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Reflections of an Italian Journey on an Early Attic Lekythos?

JOAN R. MERTENS

Curator, Department of Greek and Roman Art, The Metropolitan Museum of Art

N 1828 ANCIENT GREEK VASE PAINTING made

its first significant appearance in modern Eu-

rope. The occasion was the discovery of an
Etruscan necropolis filled with imported Athenian
vases at Canino, near Vulci, by Lucien Bonaparte, a
brother of Napoleon. Not only did the subsequent
reemergence of Greek pottery occur, in large part,
on north Italian soil, but during the last 150 years
the role of the Etruscans as importers of Greek,
principally Attic, vases has also been a focus of ar-
chaeological scholarship. One of the first achieve-
ments of this scholarship was the recognition that,
although found in Etruria, the vases had actually
been made in, and imported from, Greece proper.
The decisive evidence lay in the inscriptions, written
in perfect Greek, that many of them bore. As Die-
trich von Bothmer has shown,' the Metropolitan
Museum’s amphora by the Taleides Painter—found
in Sicily before 1800—was the first vase with an
ancient potter’s signature to come to light in mod-
ern times; Lucien Bonaparte would unearth many
more at Canino.

Once the place of manufacture had been estab-
lished for the thousands of fragments and whole
vases that began to be found throughout the area of
ancient Etruria, questions arose as to the connec-
tions between Attic ceramic workshops of the sixth
and fifth centuries B.c. and their Etruscan clientele.
It has become an accepted fact that some products
were made specifically for export. Of particular per-
tinence here are the Nicosthenic neck-amphorae
and kyathoi, shapes of Etruscan origin that were
reinterpreted in Athenian workshops and produced
in quantity specifically for the Etruscan market.
Two terracotta stands in the Metropolitan Museum
illustrate this phenomenon on a very small scale;
they must have been bespoken, for they are
unique.? Study of the painted and incised inscrip-
tions that marked batches of pots for shipment has
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The notes for this article begin on page 11.

provided insights into the designation and accumu-
lation of material for export® More than ever,
scholars today are preoccupied with the commodi-
ties contained in these quantities of pottery,* how
the vases were understood by their importers,® and
what impact they may have had on Etruscan art and
culture.®

As this preamble will indicate, the weight of evi-
dence concerning Etruscan demand for Attic pot-
tery lies almost entirely on the Etruscan side. Traces
of Etruscan presence of any kind in Attica or in
Attic art have proved to be minimal as well as elu-
sive.” Therefore, any glimmer or echo of such a
presence seems worth noting. In this endeavor I
should like briefly to reconsider a vase of the very
early sixth century B.c. in Berlin and the group of
iconographically related pieces that have been as-
sembled around it.

Berlin V.I. 3764 (Figures 1—3) is a Deianeira leky-
thos characterized by an uninterrupted ovoid body,
echinus foot, and cup-shaped mouth with pro-
nounced drip ring; the shape was popular during
the first quarter of the sixth century B.c. The vase
is said to have been found in Greece. Originally
attributed by Sir John Beazley to a painter working
in the manner of the Gorgon Painter,? it has re-
cently been assigned by Dyfri Williams to the Dei-
aneira Painter.° In a subordinate zone occupying
the top of the body, the decoration consists of a
snaky creature with a fish tail and the head of a
bearded man in its richly toothed mouth. In the
main scene below, a pair of lions flank a bearded
man; naked except for the baldric holding his sword
and scabbard, the man looks back as he runs toward
the right. Between the hindquarters of the two
lions, below the handle of the lekythos, appears an
unusual creation. It is made up of the bearded head
of a man, shown in profile, set on top of a squat,
roundish base; two incised lines mark the junction
of the base and the human neck. This element in
the decoration has been discussed repeatedly but
never satisfactorily explained.
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Figure 2. Detail of lekythos in Figure 3. Detail of lekythos in
Figure 1 Figure 1

Figure 1. Lekythos, attributed to the Deianeira Painter, Greek (Attic), ca. 580 B.c.
Terracotta, H. 26 cm. Antikensammlung, Staatliche Museen zu Berlin, V.1. 3764
(photo: Jutta Tietz-Glagow, Antikensammlung, Berlin)

Figure 4. Lekythos,
attributed to the
Deianeira Painter, Greek
(Attic), ca. 580 B.C.
Terracotta, H. 24 cm.
Nicosia, Cyprus

Museum 1958, 1V-22,3
(photo: Cyprus Museum)

Figure 5. Alternative
view of lekythos in
Figure 4




The man-headed form is known from other con-

temporary representations on Attic vases that have
recently been brought together by Mary B. Moore.'°
Most closely related, indeed by the same hand, is a
Deianeira lekythos in Nicosia (Figures 4, 5), found
at Polis tis Chrysochou.!"" The main scene on the
body again shows a running man between lions;
here, however, the figure wears a belted tunic and
high boots. The man-headed object again appears
below the handle. The base is somewhat squatter
and more rounded than on the lekythos in Berlin;
the head, however, shows the same distinctive detail
of a fillet securing locks of hair that seem to be
brushed upward at the middle of the forehead. The
secondary scene, above, shows hounds coursing a
hare.

A third lekythos with comparable iconography is
in the collection of Herbert A. Cahn, Basel (Figures
6, 7). Dyfri Williams has attributed it to a follower
of the Gorgon Painter whom he calls the Painter of
the London Olpai.’? On the body, the figure be-
tween two lions wears a belted tunic and boots; the
head is evidently that of a woman. Interestingly, the
fillet binding her hair is very like that of her male
counterparts painted by the Deianeira Painter. Al-
though the base of the man-headed object as well as
the hindquarters of the lions are missing, the pre-
served elements are unmistakable. The narrow
band above the main zone contains a wreath that
seems to consist of fruit, such as olives or acorns,
rather than leaves.

The other pertinent representations occur on
amphorae. Athens, Agora P 24944'® preserves a
bearded male head facing right; in front—or on top
—of the base appears a thin, curving form that sug-

Figures 6, 7. Lekythos
(two views), attributed to
the Painter of the
London Olpai, Greek
(Attic), ca. 580 B.C.
Terracotta, H. 18.8 cm.
Basel, Herbert A. Cahn
Collection 1410, g20,
and g14 (photo: Herbert
A. Cahn)

gests a snake (Figure 8). Copenhagen NM 13796,"
acquired on the Roman market, shows a pair of
these male heads confronted; the bases have now
lost their tautness and the execution is generally
perfunctory. An oinochoe in the Humboldt Univer-
sity, Berlin (Figure g), is one of two '* that have been
associated with the aforementioned vases; the ab-
sence of the globular base below the profile head,
however, places these pieces in a different icono-
graphical category.

To date, scholarly discussion of the man-headed
form has dealt with it as a bust. In his consideration
of the Agora example, Homer Thompson spoke of
“a very striking bearded head to which an abbrevi-
ated body is attached at the lower left; perhaps a
male siren.” '® Ingeborg Scheibler sees an attempt to
combine the bust of the deceased as depicted on
funerary amphorae with birds as funerary sym-
bols.’” Otfried von Vacano prefers to discern the
first stages in the formulation of the bust as an icon-
ographical motif,'® and Dyfri Williams also refers to
the forms as busts. Although useful, these proposals
remain inadequate because the execution of the
Berlin lekythos is exceedingly competent, revealing
no uncertainty in any aspect of the decoration; in-
deed, the Deianeira Painter has carefully but also
very fluently drawn the man-headed form and artic-
ulated the container and significant details. In my
opinion, he was depicting a real, self-contained ob-
ject. What can have been the prototype?

Terracotta receptacles consisting of a plain, ro-
tund base surmounted by a human head—usually
male, occasionally female—represent a well-estab-
lished class of object in Etruscan art of the seventh
and sixth centuries B.c.'® Although they are called
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Figure 8. Fragment of an amphora, manner of the Gorgon
Painter, Greek (Attic), first quarter of 6th century B.c.
Terracotta, H. 24.9 cm. Athens, Agora P 24944 (photo:
American School of Classical Studies at Athens:

Agora Excavations)

canopic jars, they held the ashes of the deceased,
not the viscera. A major center of their production
and use seems to have been Chiusi. Funerary prac-
tice entailed the placement of these urns upon a
thronelike or seatlike support within a very large
storage jar at the bottom of a pit cut deep into the
ground; most of the receptacles known today have
been separated from their supports. There are four
general areas of resemblance between the urns and
the forms on the Berlin and Nicosia lekythoi. In
each case the object is three-dimensional; the lower
part narrows toward the mouth on the one hand,
toward the base on the other; its surface—and gen-
eral impression—is unarticulated, not to say rough;
and the presence of a distinct neck-line indicates
that the head is separable from the element below.

