n (f ig . 9) . H e c o n t i n u e d t o use i t i n t e r m i t ­

t e n t l y d o w n t o his d e a t h . 

M a r t i n C a r l i n was a n o t h e r f u r n i t u r e c r a f t s m a n w h o 

a d o p t e d t h i s same t y p e o f m a r q u e t r y p a t t e r n r e l a t ed t o 

Japanese lacquer , e.g., o n t h e e labora te t r a v e l i n g , w o r k 

a n d t o i l e t t ab le i n t h e W r i g h t s m a n c o l l e c t i o n ( f ig . 10) a n d 

o n t h e s imi l a r piece i n t h e F r i c k C o l l e c t i o n a n d o n pieces 

elsewhere. C a r l i n is k n o w n t o h a v e h a d c o n n e c t i o n s w i t h 

O e b e n , for at t h e la t ter ' s d e a t h he was f o u n d t o o w e 

C a r l i n t h e n o t i n c o n s i d e r a b l e s u m o f 500 l ivres fo r w o r k 
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Figure 6. Inter ior of the Bureau du Roi Louis X V by Jean-

Frangois Oeben and Jean-Henri Riesener show­

ing the marquetry of the drawer-fronts w h i c h 

should be compared w i t h the upper drawer-front 

i n figure 5. Palais de Versailles. 

Figure 7. Encoignure. One of a set of four delivered by Jean-

H e n r i Riesener i n 1774 for use i n the salle des Jeux 

du Roi at Versailles. Compare the marquetry of 

the central panel w i t h that o n the upper drawer-

front shown i n figure 5. Palais de Versailles. 

d o n e . C a r l i n is a s o m e w h a t m y s t e r i o u s f igure . W e k n o w 

l i t t l e a b o u t h is l ife a n d t r a i n i n g . B u t we d o k n o w t h a t fo r 

m u c h o f h is career he w o r k e d a lmos t exc lus ive ly for mar-

chands-merciers. W e also k n o w t h a t O e b e n was e m p l o y e d 

b y o n e o f t h e l e a d i n g marchands-merciers, Lazare D u v a u x , 

ear ly i n h is career. T h e marchands-merciers were t h e p r i n ­

c i p a l dealers i n o r i e n t a l lacquers i n e i g h t e e n t h c e n t u r y 

Paris. T h e y were also t h e c h i e f i n n o v a t o r s i n f u r n i t u r e 

des ign a n d i n t e r i o r d e c o r a t i o n o f t h e p e r i o d , d e v i s i n g 

m u c h o f t h e m o u n t e d o r i e n t a l p o r c e l a i n , a p p l y i n g p laques 

o f Sevres p o r c e l a i n t o w o o d e n f u r n i t u r e , c r e a t i n g n e w 

types o f f u r n i t u r e l i k e t h e commode en console, etc. I t is i m ­

possible n o t t o w o n d e r w h e t h e r Lazare D u v a u x (or some 

o t h e r marchand-mercier) m a y n o t h a v e been t h e f i rs t t o en­

courage O e b e n t o adap t these Japanese p a t t e r n s t o F r e n c h 

f u r n i t u r e . 1 4 B u t h o w e v e r t h a t m a y be, t h e r e seems n o 

d o u b t w h a t e v e r t h a t t o w a r d s t h e m i d d l e o f t h e 1750's, 

t h e p rac t i ce o f a d a p t i n g r e p e a t i n g p a t t e r n s f r o m Japanese 

lacquers t o t h e veneers used o n F r e n c h f u r n i t u r e arose i n 

Oeben ' s atelier. I t spread f r o m the r e t o h is t w o compagnons 

Riesener a n d L e l e u a n d t h e n c e t o a h o s t o f lesser ebenistes 

t o o n u m e r o u s t o m e n t i o n here . 

T h e lacquer p a t t e r n s discussed here h a v e a v e r y l o n g 

h i s t o r y i n Japan . T h e y are f o u n d o n lacquers o f t h e H e i a n 

(794-1185) a n d t h e K a m a k u r a (1185-1322) p e r i o d s . 1 5 A t 

least o n e o f t h e p a t t e r n s appears o n t h e i n t e r i o r o f t h e 

f amous V a n D i e m a n b o x i n t h e V i c t o r i a a n d A l b e r t M u ­

seum, L o n d o n , w h i c h c a n be d a t e d securely b e t w e e n 1636 

a n d 1645 a n d w h i c h is k n o w n t o h a v e been i n M m e de 

P o m p a d o u r ' s possession. T h e m i n i a t u r e chest o f d rawers 

i l l u s t r a t e d has been chosen fo r purposes o f c o m p a r i s o n 

because i t i l lus t ra tes a l l t h e p a t t e r n s c o n v e n i e n t l y , even 

t h o u g h i t is a la te w o r k a n d m a y poss ib ly da te f r o m t h e 

n i n e t e e n t h c e n t u r y . A l l these p a t t e r n s also appear o n an ­

o t h e r s i m i l a r chest i n T o r o n t o , w h i c h dates f r o m t h e t h i r ­

t e e n t h c e n t u r y (f ig . 11), a n d o n a chest o f d i f fe ren t des ign 

i n t h e M e t r o p o l i t a n M u s e u m o f a s l i g h t l y la ter da te . T h e y 

were c o m m o n e n o u g h o n lacquer d u r i n g t h e s even teen th 

a n d e i g h t e e n t h cen tu r ies . 