The corpus of surviving urns indicates the rather
narrow range of variation in such details as the pres-
ence of handles or arms at the widest portion of the
body, or the inclusion of a distinct foot (Figure 10).
Within the rich collection of the Museo Archeolo-
gico, Florence, a few examples can be singled out as
being particularly useful to our inquiry. Some, of
the late seventh century, present an especially
marked chin that can be interpreted as a beard (Fig-
ure 11).2° There is also strong emphasis upon the
eye.?!’ An exceptionally well-preserved and com-
plete ensemble of head, urn, and throne even re-
tains a pair of snaky creatures on the shoulder of
the urn (Figure 12).22
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The hypothesis that- these Etruscan objects
prompt is that, in the course of commercial contact,
knowledge of a canopic urn, or urns, reached the
Athenian potters’ quarter. While the export of Attic
pottery was just gaining momentum in the earliest
decades of the sixth century, the production of the
Gorgon Painter and his workshop catered not only
to the home market but also to customers as far
away as Marseilles in the west and Naukratis in the
Egyptian Delta. Vases of the workshop found in
Etruria range from the ambitious mixing bowl with
its stand now in the Louvre? to the olpai and am-
phorae that were turned out in greater number.
The very fact that commercial relations between
Athens and Etruria were still at an early stage sug-
gests that the novelty of western practices and ob-
jects may also have been greater than a century
later. Modern scholarship has not yet elucidated
fully how the trade in pottery, or other commodities,
was organized and whether Etruscan purchasers
came to Athens. The export wares mentioned above
—the Nicosthenic amphorae and other shapes—
testify to the fact that dealings between the respec-
tive parties took place.?® Because the man-headed
forms on the Berlin and Nicosia lekythoi have no
compelling antecedents or contemporary counter-
parts in Attic iconography, and because the canopic
vases were an established type of equipment in an
area with which traders—if not also artists—had
contact, the Etruscan urns could well have been the
source of inspiration.

Two further considerations may support the no-
tion of Greeks journeying to Etruria. Canopic jars
are not the only surviving Etruscan objects that

Figure g. Oinochoe,
manner of the Gorgon
Painter, Greek (Attic),
first quarter of 6th
century B.C. Terracotta,
H. 12.7 cm. Berlin,
Humboldt-Universitit,
Winckelmann-Institut,
D 384 (photo:
Winckelmann-Institut)




Figure 10. Canopic jar, Etruscan, last quarter of 6th century
B.C. Terracotta, H. 55.2 cm. The Metropolitan Museum of
Art, Purchase, 1896, 96.9.50

present a human head upon a rounded support. A
famous and impressive bronze bust found in Vulci,
now in the British Museum, shows the head of a
woman and her upper body rising above a narrow,
beltlike ring (Figure 13).2° The bust is dated to the
first quarter of the sixth century B.c. The torso of
the figure is clearly articulated as human; the left
arm is held against her chest and she holds a bird in
her extended right hand. The present state of the
object certainly does not represent its original ap-
pearance. However, in the treatment of the human
body, the figure—whether divine or mortal—cer-
tainly bears a familial resemblance to the terracotta
urns. Moreover, while it stands in relative stylistic
isolation today, that would not have been the case
in antiquity if indeed the piece was made in Vulci.?
Thus, a Greek traveler to Etruria at the beginning
of the sixth century would have seen a considerable
variety of different objects that nonetheless were
similar in appearance. It is impossible to gauge how
much the ancient traveler would have known about
the function and significance of the objects that he

Figure 11. Canopic jar, Etruscan, first quarter of 6th century
B.C. Terracotta, H. 57.0 cm. Florence, Museo Archeologico
94612 (photo: Soprintendenza alle Antichita, Florence)

saw. Most likely he was aware of the funerary pur-
pose of the canopic jars. Given the primacy of the
human figure in his own culture, he certainly re-
sponded to that element no matter how foreign the
images might otherwise have appeared to him.
Finally, should the hypothesis advanced here
have any validity for the representation under the
handle of the Berlin and Nicosia lekythoi, the sea
monster on the shoulder of the Berlin vase may be
of more than purely decorative pertinence. Even if
ancient seafarers avoided crossing open water and
kept close to coastlines wherever possible, long-dis-
tance maritime journeys were perilous; abundant
evidence exists in literature and works of art*” for
the fish-tailed serpent as a symbol of the dangers
(Figure 14). With paradigmatic Greek terseness, the
human head in the jaws of the Deianeira Painter’s
monster communicates an all too common fate.
Before an object such as the lekythos in Berlin,
the modern interpreter becomes very aware that,
while the artist or craftsman may enjoy considerable
imaginative freedom, he himself does not. At the

9



Figure 12. Canopic jar, Etruscan, first quarter of 6th century
B.C. Terracotta, H. 52.5 cm. Florence, Museo Archeologico
72729 (photo: Soprintendenza alle Antichita, Florence)

risk of exaggerating and wrongly relating the icon-
ographical ingredients of the Berlin vase, it has
seemed worthwhile to call attention to what might
be an exceptional early Attic response to a foreign
motif. The man-headed form is rendered most me-
ticulously and enthusiastically on the vase in Berlin,
whereas the drawing on the Nicosia lekythos al-
ready appears derivative, less interested, and less
interesting. The head on the fragment in the Agora
is even more cursory; one wonders, however,
whether the spotted snake occurs by association
with the canopic jar, if that was the prototype. The
confronted heads on the amphora in Copenhagen
may belong to this iconographical category; it is at
least as likely that they present a short-lived variant
of the human head on the earliest panel am-
phorae.?

The Deianeira Painter must be imagined as learn-
ing about the subjects that he depicted either from
visual models or from verbal, undoubtedly oral, de-
scriptions. The decoration of the lekythos conveys

10

Figure 13. Figure of a woman, Etruscan, first quarter of 6th
century B.c. Bronze, H. 34 cm. London, British Museum GR
1850.2—27.15b and 16 (photo: Trustees of the British
Museum)

Figure 14. Gem, Greek, last quarter of 7th century B.c.
Steatite, L. 2.7 cm. The Metropolitan Museum of Art,
Pulitzer Fund, 1942, 42.11.11.

the essence of a dangerous sea journey to the west.
While it is not identifiably mythological, it is surely
narrative. The question—as so often—is whether
the vase painter is illustrating a tale current in his
day, or whether the modern observer is inventing a
tale from an ancient picture.
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Roman Wall Paintings from Boscotrecase:
Three Studies in the Relationship Between Writing

and Painting

ELFRIEDE R. KNAUER

DEDICATED TO THE MEMORY OF THOMAS NIPPERDEY (1927—1992)

r I YHE ROMAN VILLA RUSTICA at Boscotrecase
is recognized as a key monument for the
understanding of Roman wall painting. It

originally belonged to Augustus’s friend and aide
M. Vipsanius Agrippa and his wife, Julia, the prin-
ceps’ daughter.! The surviving decoration can be
dated to about 10 B.c.2 When the fifteen panels
from the villa were reinstalled at The Metropolitan
Museum of Art in 1987 and Peter von Blancken-
hagen’s fundamental study of all of the preserved
wall paintings in New York and Naples, originally
published in 1962, was reissued with color illus-
trations, a fresh evaluation of the panels became
possible.

Here we shall be concerned with exploring the
ways and degrees in which several specific objects
and features that are integrated into the highly
complex decorative system reflect reality. In each of
the three preserved rooms it is now possible to un-
derstand more completely a specific ingredient of
the decoration. In the process of elucidating each
of these elements, one enters into the larger orbit of
Roman history, culture, and language. The third
part of this study is, in fact, primarily philological
and takes one beyond the usual realms of art-histor-
ical investigation. The ramifications of our consid-
eration of the word vitrum—glass—yield insights
into the geographical and cultural expansion of the
world that occurred under Augustus. The result is
a better understanding of what these paintings may
have conveyed to their patrons and to contempo-
rary viewers.?

© The Metropolitan Museum of Art 1993
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I. THE EGYPTIAN PINAKES

We shall begin by concentrating on the two pinakes,
that is, framed pictures, supported by delicate can-
delabra in the niches that flank the central aedicula
of the north wall of the Black Room (Figures 1—5).*
These niches differ markedly from the decoration
of the central aedicula, where an airy gable at the
top rests on colonnettes crowned with Corinthian
capitals that incorporate framed roundels with the
cameo-style profiles of male and female heads,
probably Apollo and Artemis.> By contrast, the sty-
listic ambience of each flanking candelabrum is pa-
tently different. Instead of the classical elements,
the shafts display a succession of Egyptianizing ca-
lyxes and culminate in a lotus finial bearing an ele-
gant lidded vase, also of Egyptian ancestry. From
the topmost florals on each side, two shoots emerge,
and the pinakes are balanced on the vases and these
shoots. It has been rightly suggested that the pinakes
are of papyrus framed in wood.® Their intense yel-
low hue might provoke doubts about the nature of
the substance, but it is known that papyrus was
treated with cedar oil to extend its longevity.” The
color may indicate such a treatment. In accordance
with the precarious position of the pictures, but un-
like the few frames that have survived from antiq-
uity, these frames seem extremely lightweight, as if
made of bamboo or some similar material .® In spite
of their modest size and some damage, the pictures
can be deciphered, and they clearly show cult
scenes.

Because of their exotic subject these paintings
have been subjected to repeated analyses over the
last two decades.® However, their poor state of pres-
ervation and the concomitantly imperfect legibil-
ity seem to have militated against an interpretation
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Figure 1. Black Room,
north wall, left panel.
Roman, ca. 12 B.c. The
Metropolitan Museum of
Art, Rogers Fund, 1920,
20.192.2

Figure 2. Black Room,
north wall, central panel.
The Metropolitan Museum
of Art, Rogers Fund, 1920,
- 20.192.1

that could be generally accepted. Scholars strove to
identify the Egyptian deities rather than explore
the possible significance of a specific iconography in
the context of the building and its owners. The
most recent restoration has now revealed the origi-
nal depiction and it is well worth reexamining the
paintings.

The pinax on the left has in its center a four-
legged table, apparently placed on an ocher hillock.
On the table, drawn in perspective,'® stands a young
horned animal. Damage has eradicated most of its
hindquarters. Whether a bull or a cow—that is,
whether the Apis bull or Hathor’s cow—is intended,
we cannot say. Both animals were often represented
with the sun disk between their horns, a feature
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missing here. Originally a symbol of fertility and
renewal, Apis was also, during the late period,
thought of as receiving the soul of the deceased
Osiris, the divine consort of Isis. The Apis bulls
were kept and revered in Memphis, the old royal
city, and were buried in the Serapaeum at nearby
Saqqara.'' In the Egyptian creation myths, Mem-
phis was thought of as one of the loci of the Prime-
val Hillock.'? On the knoll under the table a uraeus,
the cobra-shaped protector of kings, rears its
hooded head.” A long-necked amphora on a stand
appears on the far left.'* Between the amphora and
the animal stands a female's votary of Isis in cultic
garments, with feathers'® on her queenly vulture
headdress.!” Her left hand, presumably with an at-



Figure 3. Black Room,
north wall, right panel.
The Metropolitan Museum
of Art, Rogers Fund, 1920,
20.192.3

tribute, is missing. On the right, a kneeling male on
a low blue base appears in the guise of the crocodile
god Sobek with sun disk and Hathor horns atop his
head.'®

The cult of Sobek, or Suchos, was centered in the
Fayum. It became enormously popular during the
Ptolemaic and Roman periods, when Sobek was
conceived of as an “All-Gott,” combining the quali-
ties of many of the major gods of the Egyptian pan-
theon. After Alexander’s conquest, Greeks—and
after Octavian’s victory over Egypt, Roman veterans
—settled in the rich farmlands of the Fayum;' the
newcomers enthusiastically adopted the local cults,
among them that of Sobek. The British Museum
has a perfectly preserved late Roman crocodile-skin

Figure 5. Detail of Figure g

suit of parade armor, consisting of helmet and cui-
rass, found in a burial cave at Manfalat (near Asynt,
in the Lykopolis nome) and worn in religious
processions by Roman soldiers who were followers
of the cult (Figure 7).2°

The worshiping pose of the priest of Sobek sug-
gests that he is a ruler. Throughout its history,
Egyptian art, especially on monumental temples,
abounds with such formal scenes showing kings on
their knees revering their gods.?’ We may thus con-
clude that the pinax represents a princely couple
worshiping at a specific site. One feature, however,
requires further attention. The kneeling votary
shoulders what may be a whip and ostentatiously
lifts a mason’s square (hss/kheses),?? which seems to
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Figure 6. Relief from the temple of Kom Ombo, showing
the crocodile-headed god Sobek (photo: George Holton)

rest on the fingertips of his raised right hand. It has
been said that in such Egyptianized pinakes, Roman
copyists tended to contaminate specific attributes
that were no longer understood, elaborating them
haphazardly or suppressing them altogether.?* This
charge, however, could be and has been made with
equal justification against monuments in Egypt it-
self, or objects produced there by native artisans of
the Ptolemaic and Roman periods. Although the
traditional iconography still held sway, it was, in-
deed, occasionally misunderstood or corrupted by
adjustments to and combinations with Hellenistic
motifs.?

The set square as a hieroglyph can mean a build-
ing’s corners or the establishment of those corners
at the laying of the foundation stone. Interestingly,
this hieroglyph is recorded at three temples, Edfu,
Dendara, and Kém Ombo, all of which date from
Graeco-Roman times.” The kneeling figure’s ges-
ture is so specific that the Romans responsible for
the decoration at Boscotrecase must have had a
more than casual understanding of the Egyptian
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models (Figure 8).26 The kneeling ruler displaying
the set square is clearly a devotee of Sobek, but the
meaning of the representation here must remain
hypothetical. An intimate knowledge of Egypt and
her ways, however, is evident throughout the wall
paintings from Boscotrecase.

The following can be inferred from the details of
Agrippa’s career. He owned the villa at Boscotre-
case until he died in Campania in 12 B.C. at the age
of 51. The property passed to his son Agrippa Pos-

Figure 7. Crocodile-skin suit of parade armor, from
Manfalat, Egypt. London, British Museum, EA 5473
(photo: British Museum)



Figure 8. The god Amon raising
a flail (from Hans Bonnet,
Reallexikon der dgyptischen

{ —L. Religionsgeschichte, fig. 11)

tumus, born shortly after his father’s demise. The
wall paintings in the three cubicula are stylistically
the latest in the villa and are thought to have been
produced soon after Agrippa’s death by a Roman
atelier that had, about ten years previously, created
the murals and stuccos of the palatial structure
under the Villa Farnesina in Rome, on the north
bank of the Tiber. This may have been the villa
suburbana of Agrippa and Julia, whom Augustus
had just united in matrimony.?” Not only was
Agrippa the quasi-coregent and most trusted com-
mander to whom Augustus owed the decisive victo-
ries of his early career, but Agrippa had also advised
him at Actium and been presented, after the defeat
of Cleopatra, with vast latifundia in Egypt.?®
Agrippa must have been perfectly familiar with the
sophistication and elegance of late Ptolemaic court
life in Alexandria and elsewhere. That would ac-
count for the deliberate and very refined allusions
to Egypt in both villas. To suggest, moreover, a link
between Agrippa and the cult of Sobek is not sheer
caprice. Greek troops who had fought in Egypt and
been disbanded after Actium were settled in Ne-
mausus (Nimes). A series of coins—the so-called
crocodile coins—were minted in this new colony.
They had, on the obverse, the heads of Octavian
and Agrippa and, on the reverse, a crocodile
chained to a beribboned palm frond (Figure g).2°
The scene on the pinax may metaphorically record
the foundation of Agrippa and Julia’s home under
the protection of propitious divinities.

The second pinax, on the right side of the north
wall of the Black Room, shows another cult scene.

A kneeling ruler, characterized by the ceremonial
beard and the nemes, the regal headcloth, proffers
an olive branch®® to an image of Anubis on a shrine,
while a standing female in a linen garment officiates
with a sistrum and a container of holy water as a
priestess of Isis (cf. Figure 10).>' Again, one might
imagine Agrippa in the guise of an Egyptian king
extending the symbol of peace to Anubis, the latra-
tor, the jackal-shaped barker that served the Roman

Figure 9. Roman coin showing Agrippa and Octavian and a
crocodile chained to a palm frond (from Ancient Greek,
Roman and Byzantine Coins. Numismatics Fine Arts Auction
27 [Los Angeles, 1992] fig. 1076)
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Figure 10. Mural from the House of Loreius Tiburtinus at
Pompeii, showing priest of Isis: (from V. Spinazzola, Pompei
alla luce degli scavi nuovi di Via dell’Abbondanza [anni 1910—
1923], fig. 489)
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poets of the period as a figure, by synecdoche, for
Egypt and its pantheon.?? Again, there is Julia as a
priestess, undoubtedly of Isis. The popularity of the
goddess need not be emphasized. Her cult had al-
ready spread over the Mediterranean before she
became hellenized. Isis, too, was an “All-Géttin”
during the late period.*®* Although Augustus and
Agrippa prohibited the cult of Egyptian gods
around Rome and within its pomerium,3* the promi-
nence of Isis is impressively demonstrated by, for
example, the Aula Isiaca on the Palatine® and her
temple in Pompeii.*® The fact that Agrippa should
here appear twice as a king cannot be a surprise.
From 23 B.C. on he was given the imperium over the
eastern part of the Mediterranean, which meant
that he virtually shared the princeps’ rulership.
Julia, who became his consort in 21 B.c., resided
with him in the East between 17 and 13 B.c. There
he accepted the honors customary in the cult of the
imperial house.?” The decoration of the cubicula was
commissioned either by Agrippa, while he and his
consort were still away in the East, or by his widow
after Agrippa’s death. Their heir, Agrippa Postu-
mus, might have been the patron, although that
would require dating the frescoes somewhat later.
The poses of the figures on the two pinakes have
justly been called stiff and the coloration hard and
flat, especially when compared with the supreme
renditions of the swans that flank the candelabra
below the Egyptian pictures (Figure 11).38 I believe
that the rendering attests to their authenticity.