U n t i l r e c e n t l y m o s t E u r o p e a n s descr ibed these lacquer 

p a t t e r n s as " b r o c a d e d , " fo r t h e y seem t o de r ive f r o m cer­

t a i n C h i n e s e t ex t i l es . T h e y also appear , t h o u g h exceed­

i n g l y r a r e ly , o n Japanese p o r c e l a i n . T h e p o s s i b i l i t y there -

14. Possibly for his best and most in f luen t i a l c l ient , M m e . de Pompa­

dour , w h o owned the earliest examples so far traced. She was herself a 

famous collector o f Japanese lacquer (see: F.J.B. Watson, "Beckford , 

M m e . de Pompadour, the due de B o u i l l o n , and the Taste for Japanese 

lacquer i n E igh teen th C e n t u r y France," Gazette des Beaux-Arts, February 

1963, pp. 101-127. 

15. I am indebted to M r . H a r o l d P. Stern , D i r ec to r o f the Freer 

Gal le ry o f A r t , Wash ing ton , D . C . , for this i n f o r m a t i o n . 
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Figure 8. Rear view of a rol l - top desk at t r ibuted to Jean-Frangois Oeben. Compare the marquetry of the side panels 

of the upper part w i t h the pattern o n the middle drawer-front shown i n figure 5. San Francisco, Palace of 

the Legion of H o n o r . 

fore exists t h a t O e b e n m a y h a v e t a k e n t h e des ign f r o m 

some i m p o r t e d C h i n e s e s i lk . B u t t he re is l i t t l e ev idence 

t h a t C h i n e s e tex t i les were i m p o r t e d i n t o Paris i n a n y 

q u a n t i t y i n t h e e i g h t e e n t h c e n t u r y , w h i l s t we k n o w t h a t 

t h e marchands-merciers i m p o r t e d l acquer i n great q u a n t i t i e s 

a n d t h a t t h e m a t e r i a l was i m m e n s e l y p o p u l a r . I t the re fo re 

seems m o r e p r o b a b l e t h a t i m p o r t e d Japanese lacquer was 

t h e source o f these designs. 

I t is pe rhaps h a r d l y necessary t o m e n t i o n here t h a t la t ­

t ice o r t re l l i s p a t t e r n s are a c o m m o n feature o f classical 

a n d post-renaissance d e c o r a t i v e designs i n t h e W e s t . B u t 

t h e t y p i c a l E u r o p e a n t re l l i s differs f r o m those discussed 

here i n v a r i o u s ways . A h e x a g o n a l l a t t i ce is v e r y ra re ( i f 

i n d e e d k n o w n at al l) p r i o r t o t h e m i d - e i g h t e e n t h c e n t u r y 

a n d is, as far as I a m aware , never used w i t h a p i e rced 

b a r o r p i e rced c i rc le l i n k i n g t h e hexagons as O e b e n a n d 

Riesener used i t . A t re l l i s p a t t e r n o f lozenges enc lo s ing a 

f l e u r o n o r roset te was , o f course , used b y A . - C . B o u l l e 

a m o n g s t m a n y o t h e r s . B u t t h e examples discussed here 

differ i n v a r i o u s sub t le ways f r o m t h i s . T h e "s t raps" o r 

m e m b e r s b o r d e r i n g t h e lozenges are never i n t e r w o v e n l i k e 

basket w o r k as t h e y are i n Japanese lacquer a n d i n t h e 

pa t t e rn s used b y O e b e n , L e l e u , a n d C a r l i n . L i k e w i s e i n 

ear l ier examples t h e "s t raps" d o n o t have a s t r i n g i n g o f 

d a r k e r w o o d a l o n g each side t o c o r r e s p o n d w i t h t h e b o r ­

ders o f t h e Japanese p a t t e r n . E v e n t h e f l eu rons , such as 

Riesener 's f l a t t e n e d w a t e r l i l y m o t i f , are u n k n o w n i n ear­

l ier t re l l i s designs. O n w o r k s o f t h e t y p e discussed here , 

t h e y are o f t e n closer t o t h e Japanese mons t h a n t o t h e t y p ­

ica l E u r o p e a n roset te . T h i s s t r i v i n g fo r n e w v a r i a t i o n s o n 

o l d themes was charac te r i s t i c o f t h e a t t i t u d e o f t h e mar-

chands-mercier o f e i g h t e e n t h c e n t u r y Paris a n d i n d e e d o f 

t h e taste o f Par i s ian society as a w h o l e d u r i n g t h e p e r i o d . 

C h i n e s e l acquer , as w e l l as Japanese, also p r o v i d e d a few 

ebenistes w i t h m o t i f s o f a m o r e p i c t o r i a l cha rac te r fo r t h e 

d e c o r a t i o n o f f u r n i t u r e . C u t l acquer , i n t h e f o r m o f t h e so-

ca l l ed " C o r o m a n d e l " screens came t o E u r o p e i n cons ider ­

able q u a n t i t i e s i n t h e la te s even t een th a n d e i g h t e e n t h cen­

tu r i es . T h e y were o f t e n c u t u p a n d t h e panels used fo r 

t h e d e c o r a t i o n o f f u r n i t u r e . I n E n g l a n d a n d G e r m a n y t h e 

screens were even d i s m e m b e r e d for use as w a l l p a n e l i n g . A 

large n u m b e r o f C o r o m a n d e l screens are deco ra t ed a l o n g 

t h e uppe r a n d l o w e r bo rde r s w i t h a series o f domes t i c u t e n ­

sils: vases, b r u s h po t s , cups a n d saucers, t r ays , baskets , 
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Figure 9. Detai l o f the marquetry of the front o f a commode 

delivered by Jean-Frangois Leleu i n 1772 for use 

i n the bedchamber of the Prince de Conde i n the 

Palais Bourbon . The pat tern of the marquetry 

should be compared w i t h that o f the central 

drawer-f ront shown i n figure 5. Paris, Musee du 

Louvre . 

Figure 10. Travel ing toilet , wr i t i ng , and eating table by 

M a r t i n C a r l i n . Compare the pattern of the mar­

quetry w i t h the central drawer-front shown i n 

figure 5. Col lec t ion M r . and M r s . Charles B. 

Wrightsman. 

Figure 11. Nest o f boxes o f coral red lacquer in la id w i t h 

mother-of-pearl and intended to ho ld inkstones. 

Sources such as this and patterned Chinese tex­

tiles provided Japanese lacquer masters w i t h the 

type o f pattern seen o n the miniature chest o f 

drawers illustrated i n figure 1. T o r o n t o , Royal 

On ta r io Museum. 

etc. ( f ig . 12), as w e l l as C h i n e s e jades a n d r i t u a l objects , 

etc. ( f ig . 13). I n t h e W e s t these are somet imes refer red t o 

as " T h e H u n d r e d A n t i q u e s , " b u t t he r e appears t o be n o 

C h i n e s e p receden t fo r t h e d e s c r i p t i o n . 

D u r i n g t h e l a t t e r p a r t o f t h e e i g h t e e n t h c e n t u r y , a s m a l l 

g r o u p o f F r e n c h ebenistes began t o use ju s t such d e c o r a t i v e 

m o t i f s fo r t h e m a r q u e t r y d e c o r a t i o n o f t h e i r f u r n i t u r e . 

N o n e o f these c ra f t smen was o f t h e s ta tu re o f O e b e n , Ries­

ener , a n d C a r l i n . C h a r l e s T o p i n o (maitre 1773), o f w h o s e 

w o r k s t h e c o m t e de Sa lver te r e m a r k s t h a t t h e y are souvent 

plus recommandables par Velegance de leur aspect que par le 

finesse de leur facture, v e r y f r e q u e n t l y m a d e use o f such 

m a r q u e t r y . 1 6 M o r e r a r e ly i t is f o u n d o n t h e w o r k o f m o r e 

16. C o m t e Frangois de Salverte: Les Ebenistes du xviie et xviiie Siecles, 

Leurs Oeuvres et Leurs Marques (Paris-Brussels 1964) s.v. T o p i n o . 
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Figures 12 and 13. Coromandel screen, front and back. L o n d o n , V ic to r i a and A l b e r t Museum. 

d i s t i n g u i s h e d ebenistes such as Rene D u b o i s (maitre 1775) 

(f ig . 14) . 1 7 T h e s i m i l a r i t y o f t h e vases, cups , b r u s h h o l d e r s , 

etc. t o be f o u n d i n t h e m a r q u e t r y o f t h e pieces i l l u s t r a t e d 

here (figs. 15 a n d 16) t o those d i sp l ayed o n t h e bo rde r s o f 

C o r o m a n d e l screens is clear, t h o u g h exact paral le ls are 

n o t easy t o es tab l i sh i n t h e absence o f a large n u m b e r o f 

p h o t o g r a p h s o f C o r o m a n d e l screens. N o t o n l y is t h e i r 