Figure 11. Detail of central section of Figure 1, showing
swans with jewelry
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Figure 12. Vignette from a Ptolemaic papyrus. The Hague,
Museum Meermanno-Westreenianum, Inv. 42/88 (photo:
Museum Meermanno-Westreenianum)

When compared with illustrations from some of the
contemporary late Ptolemaic Egyptian funerary pa-
pyri, the pinakes prove very similar iconographically,
stylistically, and coloristically. The illustrations usu-
ally accompany funerary texts from the Book of the
Dead. For comparison, see the vignette—one of two
—from a papyrus given by Bonaparte to Vivant
Denon, a participant in the Egyptian campaign (Fig-
ure 12).3°

If one steps back from the detail to consider the
north wall of the Black Room as a whole, one be-
comes all the more aware of a subtle interplay be-
tween motifs from the classical and those from the
Egyptian world. There is a clear indication of the
very special role Egypt played in the princeps’ circle.
Theirs was a generation bruised by decades of civil
war. After the hostilities had ended, Egypt with its
age-old culture, its bewitching scenery, and its cos-
mopolitan atmosphere must have evoked feelings
of happiness and of an elated existence. No wonder
that Octavian’s companions wanted to recall and
perpetuate them, though in a very different climate,
by artful substitutes on their walls.*

II. THE ScroLL HOLDERS

The three wall surfaces of the Red Room, today in
the Naples Museum, are dominated by three large
sacro-idyllic landscapes.*' The paintings appear to
be mounted on easels framed by shallow aediculae,
and the dreamlike sceneries seem to float on the
white atmospheric background of their “canvases.”
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Figure 13. North wall of the Red Room. Naples, Museo
Archeologico Nazionale, Inv. 147501 (from Blanckenhagen
and Alexander, Augustan Villa, pl. 21.2)

Figure 15. Detail of Figure 13 (photo: Deutsches
Archiologisches Institut, Rome)

Figure 16. Detail of Figure 13 (from Blanckenhagen and
Alexander, Augustan Villg, p. 28.1)

% ] Pt o \ iy - -
Figure 14. Detail of Figure 13 (photo: Deutsches Figure 17. Detail of Figure 13 (from Blanckenhagen and
Archiologisches Institut, Rome) Alexander, Augustan Villa, pl. 23.2)
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The prominence of these superb pictures somewhat
eclipses the other components of the walls. Again,
let us begin with the central, or north, wall of the
cubiculum (Figures 13—15). Unlike the black back-
ground of the first room, which is so suggestive of
depth, the red walls convey the impression of a
more substantial medium: the textile panels, as it
were, of a large cinnabar-colored tent. The struc-
ture is so high that it seems to require a subdivision
into two stories. What appears to be a rather
straightforward edifice, propped up by a wooden
framework, reveals itself on closer inspection as de-
fying coherent architectural logic. The upper sec-
tion of the tripartite north wall imparts the illusion
of a roof garden animated by two ibises, which
crane their necks at the corners of the aedicula.
While intensely lifelike in detail, the vegetation is
disposed in puzzlingly heraldic patterns. Delicate
boughs of blooming ivy and oleander sprout from
slim turned shafts or are combined with the elabo-
rate central flower-candelabrum and its swags, as if
nature were grafted onto the products of elegant
crafts. Once attuned to the “magic realism” of this
orderly cosmos, which corresponds to similar horti-
cultural figments on the dark dado, the eye is
caught by the two strange boxlike objects attached
to the tapering staves in the upper sections of the
side panels of the north wall (Figures 16, 17).
Because the muralist foreshortened these
“boxes,” what they are made of is very clear. Con-
structed of a lightweight material, probably wood,
the boxes have a back wall with a slim horizontal
ledge near the bottom that continues into the two
side walls jutting out at right angles. The sides are
elegantly S-shaped below and form a kind of hook
above. The contours are not merely decorative but
are primarily functional; we shall see that their pur-
pose may be to secure an object. Each box is embel-
lished with the masks of a satyr and a maenad
painted on the back wall; each is the mirror image
of the other. Both masks are wreathed; the horned
satyr’s complexion is reddish, the maenad’s a pale
grayish-blue. The masks cast shadows, again mirror-
image fashion, which is perfectly logical, since they
are on the north wall of the room, which receives its
light from the one door in the south wall. Leaving
aside the features represented in the landscape
panels, these small rectangular boxes are—because
of their three-dimensionality—the only “tangible”
objects on the wall. We therefore need to establish
their character in order to comprehend the sense of
the ensemble. Even a brief survey of the body of
recorded wall paintings reveals that such boxes are

20

Figure 18. Stucco painting of a victorious actor from
Herculaneum. Naples, Museo Nazionale Archeologico,
Inv. go19 (from C. L. Ragghianti, Pittori di Pompei
[Milan, 1963] pl. 23)

.
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Figure 19. Detail of Figure 19 (from C. L. Ragghianti, Pittori
di Pompei, pl. facing p. 71)



neither as rare nor as neglected by scholars as might
appear; however, no convincing attempt at an iden-
tification of their purpose has been made so far.*2

The comparative examples to be examined are
Pompeian; they all figure in more crowded compo-
sitions than those of the Red Room and may thus
have escaped closer scrutiny. Most are also some-
what later than the Boscotrecase examples, which
are distinguished by their sober elegance and the
plain, natural color of the wood. Closest in design is
the box in a well-known stucco painting from Her-
culaneum, in Naples, with a victorious actor (Fig-
ures 18, 19). It is to the right of the seated
performer, and stands on the pillar at which a muse
(or some other personification) busies herself with
an honorific inscription. The simply curved sides of
the box reveal it as an early example within our
stemma. The object is painted light blue; white tae-
niae, or scarves, are draped over it; and the inside is
fully covered with the image of a tragic mask. The
many descriptions of this scene assume that a real
mask, in fact the mask worn by the victorious actor,
is depicted on the support.*® If this were the case,
the mask would jut out and overlap the lower edge
of the box. Often, when a painted mask is intended
to be understood as a three-dimensional object, its
hair is rendered as hanging down and over the edge
of the box or its support. But here the mask clearly
remains within the box. It must be a painted rendi-
tion, depicted with consummate artistry. The actor
himself wears regal attire, with a sword in his lap
and a long scepter; his noble features have been
likened to the often replicated sculptural portrait of
Menander. The Hellenistic original of this painting
must date from about goo B.c., the copy in Naples
from about 25 B.C.**

In the House of Sulpicius Rufus at Pompeii,
Room E has another box in the center of the upper
section of the back wall.#* As in Boscotrecase, the
object is attached to a candelabrum and decorated
with two painted masks. Wide vittae are slung across
it, and a cord serves as an additional means of sus-
pension.* It is worth noting that the sharply fore-
shortened room, apparently an atrium with
impluvium, in whose axis the candelabrum stands,
has two theatrical masks perched on ledges above
the side doors. In contrast to the examples in the
box, they are placed on the ledges and are meant to
be perceived as three-dimensional.

From the frieze zone of the back wall of a room
in the Casa dei Quattro Stili, dating from the Au-
gustan to the Tiberian period, comes an example
that is now in poor condition.*” Nevertheless, it is

Figure 20. Detail of the south wall of the tablinum in the
House of Lucretius Fronto at Pompeii (from Ragghianti,
Pittori di Pompei, pl. facing p. 89)

clearly the same kind of object. High up on the wall
and perched on a sculpted prop, it appears to be
secured by a string. Curiously, the design of the side
walls has been reversed. The S-curve is upside
down, and the hooks below are more rounded.
Three painted overlapping masks occur on the back
wall.

A pair of boxes is in the frieze zone on the south
wall of the tablinum in the House of Lucretius
Fronto (Figure 20, detail of wall).* These splen-
didly contrived specimens of architectural illusion-
ism have frequently been reproduced. Paired and
foreshortened like those of the Red Room, the cases
have two painted masks, each on a bright red
ground. The rectangular boxes show an attenuated
variant of the traditional design. However, the nar-
row ledge at the lower edge is now placed above,
like a small protective roof for the painted masks.
They appear high up and at the very back of deep
recesses within a complex tripartite architecture
whose focus is an immense tripod. The porches to
either side contain large metal kraters. The presid-
ing deities here seem to be Apollo and Bacchus.*®

A rather hybrid example comes from the House
of the Hermaphrodite. It sits above the main cor-
nice and a splendid swag. The box has rather large
and intricately shaped wooden sides and is green
inside. Instead of the painted masks, it contains a
three-dimensional tragic mask with corkscrew curls
descending from the foreshortened lower ledge.*
This variant brings to mind a marble object found
in situ, together with other small-scale sculptures,
aligned along the transversal euripus, or channel, in
the garden of M. Loreius Tiburtinus’s house in the

21



Figure 21. Panel from the east
wall of the Black Room, showing
a tripod. Naples, Museo
Archeologico Nazionale, Inv.
138992 (from Blanckenhagen and
Alexander, Augustan Villa, pl. 14.1)

Augustan Villa, pl. 15.1)

Via dell’Abbondanza (Figure 24).5! Wealthy and po-
litically influential, this citizen of Pompeii seems to
have been a devotee of Isis. Unlike the mask in the
House of the Hermaphrodite, which appeared to
rest on the lower ledge of the box, this one seems
attached to the back wall, more like the painted
masks in the boxes from Boscotrecase that opened
our sequence. Obviously, these objects, though
clearly of the same family, differ in details.