C h i n e s e cha rac te r se l f -evident , b u t i t seems clear t h a t T o ­

p i n o h i m s e l f c o n s i d e r e d t h e m i n t h e gout chinois. T h i s 

ebeniste has left t o us h is sales ledger. E x e c r a b l y w r i t t e n 

a n d a r r a n g e d i n a s o m e w h a t m u d d l e d w a y , 1 8 i t n eve r the ­

less inc ludes n u m e r o u s ent r ies l i k e t h e f o l l o w i n g : 

17. I t is possible tha t such marque t ry was supplied to Dubo i s by To­

p ino himself, l ike the "40 poteries' furnished to " M . L e b r u n d " (see below 

p. 165). 

1773 du 3 juillet deux tables 

ovallesy sujects chinoise orne de leur fonttes non dore 

a86lfait 172(1.) 

1775 du 3 fevrier plus une (table) a 

ovalle a lajesuite orne de cesfontes sujets chinois . . 86 (ί.) 

1775 du 2 obre une table ovalle 

jisuite en poteries 84 (L) 

2 tables ovalles 

garnies des fonttes lune en bois violet et toute en 

poteries 184 (I) 

H e also supp l i ed t o a M . L e b r u n d (poss ib ly t h e marchand-

mercier L e b r u n ) : 

40 poteries ombrez de differentes natures. 

18. I am deeply grateful to Geoffrey de Bellaigue for a l lowing me access 

to his xeroxes of the livre-journal kept by T o p i n o . 
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Figure 14. Drop-front secretaire (secretaire a abattant) 

stamped by its maker Rene Dubois (maitre 

1754-1799). The marquetry panels in la id w i t h 

Chinese brush pots, hanging vases, and utensils 

o f domestic use may be compared w i t h objects 

to be seen i n the borders o f the Coromandel 

screen illustrated i n figures 12 and 13. M e l ­

bourne, Na t iona l Gallery of V ic to r i a . 

Figure 15. Bonheur-du-jour a t t r ibuted to Charles T o p i n o 

(maitre 1773-1803) veneered w i t h a series o f 

panels of marquetry incorporat ing flower vases, 

cups, incense burners, brush-holders, etc. very 

similar to those found i n the borders of the 

Coromandel screen shown i n figures 12 and 13. 

Present locat ion u n k n o w n . 

S u c h ent r ies o c c u r ove r a n d o v e r aga in i n t h e sales b o o k . 

T h e reference t o "poteries" a n d "jesuite" seems t o m a k e i t 

clear t h a t i t is p o r c e l a i n objects o f t h e t y p e f o u n d o n C o ­

r o m a n d e l screens w h i c h are re fe r red t o here . N o d o u b t 

were a w i d e r range o f C o r o m a n d e l screens ava i l ab le fo r 

s c r u t i n y , i t w o u l d be possible t o f i n d some d i r ec t b o r r o w ­

ings b y T o p i n o . 

1980-1981 V i s i t i n g S c h o l a r 

T h e J. Pau l G e t t y M u s e u m 

Figure 16. Bonheur-du-jour a t t r ibuted to Charles T o p i n o 

(maitre 1773-1803) veneered w i t h vases of 

flowers, tea cups and saucers, brush pots, etc., 

of Chinese type and deriving f rom prototypes 

i n the borders o f Coromandel screens similar 

to the one illustrated i n figures 12 and 13. Such 

domestic utensils are probably what Topino 

referred to i n his lime-journal as poteries ombrez 

de differentes natures. Present locat ion u n k n o w n . 
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New Research on a Table Stamped 
by Bernard van Risenburgh 

Adrian Sassoon 

O n t h e 1 0 t h N o v e m b e r 1949 J. Pau l G e t t y w r o t e i n h is 

d i a r y a b o u t a v i s i t he h a d m a d e t h a t day t o a f i r m o f 

dealers i n N e w Y o r k : "Just as I was a b o u t t o leave, t h e y 

b r o u g h t o u t a s m a l l t ab l e . I t is a c o m p a n i o n t o G u e r a u l t ' s 

f amous t ab le . . . . We a l l agreed t h a t t h i s t ab le was supe­

r i o r . . . t h e t o p m o r e b e a u t i f u l a n d i m p o r t a n t , a n d t h e 

green lacquer is l ove l i e r . I w o u l d have b o u g h t t h e t ab le at 

$30,000 a n d t h o u g h t i t a b a r g a i n . I t i m i d l y i n q u i r e d t h e 

p r i ce . $15,000! I b o u g h t i t o n t h e spot . . . . " T h e t ab le i n 

q u e s t i o n (figs 1-5, 8, a n d 9) is t o d a y a p a r t o f t h e F r e n c h 

deco ra t i ve arts c o l l e c t i o n o f t h e J. Pau l G e t t y M u s e u m . 1 