The series of examples we have just considered
entitles us to assume that such objects really existed
in antiquity, although the contexts in which they
appear do not reveal their use or purpose. Since
they are most often associated with masks, one
might take them for containers or repositories of
theatrical masks. But they do not seem particularly
well designed for that purpose. Moreover, depic-
tions exist of shelves on which masks are placed and
of receptacles for the transportation of masks: both
look quite different.>

Enlightenment comes from an unexpected
chance find. Between 1971 and 1974, during the
excavation of a tract of the late antique city walls of
Roman Novum Comum (present-day Como) in the
lake region north of Milan, four marble bases were
found, together with a dedicatory inscription that
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Figure 22. Detail of panel from the
east wall of the Black Room (from
Blanckenhagen and Alexander,
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Figure 23. Panel with candelabrum and
egyptianizing sirens from the east wall of the
Mythological Room. The Metropolitan
Museum of Art, Rogers Fund, 1920,
20.192.13

mentions Pliny the Younger. They are now on ex-
hibit in the Civico Museo Archeologico Paolo Giovio
in Como. These supports—probably of columns or
pillars from a public building—are each sculpted on
all four sides. The architectonically framed reliefs

Figure 24. Marble “box” with mask, from the garden at the
House of M. Loreius Tiburtinus at Pompeii (from
Spinazzola, Scavi nuovi, fig. 455)
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Figure 25. Relief on marble basis from Como, showing a
young poet and Muse. Como, Civico Museo Archeologico
Paolo Giovio (photo: Civico Museo Archeologico, Como, and
Soprintendenza Archeologica della Lombardia)

show scenes from mythology, victorious athletes,
horsemen, and two seated men of letters (one
young, the other mature), each accompanied by a
Muse (Figures 25, 26).>* The pensive young poet,
with a mantle draped about his lower body and a
serintum, or capsa, for his scrolls, is bent over a rotulus
and seems to look at a passage that the Muse, who
leans on his shoulder, points out to him. In front of
the two figures stands a fluted pedestal supporting
what is unquestionably one of our boxes. The pro-
vincial style of the reliefs does not allow for sophis-
ticated perspective, and so the rather elaborately
shaped side walls appear flattened. The side walls
also seem to be upside down, with hooks pointing
up, but there can be no doubt about the identity of
the object. No mask is visible, but since the paint
that originally articulated the reliefs has disap-
peared, we do not know whether the box was em-
bellished with a mask. In view of our sequence,
however, it is likely that it was.

We now suggest that the masks indicated the lit-
erary genre of the author’s work. The Naples paint-
ing of the actor (Figures 18, 19) is so far the earliest
instance of such a box, with Boscotrecase coming
close on its heels. The notion of interpreting the
mask in the box as the one actually worn by the

Figure 26. Relief on marble basis from Como, showing an
old poet and Muse. Como, Civico Museo Archeologico Paolo
Giovio (photo: Civico Museo Archeologico, Como, and
Soprintendenza Archeologica della Lombardia)

actor in his role as a king can be dismissed as rather
unlikely. His would have been the bearded mask of
a mature ruler, not a generic tragic mask. Although
we still have no clue as to the boxes’ actual use, the
relief of a youth and Muse in Como establishes a
definite link with literature. Confirmation is pro-
vided by the relief in Como that depicts an older
man of letters: he holds a stylus and writing tablet
and attentively studies a passage in the roll that a
Muse presents to him in one of our boxes or stands
(Figure 26). The angle of one of the—less ornate—
side walls is clearly visible.

Without a definitive publication of the reliefs in
Como, scholarly opinion is divided over the exact
interpretation of the scenes. They probably be-
longed to the decoration of a gymnasium or library,
institutions often united under the same roof. The
first brief descriptions of the finds suggested that
the statue-base of identical marble mentioning Pliny
the Younger, a native of Como who is known to
have given a library to his hometown, might have
been part of one and the same building.>* The idea
has recently been abandoned for stylistic and tech-
nical reasons.>® The date of the Como reliefs with
the boxes is likely to fall in the mid-second century
A.D. or later. The significant evidence comes from
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Figure 27. Left section of sarcophagus lid, from the Via
Appia near Rome. Antikensammlung, Staatliche Museen zu
Berlin, Inv. 844 (photo: Antikensammlung, Staatliche
Museen zu Berlin, Preussischer Kulturbesitz)

Greek sarcophagi, especially the short ends that
seem to have served as models for the framed re-
liefs. They were not imported into the artistically
rather barren northern provinces before a.p. 160,
and Pliny died about A.p. 114. Because of the scar-
city of models and the lack of an artistic tradition in
northern Italy, the construction or decoration of
Pliny’s library could have been delayed for half a
century. Among the reliefs, the intimate group of
the young poet and his Muse has been singled out
as an iconographically unusual scheme, especially in
the cultural ambiance of the province.* It is in fact
based on a type to be found on the lid of the sar-
cophagus with Muses in Berlin: there it appears
with a seated elder whom a Muse assists as a living
lectern, exactly as in the Como reliefs (Figure 27).5

Virgil and Homer have been proposed as candi-
dates for the two literati on the reliefs, but the estab-
lished iconography of both does not favor the
idea.’® The two men might be Pliny the Elder, Pliny
the Younger’s revered uncle, who had adopted and
educated his nephew, and Pliny the Younger him-
self, though no portrait of either is known. Icono-
graphic qualms may rule out the suggestion,
because the chiton and mantle worn by the bearded
man are considered the trademark of philosophers,
while the young man’s Greek attire is that of a poet.
Neither author is traditionally thought of as having
been a philosopher or a poet.

However, Pliny"the Younger, whose career as an
orator, lawyer, military man, and administrator is
amply documented, tried his hand at poetry as a
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youth; he may have taken his early activities more
seriously than posterity has.>®* One could object that
a Roman citizen and magistrate would hardly be
represented in Greek dress; but the role Pliny might
have wished to assume demanded it, especially in
the sphere of the late classical models that these
reliefs follow. There exist, moreover, contemporary
depictions in Roman wall paintings of youthful
poets wearing the same classicizing garb. A contem-
porary fresco from Stabiae in the British Museum
shows two youthful poets, wreathed and mantled,
each with a beribboned laurel branch in one hand
and a folded-over scroll and a stylus in the other
(Figure 28).%° The elder Pliny’s literary production
was also wrung from an extremely busy official ex-
istence.®! His working habits are well known. Tak-
ing notes on tablets while a slave read to him was
the first step, drafting and dictating the second; the
finished work then went out into the world on pa-
pyrus scrolls. As the author of the Naturalis historia,
Pliny may have qualified as a philosopher and been
entitled to the costume. Who the assisting Muses are
is not easy to ascertain, but they need not concern
us here. What matters is that we now know the use
to which the boxes or stands were put. They served
as portable lecterns.?

One might ask whether the sinuous side walls of
the stands are decorative or functional. The Como
reliefs inform us that the side walls held the scroll
(rotulus) securely in place when it was partly un-
wound for reading. But what purpose was served
by the deep, rounded indentations or cutouts in the
side walls? In the early examples (cf. Figures 16—
19) they may have facilitated the actual and simul-
taneous unscrolling and rolling up of the manu-

Figure 28. Roman wall painting from Stabiae, showing two
youthful poets. London, British Museum, GR 1867.5—
8.1357 (photo: British Museum)



Figure 29. Reading a scroll (from Marie Claire Aktuell
[Dec. 1991] p. 83)

script while it was being read on the stand. Papyrus
rolls were normally wound around umbilici, sticks of
wood or more precious materials that served as
spines and protruded slightly from the scrolls.%® Oc-
casionally these projections were curved, and there-
fore called cornua, “horns”; they presumably helped
prevent the wound-up rolls from slipping off their
umbilici.** Once a reader had finished with a roll and
wanted to take it along, he may have used the box
or stand as a carrying device. The scroll would be
put into it lengthwise, with the cornua secured in the
cut-out side walls. Here an epigram of Martial
comes to mind. It is found in the book named Apo-
phoreta, a title denoting the kind of gifts a host gives
his guests to take home: the epigram is entitled Ma-
nuale:

Ne toga barbatos faciat vel paenula libros,
Haec abies chartis tempora longa dabit.

(A Wooden Book-Holder
To prevent your toga or cloak making your books
frayed, this fir-wood will give long life to your paper.)®

Lightweight fir seems to be a very suitable mate-
rial for these multipurpose objects that could serve

as lecterns for manuscripts and as protective car-
riers when single scrolls had to be handled. While
the Greek terms for the lecterns (analogeion, anag-
nosterion) have long been known from glosses and
were connected with a handful of late and rather
crude representations, we can now see them as be-
longing to one family. The funerary stela of the ten-
year-old Avita from the Roman imperial period,
now in the British Museum, shows the girl seated
on a stool and writing in tablets or on a scroll in her
lap (Figure 30).°® She may be copying from a roll
propped up in one of our boxes or lecterns.
Whether the object has been put on top of the col-
umnlike support and would thus qualify as a ma-
nuale, or whether it is of a piece with it, we cannot
say.

The analogeia, or anagnosteria, seem to have been
of the one-piece kind, that is, stand and lectern com-
bined. Besides Hellenistic terracottas depicting a
seated man and a boy next to a lectern with an ap-
parently turned-wood support,®” the best-known, al-
though fragmentary, example is on the fine relief
with Menander and a Muse(?) in the Lateran/Vati-
can (Figure 31),%® which dates from the first half of

Figure go. Roman funerary stela of Avita. London, British
Museum, Inv. 1805.7—3.187 (photo: British Museum)
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Figure g1. Marble relief of Menander and a Muse(?). Rome,
Lateran/Vatican (from K. Schefold, Die Bildnisse der antiken
Dichter, Redner und Denker [Basel, 1943] p. 164,3)

the first century A.p. and may elaborate on a Greek
model. The poet has picked up a character mask,
leaving two others on the table before him, which
also has a scroll hanging over its edge.%® On a slim,
turned column behind the table is a flat box contain-
ing a scroll; the right half of the box broke off at
some point and was smoothed down, and in the
process the original features were almost obliter-
ated. The slight indentations in the left side wall are
evidently damage, not cut-out contours.