T h i s sma l l t ab le is deco ra t ed w i t h a p a t t e r n e d green ver­

ms Martin surface a n d has a Sevres p o r c e l a i n t r a y f o r m i n g 

t h e t o p . I t has o n e d r a w e r b e n e a t h t h e t o p a n d a shelf, 

also deco ra t ed w i t h vernis Martin, set b e t w e e n t h e s lender 

cab r io l e legs. I t has t h e charac ter i s t ics a n d t h e s t a m p (f ig . 

2) f o u n d o n tables f r o m t h e w o r k s h o p o f B e r n a r d v a n 

R i s e n b u r g h , w h o was w o r k i n g i n Paris f r o m a b o u t 1730 

a n d d i e d i n 1767. T h e Sevres t o p is o n e o f t h e m o r e h i g h l y 

deco ra t ed examples ( adap ted f r o m t h e m o d e l m a d e w i t h 

t w o hand les ca l l ed t h e plateau Courteille2) m a n u f a c t u r e d 

b y t h a t f a c t o r y fo r m o u n t i n g o n pieces o f f u r n i t u r e . I t 

bears t h e crossed L's o f t h e R o y a l p o r c e l a i n f a c t o r y ( f ig . 3) , 

t h e da te le t te r / for 1761 , a n d t h e le t te r Ę for t h e p a i n t e r 

C h a r l e s - N i c h o l a s D o d i n ( w o r k i n g at Sevres b e t w e e n 1754 

a n d 1803) . 3 E l a b o r a t e g i l t - b r o n z e m o u n t s are a f u r t h e r 

i m p o r t a n t e l emen t o f t h e d e c o r a t i o n (figs. 8 a n d 9) . 

Severa l s i m i l a r tables b y B e r n a r d v a n R i s e n b u r g h are 

k n o w n o f t h i s f o r m w i t h a Sevres t o p ( a n d i n some cases a 

I am most grateful to G i l l i a n W i l s o n , whose research forms the basis o f 

this article and to Rosal ind Savi l l for her generosity w i t h many facts o f 

her f i n d i n g , regarding the Sevres porcela in plaques. 

1. Accession N u m b e r 7 0 . D A . 8 5 . 

2. M y thanks to Rosal ind Savi l l o f the Wallace C o l l e c t i o n for this i n ­

f o r m a t i o n f rom her unpub l i shed catalogue o f Sevres porcela in i n the 

Wallace C o l l e c t i o n . 

3. M . Brunet ck T . Preaud, Sevres, Des Origines a Nos Jours, Office D u 

L i v r e , 1978, p . 363. 

4. I n f o r m a t i o n k i n d l y given to me by Rosal ind Savi l l , f rom the un ­

publ ished catalogue o f Sevres porcelain i n the Wallace C o l l e c t i o n , see 

note 2. 

Sevres l o w e r shelf) a n d vernis Martin d e c o r a t i o n o f c o m p l e ­

m e n t a r y des ign t o t h e p o r c e l a i n . T h e Sevres f ac to ry sup­

p l i e d p o r c e l a i n p laques fo r these tables , somet imes i n 

m a t c h i n g pa i rs . T h e p l a q u e fo r t h e l o w e r she l f was m o d ­

eled w i t h i n d e n t e d corners t o f i t b e t w e e n t h e legs o f t h e 

t ab le (figs 12 a n d 13) . 4 

M r . G e t t y c o m p a r e d his t ab le t o t h e o n e b e q u e a t h e d b y 

Frangois G u e r a u l t t o t h e M u s e e d u L o u v r e (f ig . I I ) . 5 T h i s 

t ab le has a Sevres t o p , p a i n t e d w i t h t h e da te le t te r for 

1764, w h i c h is deco ra t ed w i t h a n e labora te b o r d e r a n d 

c a r t o u c h e o f b l u e a n d g o l d t re l l i s p a t t e r n set o n a w h i t e 

g r o u n d . T h e carcass is p a i n t e d w i t h a m a t c h i n g design o f 

vernis Martin, o f w h i c h t h e b l u e p i g m e n t has n o w faded t o 

green . T h i s o t h e r w i s e w e l l p reserved t ab le i l lus t ra tes t h e 

i n s t a b i l i t y o f vernis Martin w h i c h is suscept ible t o f l a k i n g 

as w e l l as t o c o l o r decay. S u c h f l a k i n g is especial ly c o m ­

m o n o n s m a l l tables because o f t h e i r f u n c t i o n as free­

s t a n d i n g pieces w h i c h exposes t h e m t o t h e passing h u m a n 

t ra f f ic i n a r o o m m u c h m o r e t h a n a c o m m o d e set against 

t h e w a l l . A n o t h e r o f these tables is t o be seen i n t h e M u ­

see des A r t s Deco ra t i f s ( f ig . 14) . 6 I t bears a Sevres t o p 

p a i n t e d w i t h t h e da te le t te r for 1768, w h i c h is deco ra t ed 

w i t h a p a t t e r n o f f lowers i n a t re l l i s ove r a w h i t e g r o u n d . 