The elegant manualia of the Red Room, perhaps
made of fir, are therefore among the earliest rep-
resentations known. They could well have been a
Hellenistic invention, as is suggested not only by the
stucco painting in Naples, but also because their
more massive Hellenistic predecessors must have
proved cumbersome and were replaced by a more
lightweight contraption. The manualia must have
received their name because of their handiness and
manageability. Since reading and writing while
seated at a desk or table do not seem to have been
generally favored before the Carolingian age,”
adults as well as schoolchildren held the manualia in
their hands, as attested by a fragmentary relief from
Neumagen, now in Trier.”! They were undoubtedly
objects of daily use. When depicted on Roman walls,
however, they required a further specification to
establish their meaning in the context of the room.
We have already proposed that the painted masks
inside the manualia might indicate the literary genre
of the manuscript.

On walls of the Second Pompeian Style, large the-
atrical masks, rendered as real three-dimensional
objects, figure prominently. Strategically positioned
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on sturdy partition walls or on ledges, or occasion-
ally suspended, they accord well, in their stern,
almost menacing presence, with the severe architec-
ture depicted and must have been intended to in-
dicate the character of the locale: sacred precinct,
palace, or stage. The totally different nature and
function of the walls of the Third Style has no use
for such massive things. Masks still abound, but they
are smaller in size and often suggestive of different,
more refined substances than the heavy wooden ob-
jects of old. But has their function changed, too?™
To return to the north wall of the Red Room at
Boscotrecase and to its sacro-idyllic landscape, it
seems appropriate to ask which divinity might be
depicted enthroned next to the central column (Fig-
ures 13 and 32). Persephone, Demeter, Tyche, Cyb-
ele, and Isis have been proposed instead of Bac-
chus, because of the alleged femininity of the
statue.” However, besides the thyrsoi, the long gar-
ment with its full sleeves points to Bacchus, and the
bronze vessel atop the column provides further evi-
dence. So do, to my mind, the two manualia (Figures
16, 17) with the masks of satyrs and maenads that
flank the landscape panel, as well as the two oscilla,
bearing arrestingly accomplished maenad masks,
that are suspended on sprouting shafts in the center
of the lateral walls of the Red Room (Figures 33,
34).”* The prevailing vegetation on the red panels
of this room, namely blooming ivy, is clearly Bac-
chic. The thyrsuslike staves of the upper portion of

Figure g2. Detail of landscape from the north wall of
the Red Room. Naples, Museo Archeologico Nazionale,
Inv. 147501 (from Blanckenhagen and Alexander,
Augustan Villa, pl. 25.2)



the walls not only generate ivy tendrils, but they—
tellingly—emerge from bronze kraters (Figure 35).

In the Red Room the sacred landscapes undoubt-
edly take visual precedence over the rest of the dec-
oration, but the viewers’ delight must have been en-
hanced when they perceived the felicitous refer-
ences to the appropriate literature, bucolic poetry.
As noted, pertinently decorated manualia and oscilla
replace the theatrical masks that previously embod-
ied the required literary genre in conjunction with
the given locale. Compared to such ponderous
mise-en-scénes on Second Style walls, the dec-
orations on early Third Style walls display an
ever-growing allusive sophistication that is most in-
teresting to follow. Indications of locale and genre

Figures 33, 34. Details of the right and left side panels of the

west wall of the Red Room. Naples, Museo Archeologico Figure 35. Detail of the left side panel of the east wall of the
Nazionale, Inv. 147504, 14705 (from Blanckenhagen and Red Room. Naples, Museo Archeologico Nazionale, Inv.
Alexander, Augustan Villa, pls. 29.3, 29.4) 147505 (photo: Deutsches Archiologisches Institut, Rome)
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Figure 36. Detail of the west wall of the Mythological Room,
showing landscape with Polyphemus and Galatea.

The Metropolitan Museum of Art, Rogers Fund,

1920, 20.192.17

were, naturally, still vital. But they were increasingly
relegated to less prominent sections of the walls, for
instance the frieze.

The villa under the Farnesina in Rome, decorated
by the same workshop that later created the Bosco-
trecase frescoes, provides an illuminating parallel.
The White Ambulatorium G, in the Museo Nazio-
nale Romano, has—above a sober white dado—a
restrained colonnade in front of a plain white back-
ground. The slim shafts are topped by swag-bearing
caryatids that support the frieze. Here still lifes al-
ternating with sacro-idyllic landscapes consist of as-
semblages of masks. Although they are rendered
very realistically, propped up at various angles and
shown in perspective, they lack the intimidating cor-
poreality of the Second Style specimens. Their ca-
sual display suffices to evoke the genre.” The artist
of the Red Room goes one step further. The sacred
landscapes have now become easel paintings, delib-
erately at one remove from reality, and the masks
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Figure 37. Detail of the east wall of the Mythological Room,
showing landscape with Andromeda rescued by Perseus.
The Metropolitan Museum of Art, Rogers Fund, 1920,
20.192.16

are reduced to mere two-dimensional renditions.
They embellish either carriers of literary products
(the manualia) or decorative objects from the
Bacchic sphere (the oscilla). A higher degree of
sophistication is scarcely attainable. It is certainly
indicative of the consummate refinement of Octa-
vian’s circle.”®

III. GLASS AND PIGMENT

The color scheme of the third cubiculum from Bos-
cotrecase, the so-called Mythological Room, strikes
one as the most vivid of the three that are pre-
served. Although it is the most fragmentary room
—the painting on the back wall of the cubiculum has
not survived—enough is preserved to visualize the
contrasts of the various sections of the walls (Figures
36, 37). Dark, rich, at times greenish, blues are the



dominant hues of the two extant pictures. Both of
their subjects, Polyphemus and Galatea and Perseus
and Andromeda,” have seascape settings. The at-
mospheric wedding of air and sea in them has been
supremely realized. Within the extant body of
Roman wall paintings there are few landscapes that
attain their degree of persuasiveness through
purely pictorial means.” Infinite shades of blue de-
fine the space and yet they defy analysis. Inscrutable
as they are, the paintings’ inky depths would absorb
the viewer’s total attention were they not counter-
balanced by the strong colors of the surrounding
sections of the walls. The scenes are flanked by red
side panels and topped by a yellow frieze that
supports trelliswork on a black background (Fig-
ure 38).7

During the recent restoration, the pigments were
analyzed and the methods of their application stud-
ied. Good greens and blues are the most fugitive of
the ancient colors, because the pigments used to
produce them were minerals, coarsely ground to
achieve a refractive effect. Unlike the earth colors
made from ocher, red ochers, umber, and also or-
ganic black, Egyptian blue was, according to classical
texts, not only difficult and expensive to obtain, but
the pigment had to be applied thickly in order to
adhere well and to achieve luster. Christel Falter-
meier points to these facts and records that “individ-

Figure 38. Detail, probably from the north wall of the
Mythological Room, showing frieze and trellis.

The Metropolitan Museum of Art, Rogers Fund,
1920, 20.192.14

ual particles of blue can be distinguished with the
naked eye in the Polyphemus and Andromeda
panels.”®® The composition of the pigment that pro-
duced the color known as Egyptian blue intrigued
scientists from the early nineteenth century on. It
was known to be a vitreous substance, but only re-
cently was its chemical composition proved to be
CaCusSi,0,,.%' Research intensified after the large-
scale discoveries of murals and faience artifacts in
Egypt throughout the nineteenth and twentieth
centuries. The ever-closer collaboration between ar-
chaeologists and other scientists has recently led to
a number of sophisticated studies in the field. They
provide insights that were not available even a de-
cade ago.®? In addition to the objects themselves,
ancient texts raise some fundamental questions con-
cerning the production, composition, and use of
blue paint in antiquity and its kinship with glass.
This unexpected revelation will lead us to an ex-
amination of the—as yet unexplained—etymology
of the Latin noun vitrum,® “glass,” and terms denot-
ing related substances. Pursuing this line of investi-
gation may also bring us closer to resolving some
puzzling and age-old misunderstandings about vi-
trum as matter and as color.

When surveying the development of the art of
painting, Pliny the Elder first of all discusses the
nature of painters’ colors (Naturalis Historia—hence-
forth N.H.—gp5.29ff.). As the most costly pigments,
he lists the various shades and intensities of purple
(35-44); they are followed by the—apparently
equally expensive—best blue, namely indigo from
India, which he rightly, if somewhat vaguely, de-
scribes as a plant product. Pliny also records
cheaper substitutes for expensive pigments, espe-
cially for indigo (35.46):

qui adulterant, vero Indico tingunt stercora columbina
aut cretam Selinusiam vel anulariam vitro inficiunt.

(People who adulterate it [scil. indigo] stain pigeons’
droppings with genuine indigo, or else color earth of
Selinus or ring-earth with woad.)

What he means by “ring-earth” or “ring-white” he
explains a little farther on (35.48):

Anulare quod vocant, candidum est, quo muliebres
picturae inluminantur; fit et ipsum e creta admixtis

vitreis gemmis e volgi anulis, inde et anulare dictum.

(The other color is that called “ring-white,” which is
used to give brilliance of complexion in paintings of
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women. This itself also is made from white earth
mixed with glass stones from the rings of the lower
classes, which accounts for the name “ring-white.”)

We learn, first, that—apparently in order to
stretch the precious substance—genuine indigo was
either mixed with pigeon droppings or replaced al-
together by combining (white) earth of Selinus or
(white) ring-earth with vitrum.®* Pliny does not ex-
plain whether vitrum means glass or a blue pigment
extracted from a plant, namely woad,* a common
weed used in dyeing. Second, we are told that anu-
lare (from anulus, “finger-ring”), or “ring-white,”
was used to highlight the female complexion in
paintings and that it was produced by mixing white
earth with (presumably ground-up) glass imitation
gems (vitreis gemmis) from cheap rings. Tradition-
ally, in 35.46, anulariam vitro inficiunt, the word wvi-
trum has been translated as “woad.” We would
rather suggest from the context and from parallel
passages, as well as from the archaeological evi-
dence, that crushed blue glass was mixed with white
earth. Pliny seems to expect this interpretation to be
self-evident. His mention of glass as a coloring agent
presupposes an established practice. Considerable
numbers of gems and ring stones of clear glass must
have been recycled commercially to satisfy the de-
mand of Roman workshops for white paint. As will
become apparent, we suspect that blue glass was also
being recycled to produce durable blues.

Since Pliny was a scholar and not a practicing art-
ist or craftsman, it is natural that his information
for the N.H. would have been derived mainly from
literary sources rather than from personal experi-
ence.’” Mainly, but not entirely. He was stationed in
Germany, more specifically in the lower Rhine Val-
ley, on various military missions between A.D. 47
and 58 and must have gained a profound knowl-
edge of the country. Though his twenty books on
the Germanic Wars are lost, a wealth of information
survives in the N.H. The other region he knew very
well from a stay as procurator was Spain, rich in
silver and other minerals, where he apparently took
a great interest in mining techniques.

One of Pliny’s sources was Vitruvius’s De architec-
tura, although Vitruvius’s background—he was a
professional architect and contemporary of Augus-
tus—was different. In our particular context it is
interesting to remember that, as a man of rather
conservative tastes, Vitruvius sharply disapproved
of the vagaries of the Third Style (7.5.3—8). At the
same time, he had unquestionably mastered the
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practical side of his avocation. In a chapter on arti-
ficial colors (7.14.2) he writes as follows on the sub-
ject of blue paint:

Item propter inopiam coloris indici cretam Selinusiam
aut anulariam vitro, quod Graeci isatin appellant, infi-
cientes imitationem faciunt indici coloris.

(Also, because of the scarcity of indigo they make a dye
of chalk from Selinus, or from broken beads, along
with woad [which the Greeks call isatis], and obtain a
substitute for indigo.)®

While stated more briefly than in Pliny’s account,
the facts seem to be the same. Vitruvius’s idiosyn-
cratic style is not always clear, and this is magnified
by the ambiguity of traditional translations. Does
Vitruvius say that the substitute for indigo is com-
posed of either (white) earth from Selinus or of a
substance made of crushed beads of (clear) glass
(anulare, “ring-white”), each with an admixture of
vegetable blue from a plant that the Greeks call isa-
tis, or does he say that the (white) chalk from Selinus
or “ring-white” is tinged blue by mixing it with
(ground) blue glass, a color that the Greeks call usatis
(because of similar hues)? I would argue for the
latter, especially since in the three occurrences of
the word in Vitruvius and in the more than fifty
passages in Pliny, vitrum undoubtedly means glass.
The most instructive mention is the following (NV.H.

36.198):

Fit [scil. vitrum] et album et murrina aut hyacinthos
sappirosque imitatum et omnibus aliis coloribus, neque
est alia nunc sequacior materia aut etiam picturae ac-
commodatior.

(There is, furthermore, opaque white glass and others
that reproduce the appearance of fluor-spar, blue sap-
phires or lapis lazuli, and, indeed, glass exists in any
color. There is no other material nowadays that is
more pliable or more adaptable, even to painting [my
italics].)

By Pliny’s time, glass was already a multipurpose
commodity,?® and one could hardly ask for a more
explicit statement of its use in painting. In view of
the majority of the references, we can, with some
confidence, interpret those ambiguous passages dis-
cussed above as meaning glass and not woad. The
small number of occurrences of the word vitrum in
Latin literature before Pliny concur, except for one
from Caesar’s Gallic War (5.14.2):



Omnes vero se Britanni vitro inficiunt, quod caeru-
leum efficit colorem, atque hoc horridiores sunt in
pugna aspectu.

(All the Britons, indeed, dye themselves with woad,
which produces a blue color, and makes their appear-
ance in the battle more terrible.)*°

Vitrum in this passage has always been understood
as a clear reference to woad. The notion had to be
abandoned recently because of the dramatic discov-
ery, in 1984 and 1987, of the well-preserved upper
body of a young man and the complete body of
another in Lindow Moss, a peat bog near Wilmslow,
Cheshire.®! Through extensive scientific investiga-
tion, it could be ascertained that the first man (Lin-
dow II), who to judge from his well-groomed
appearance must have been a member of the upper
class, was killed about the time of the Roman inva-
sion of Britain in the second half of the first century
A.D. as a sacrificial vicim of some Celtic rite and
seems to have been buried in a sacred spring. The
victim may have died to assuage the gods in a period
of great uncertainty for Celtic Britain. The second
man (Lindow III), equally young and of high social
status, has not attracted quite so much attention,
since complex investigations are still in progress.
However, a special exhibition at the museum of
Manchester University in the summer of 1991 pre-
sented the available evidence in the context of Celtic
religious life and archaeology.® At the same time a
publication, of the utmost importance in our con-
text—“Non Isatis sed Vitrum, Or the Colour of Lin-
dow Man,” in the Oxford Journal of Archaeology—
addressed the questions raised by Caesar’s state-
ment quoted above.”

Electron-probe X-ray microanalysis revealed that,
besides being tanned by the acids and minerals in
the peat, fragments of Lindow III's skin showed the
presence of, mainly, aluminum, silica, and copper,
apparently the residues of a clay-based pigment
containing various colorants in addition to copper.
A variety of shades in the range of green, blue, and
black could thus have been achieved: in view of Cae-
sar’s report on Celtic battle habits, blue seems to
have been the most likely hue. The conclusion that
may be drawn, therefore, is that the Lindow man’s
skin was not dyed with a vegetable substance but
rather with mineral colorants.®

In the second part of the article J. R. Magilton
and P. C. Buckland discuss Caesar’s crucial passage
on Celtic body paint, as well as some of Pliny’s com-

ments, and the impact of these authors’ observa-
tions on other Roman writers, including poets.
They also establish that woad (Isatis tinctoria L.) as a
colorant does not seem to have been used in Britain
before Anglo-Saxon times. Imported as a dyestuff,
mostly from France, during the Middle Ages, it was
later grown extensively in England until imported
indigo replaced it during the early seventeenth cen-
tury.®® The authors also pursue Pliny’s notion that a
plant used as a dye, glastum (which he compares to
the plantain, plantago), might be woad, but they re-
main baffled by this passage. I here suspect a con-
fusion to which Pliny himself fell victim. In the
present context we cannot pursue this matter in de-
tail. Only some aspects will be considered, in the
hope that specialists in the fields involved may ad-
dress the problems afresh.

To emphasize the necessity of understanding
Caesar’s use of the word vitrum to denote a mineral
pigment, the authors cite part of the Pliny passage
on adulterating indigo (35.46) quoted above; they
conclude that since “both creta Selinusia and creta
anularia are unknown” one might deduce that “blue
glass may have been intended” *°; they draw into the
argument another passage (34.123), where Pliny
lists the natural occurrence of copper sulfate—a
mineral from which a brilliant blue can be pro-
duced,

color [scil. atramenti sutorii] est caeruleus perquam
spectabili nitore, vitrum esse creditur.

(Its color is an extremely brilliant blue, and it is often
taken for glass.)

Now we have already seen that anularius, -a, -um
(adjective) and anularis, -e (adjective) are technical
terms employed by Vitruvius and Pliny as a matter
of course, namely for crushed ring stones of cheap
white (or blue) glass as coloring agents in painting.
Here, we must look at a particularly perplexing pas-
sage in Pliny (22.2), cited only in part by the
authors®":

inlinunt certae aliis aliae faciem in populis barbarorum
feminae, maresque etiam apud Dacos et Sarmatas cor-
pora sua inscribunt. similis plantagini glastum in Gallia
vocatur, Britannorum coniuges nurusque toto corpore
oblitae quibusdam in sacris nudae incedunt Ae-
thiopum colorem imitantes.

(At any rate among barbarian tribes the women stain
the face, using, some one plant and some another; and
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the men too among the Daci and the Sarmatae tattoo
their own bodies. In Gaul there is a plant like the plan-
tain, called glastum; with it the wives of the Britons, and
their daughters-in-law, stain all the body, and at cer-
tain religious ceremonies march along naked, with a
color resembling that of Ethiopians.)

Book 22 deals exclusively with plants and their
properties. In Latin literature the word glastum is
found only here and in Tacitus. The rare occur-
rence of a word always requires special caution. In
the light of the evidence reviewed so far, I would
suggest that Pliny has, as is his habit, copied a source
without questioning it. Ironically, he does not see a
relationship between glastum and another word he
was the first to use in Latin: glaesum or (better) gle-
sum, namely, amber. The connection between glae-
sum and glastum was made by linguists long ago.®®
When speaking at length about amber and the high
esteem it enjoys as a luxury substance, Pliny em-
ploys a generic term for it: sucinum, “sap” (37.30);
but of its best-known deposits he says (37.42):

Certum est gigni in insulis septentrionalis oceani et ab
Germanis appellari glaesum, itaque et ab nostris ob id
unam insularum Glaesariam appellatam, Germanico
Caesare res ibi gerente classibus, Austeraviam a bar-
baris dictam.