T h e carcass o f t h i s e x a m p l e is p l a i n l y veneered b u t bears 

signs o f h a v i n g once been f i n i s h e d w i t h a vernis Martin 

surface w h i c h o n e m a y assume was d a m a g e d a n d t h e n re­

p l aced b y veneer . 7 A n o t h e r s im i l a r t ab le b y B e r n a r d v a n 

R i s e n b u r g h was s o l d at C h r i s t i e ' s i n 1973 (f ig . 15) . 8 I t 

bears a Sevres t o p p a i n t e d w i t h t h e da te le t te r for 1760 

5. Accession number O A . 8170. 

6. Accession number u n k n o w n . 

7. D . Alcouf fe , Louis X V , Un Moment de Perfection de VArt Frangais, 

Paris Hotel de la M o n n a i e , 1974. Catalogue number 433, p . 332. A l s o see 

C . D a u t e r m a n , J. Parker, E. Standen, Decorative Art from the Samuel H . 

Kress Collection at the Metropolitan Museum of Art, 1964, p . 165. 

8. Sold f rom the co l lec t ion o f Sidney L a m o n , Chris t ie 's , L o n d o n , 29 

November 1973. Bought by M . R i a h i . T h e drawer o f this table inter­

estingly bears an i n k insc r ip t ion m e n t i o n i n g the name and address o f 

Poirier, the marchand-mercier p robab ly responsible for the commiss ioning 

o f these Sevres plaqued tables f rom Bernard van Risenburgh and other 

ebanistes. Poirier's name is present i n this instance to r e m i n d the 

meta lworker m a k i n g the w r i t i n g f i t t ings o f his orders source. 
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Figure 1. Table i n the style of Bernard van Risenburgh. Figures 2-6, 9 and 10 are views of this table. The J. Paul Get ty Museum. 
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Figure 4. Sevres plaque o n the Get ty table as i t appears today. 

Figure 2. Detai l of the stamp BVRB and JME mark of the 

Juré of the Corporation des Ebénistes o n the under­

side of the drawer of the Get ty table. 

Figure 3. Detai l of the reverse of the Sèvres plaque o n the 

Getty table showing the factory mark, the date 

letter, and the painter's mark. 
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Figure 5. Deta i l o f the Sevres plaque o n the Get ty table. 

Figure 6. Deta i l of the vernis Martin decoration o n the table shown i n figure 7. 
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Figure 7. Table at t r ibuted to Bernard van Risenburgh, 

w i t h a marble top, probably replacing a Sevres 

plaque. Photo: Musee du Louvre. 

a n d is veneered w i t h p a r q u e t r y . T h i s e x a m p l e was n o t 

deco ra t ed w i t h vernis Martin o n its carcass. A l l o f these 

tables are f u r t h e r deco ra t ed w i t h g i l t - b r o n z e r i m s , c o r n e r 

a n d e scu tcheon m o u n t s , hand le s , a n d feet o f t h e same 

m o d e l . 

A f t e r c o n s i d e r a t i o n o f these examples , t h e G e t t y t ab le 

c a n be seen t o have t w o u n u s u a l features. F i r s t l y , t h e 

Sevres t o p a n d t h e vernis Martin d e c o r a t i o n h a v e n e i t h e r 

c o l o r n o r des ign i n c o m m o n . S e c o n d l y , t h e q u a l i t y o f t h e 

cas t ing a n d f i n i s h o n t h e g i l t - b r o n z e m o u n t s is cons ider ­

a b l y less f ine t h a n o n c o m p a r a b l e examples (figs. 9 a n d 

10) . 9 T h e G e t t y table 's Sevres t o p is deco ra t ed w i t h f lowers 

i n a t re l l i s o n a p i n k g r o u n d c o l o r a r o u n d a c e n t r a l l o b e d 

c a r t o u c h e . A n i d e n t i c a l p a t t e r n is f o u n d o n t h e vernis 

Martin d e c o r a t i o n o n t h e carcass o f yet a n o t h e r t ab le o f 

t h e same m o d e l n o w i n t h e M u s e e d u L o u v r e ( f ig . 7 ) . 1 0 

T h i s has a t o p o f w h i t e m a r b l e c a r v e d i n t h e shape o f t h e 

Sevres t rays used o n t h e o t h e r tables . F o r several years i t 

has been assumed t h a t t h e G e t t y Sevres p l a q u e was t a k e n 

9. T h e mounts were regilded i n 1973, b u t this d i d no t compromise the 

qua l i ty o f the i r casting and mode l ing . 

10. Accession number O A . 7 6 2 6 . 

11. T h e repairs present w h e n M r . Ge t ty purchased the table had 

Figure 8. Detai l of a gilt-bronze handle o n the Get ty table. 

f r o m t h e L o u v r e t ab le t o replace a b r o k e n o r i g i n a l t o p a n d 

t h a t t h e L o u v r e t ab le was g i v e n its m a r b l e r ep l acemen t at 

t h e same t i m e . B u t t h e p l a q u e o n t h e G e t t y t ab le is i t se l f 

c r a c k e d across f r o m side t o side, a n d o n e h a l f is b r o k e n i n ­

t o t h r ee f u r t h e r pieces. I t has been r epa i r ed , b u t t h e cracks 

a n d ex tens ive o v e r - p a i n t i n g o f t h e d a m a g e d areas c a n be 

seen u n d e r u l t r a v i o l e t l i g h t . 1 1 F u r t h e r m o r e , a c h e m i c a l 

analysis o f t h e vernis Martin o n t h e G e t t y t a b l e 1 2 has 

s h o w n t h a t t h e green layer is c o m p o s e d o f w h i t i n g o f cal­

c i u m c a r b o n a t e ( C a C 0 3 ) t i n t e d green w i t h c h r o m i u m 

o x i d e ( C r 2 0 3 ) . C h r o m i u m o x i d e was n o t c o m m e r c i a l l y 

ava i l ab le u n t i l 1862; i n d e e d c h r o m i u m was o n l y d i scov­

ered as a n e l emen t i n 1797, so i t is clear t h a t t h e G e t t y 

t ab le m u s t h a v e h a d a d i f fe ren t vernis Martin o r veneered 

surface w h e n i t was m a d e . A s a resu l t i t appears m o s t l i k e l y 

t h a t t h e Sevres t o p n o w i n t h e G e t t y M u s e u m was o r i g ­

i n a l l y o n t h e L o u v r e t ab le w h i c h was f o r m e r l y i n a R o t h s ­

c h i l d f a m i l y c o l l e c t i o n . T h e p o r c e l a i n t o p was b r o k e n a n d 

rep laced w i t h t h e present m a r b l e o n e before 1922 w h e n i t 

discolored so badly tha t the plaque was again restored and par t ia l ly over-

pa in ted i n 1973. 

12. T h e tests, carr ied ou t at the J. Paul Ge t ty M u s e u m by John 

T w i l l e y , were by X-ray fluoresence, verif ied by microchemica l tests. 



Figure 10. Deta i l of a gilt-bronze corner moun t o n the table i n figure 8. 

Figure 9. Detai l of a gilt-bronze corner moun t on the Get ty table. 
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Figure 12. Sevres plaque made as the top of a table. Photo: 

V i c t o r i a and A l b e r t Museum, Jones Col lec t ion . 

was b e q u e a t h e d t o t h e L o u v r e . T h e G e t t y t ab le m u s t h a v e 

also suffered damage t o its o r i g i n a l Sevres t o p a n d carcass 

d e c o r a t i o n a n d was u n i t e d w i t h t h e R o t h s c h i l d p l aque 

w h i c h h a d been salvaged a n d r e p a i r e d for t h i s pu rpose . 

I t is possible t h a t p o r c e l a i n p laques such as these were 

b e i n g r e m o u n t e d w e l l before t h e e n d o f t h e e i g h t e e n t h 

c e n t u r y w h e n t h e Neoclass ica l style h a d superseded t h e 

R o c o c o . T h e Wal lace . C o l l e c t i o n 1 3 a n d t h e Jones C o l l e c ­

t i o n i n t h e V i c t o r i a a n d A l b e r t M u s e u m 1 4 each possesses 

a Neoclass ica l t ab le s t a m p e d b y Pierre G a m i e r ( maitre i n 

1742, d i e d c. 1800). E a c h bears o n e Sevres p l a q u e o f 

m a t c h i n g d e c o r a t i o n , a n d b o t h are m a r k e d fo r t h e year 

1759 a n d for t h e p a i n t e r Jean-Pierre L e d o u x . T h e p l a q u e 

o n t h e Jones t ab le ( f ig . 12) is o f i d e n t i c a l shape t o t h e 

G e t t y p l a q u e (f ig . 4) , w h i l e t h e Wa l l ace p l a q u e (f ig . 13) has 

i n d e n t e d co rne r s , i n d i c a t i n g t h a t t h e y were o r i g i n a l l y i n ­

t e n d e d as t h e uppe r a n d l o w e r shelves o f t h e same t ab le . 

U n f o r t u n a t e l y o n e c a n n o t be c e r t a i n t h a t t h e Jones a n d 

W a l l a c e p laques were ever m o u n t e d toge the r , a n d t h a t 

t h e y were n o t i n t h e s tock o f a marchand-mercier fo r a c o n ­

s iderable p e r i o d o f t i m e . N o r c a n t h i s pa i r be i d e n t i f i e d i n 

t h e Sevres f a c t o r y sales reg is te rs . 1 5 

T w o m a j o r f laws i n t h e G e t t y t ab l e—f i r s t l y t h e p o o r 

q u a l i t y o f t h e g i l t - b r o n z e m o u n t s a n d second ly t h e u n -

13. F.J.B. Watson , Wallace Collection Catalogues. Furniture (1956), p . 

167, no . F.310, plate 103. T h i s table is no t acknowledged as stamped i n 

the catalogue. A record tha t i t is stamped is i n the Fu rn i t u r e and W o o d ­

w o r k Depar tmen t o f the V i c t o r i a and A l b e r t M u s e u m , file number 

1069-1882. 

14. Bracket t , Victoria and Albert Museum. Catalogue of the Jones Collec­

tion, Part I. Furniture (1930), p . 12, no . 33, p i . 20. (Acc . no . 1069-1882.) 

15. Th i s i n f o r m a t i o n has been given to me by Rosal ind Savi l l f rom the 

unpubl i shed the catalogue o f the col lec t ion o f Sevres Porcelain i n the 

Wallace C o l l e c t i o n . 

Figure 13. Sevres plaque originally made as a lower shelf of 

a table. Photo: reproduced by permission of the 

Trustees, The Wallace Col lec t ion. 

Figure 11. Table stamped by Bernard van Risenburgh. 

Photo: Musee du Louvre. 
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Figure 14. Table stamped by Bernard van Risenburgh, for­

merly decorated w i t h vernis Martin. Photo: M u -

see des A r t s Decoratifs, Paris. 

u sua l c o n s t r u c t i o n o f t h e base p a n e l o f t h e d rawer—re­

m a i n u n e x p l a i n e d . A c a b i n e t m a k e r o f such h i g h s t andards 

as B e r n a r d v a n R i s e n b u r g h w o u l d n o r m a l l y m a k e a d r a w e r 

p a n e l w i t h t h e g r a i n r u n n i n g across t h e d r a w e r t o accom­

m o d a t e stress caused b y changes i n h u m i d i t y . H o w e v e r , i n 

t h i s t ab le t h e g r a i n r u n s t h e d e p t h o f t h e d r a w e r , w h i c h 

suggests t h a t t h e carcass m a y be o f la te n i n e t e e n t h o r o f 

ear ly t w e n t i e t h c e n t u r y da te w i t h t h e base p a n e l i n se r t ed , 

because i t bears t h e g e n u i n e B V R B s t a m p p r o b a b l y re­

m o v e d f r o m a n o t h e r piece o f f u r n i t u r e . T h u s t h e p o o r 

q u a l i t y o f t h e g i l t - b r o n z e m o u n t s o n t h e G e t t y t ab le , i n 

Figure 15. Table at t r ibuted to Bernard van Risenburgh. 

Photo by courtesy of Christie's. 

t h e c o m p a r i s o n w i t h those o n t h e G u e r a u l t t ab le (figs. 9 

a n d 10), is e x p l a i n e d b y t h e i r pe rhaps h a v i n g been cast 

f r o m a n o r i g i n a l t ab l e , l o s i n g d e f i n i t i o n i n t h e process. 

I t s h o u l d be r e m e m b e r e d t h a t i n 1949, w h e n M r . G e t t y 

b o u g h t t h i s t ab le , t h e L o u v r e was s t i l l c losed after t h e Sec­

o n d W o r l d W a r . H e c o u l d n o t h a v e seen t h e c o m p a r a b l e 

examples t h e r e fo r at least t e n years. F u r t h e r m o r e i t is 

possible t h a t t h e m a r b l e - t o p p e d t ab le was n o t o n d i sp lay . 

C e r t a i n l y M r . G e t t y d i d n o t h a v e ava i l ab le t h e p h o t o ­

g r a p h i c resources o r c h e m i c a l tests n o w possible t o assist 

h i m i n f o r m u l a t i n g a n o p i n i o n o n t h e t ab le . 

T h e J. Pau l G e t t y M u s e u m 

M a l i b u 
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