(It is well established that amber is a product of islands
in the Northern Ocean, that it is known to the Ger-
mans as glaesum, and that, as a result, one of these
islands, the native name of which is Austeravia, was
nicknamed by our troops Glaesaria, or Amber Island,
when Caesar Germanicus was conducting operations
there with his naval squadrons.)

Tacitus (Germ. 45), who probably drew on Pliny,
reports on German amber-collecting tribes who call
the substance glaesum. Glaesum is clearly a Germanic
word that also occurs in Anglo-Saxon. At its root
seems to be the Indo-Germanic ghléso, “the shining,”
and in both these Germanic languages its variant
forms over time have borne the meanings “amber,”
“resin,” and “glass.” Now as we saw, Gaulish-Latin
glastum is understood by Pliny, in its single occur-
rence, as the name of a plant used by barbarian
tribes as a body pigment. In other Celtic languages,
such as Irish, glass means “green,” “gray,” “blue”; in
Welsh glas means “blue”; in Breton glaz means
“green.” Related Celtic words cover a similar range,
e.g., Irish glan, “pure” and glain, “glass,” “crystal”;
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but Welsh glain, “precious stone.” In modern insu-
lar Celtic languages glasto- becomes glas.*® 1 would
surmise that the authority Pliny relies upon mistook
glastum for a plant with which to stain the body,
instead of a mineral compound, which, as we saw,
was used on the skin of Lindow III. Indeed, glastum
was probably commonly used for that purpose in
the Celtic realm, whereas there seems to be no evi-
dence for the use of woad in the north before late
Anglo-Saxon times.'®

By contrast to glastum, the etymology of vitrum is
obscure, as is that of woad.'®" A recent attempt to
link vitrum—by way of Middle-Iranian words for
glass—with *wed-r-, “water,” remains to be dis-
cussed by experts.'”? Although unquestionably
much later than the first finds of glass in Italy,'* the
majority of these literary references are quite clear
as to the meaning of the word vitrum. Once the
blowpipe had been introduced from the eastern
Mediterranean about the time of Augustus, glass
became an inexpensive commodity,'** and the word
vitrum was used to describe it as a substance; it also
served as a metaphor for translucent, shiny objects.

To come full circle in our consideration of vitrum,
one more step remains to be taken. If we accept the
results of the Lindow III investigation, that the sur-
viving body paint was of a mineral nature, we must
ask as of when and in what way did the Celtic tribes
familiarize themselves with, import, or even pro-
duce glass? Luckily, a considerable number of re-
cent studies on the subject exist. Moreover, the
comprehensive exhibition The Celts, shown in Ven-
ice in 1991, offered an unparalleled opportunity to
survey a huge inventory of important and rarely
seen Celtic artifacts from an area encompassing
Central Europe and extending as far as Turkey and
Spain, as well as the British Isles and Italy.!%

Among the most striking features of the exhibi-
tion were the intricately wrought blue glass armlets.
These came mostly from women’s and children’s
burials but also from settlements, in the transalpine
regions from the former Yugoslavia, from northern
Italy, and from as far south as Umbria and the
Marche (Figure 39).!% They date from the second
third of the third to the first century B.c.; later spec-
imens exhibit lighter hues, of honey-colored, pur-
ple, greenish, and clear glass. More than fifteen
hundred of them, complete and in fragments, have
been recovered.'”” Scholars largely agree on their
amuletic character. Even today, the intense blue
commands the viewer’s attention. Local variations
in the shape and color of the bracelets occur in the



Figure 39. Armlets and necklace of blue, greenish, yellow,
and clear glass from Manching. Second century B.c. Munich,
Prihistorische Staatssammlung (photo: Prihistorische
Staatssammlung)

Czech and Slovak republics, Germany, Switzerland,
and northern Italy, where they may have been pro-
duced first. It is worth noting that many of the dark
blue examples of second-century date are embel-
lished with yellow and white zigzagging trails that
seem to imitate features of small Hellenistic unguen-
taria (perfume bottles), ultimately of Egyptian in-
spiration and imported from the eastern Mediter-
ranean.'®® Fragments of such blue unguentaria with
white and yellow decoration have been found in
Celtic settlements north of the Alps.!* The bracelets
attest to the amazingly adaptive creativity of the
Celtic artisans, but the highly sophisticated method
of manufacturing the armlets has yet to be properly
understood.''® Moreover, actual glassmaking instal-
lations for the production of raw glass remain to be
clearly identified. Although chunks of raw glass
have been recovered from several Celtic sites (op-
pida) where glass was doubtlessly worked, it is
not known with absolute certainty whether it was
produced locally or imported from the Medi-
terranean.''’ By the fourth century B.c., Celtic
mercenaries were in the service of Greek rulers,
principally in Sicily and Italy,!'? where they could
have gained access to the primary material. Even if
proof, in the strictest sense, for independent pro-
duction of raw glass is still missing, considerable evi-
dence points to a sophisticated mastery of glass
technology in the Celtic realm.'® In any case, suffi-
cient amounts of cullet were surely available to pro-
vide the basic material for ritual blue body paint.''*

Glass armlets are rare in Britain, where blue glass
is less common than on the Continent. However,

there is evidence for the production of beads of
faience, a substance with a vitreous component, as
far back as the late Bronze Age in Britain as well as
on the Continent. Powdered blue glass is a prereq-
uisite for the manufacture of faience. Again, in the
absence of proven glassmaking establishments, the
question of local production or importation can as
yet not be positively decided. What matters in our
context is that blue vitreous substances were avail-
able in Britain long before Caesar’s time.'’> The
evidence of Lindow III should thus not be a sur-
prise, since it represents long-standing technical
knowledge.

This essay should conclude with a few thoughts
on a historical and cultural hypothesis that might
throw some light on the possible etymology of Latin
vitrum. It is now generally accepted that from the
early Iron Age Hallstatt period—long before the
movement of Gaulish tribes into Italy and the Bal-
kans began about the beginning of the fifth century
B.C., during the La Téne period—Paleo-Celtic
tribes settled in the western Alps, specifically
around Lake Maggiore and Lake Como.!'® Thus,
contrary to what the Roman historians might make
us believe, the Gauls did not suddenly appear out
of the blue to sack Rome in g87 B.c. Their thrust
into the Italian peninsula had instead been pre-
ceded by long cohabitation between Celtic and Italic
tribes in northern Italy. The Celts had developed
various writing systems of their own, modeled on
the Etruscan script. One of them, the Lugano alpha-
bet, was adopted by the Gauls. A number of inscrip-
tions survive, among them bilinguals. Published in
exemplary fashion recently, they do not furnish a
technical vocabulary because of their dedicatory na-
ture.''” The word vitrum does not occur.

However, these texts attest to Gaulish as a current
language in Italy down to the second and first cen-
turies B.C. Technical terms tend to be the first to be
taken over into other languages, and close proxim-
ity surely favors such borrowing. Gladius, “sword,”
is one of the better-known examples: the Romans
appropriated this Celtic weapon together with its
name.''® Pliny (N.H. 33.40) somewhat disdainfully
records a related case: there are (Roman) men who,
in an outlandish fashion, wear gold bracelets, called
viriolae in Celtic and viriae in Celtiberic. These Celtic
words belong to the root uei, “bend, twist” (cf. En-
glish wire)."'® The suggestion that vitrum might also
be a Celtic word that entered Latin in the period
when Gaulish and Italic tribes coexisted in ancient
Italy seems eminently possible, especially in view of
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the amazing dexterity of Celtic artisans in glass- and
metalworking.

We have taken a long journey from the rich and
diverse blues found in the two mythological frescoes
from Boscotrecase, pigments that owe their bril-
liance and luminosity to the admixture of crushed
glass. These properties must have suggested to
Celtic and other tribes magic and protective quali-
ties as fragments of dark blue Celtic armlets have
been recovered in Migration-period tombs of the
Alamanni in Bavaria. Whether chance finds or
items actively sought out in ancient cemeteries, they
were treasured as amulets hundreds of years after
their manufacture.'?

In this article we have embarked on problems to
which there are no answers as yet; but our peregri-
nations demonstrate the necessity, and complexity,
of giving things their proper names.'?! Our voyage
included the realm of philology and linguistics, and
as we have seen, the visit proved not unprofitable,
since the influence of languages from outside the
classical world on Latin technical terms was
strong.'?? Let us, however, end where we began,
with the frescoes. Seemingly modest as objects, the
features we chose to explore in these wall paintings
provided unexpected vistas on many and very
diverse constituents of Roman reality in the Augus-
tan age. Part I focuses on Egypt, Part III on the
Celtic realm, territories which became integral parts
of the empire under Augustus. The cultural impact
of these regions had already made itself felt for
some time, but it culminated in the reign of the
Princeps. Part 11 enlarges our understanding of the
ethos of those who owned villas such as Boscotre-
case—who commissioned the paintings, decided the
subject matter, and made them a reflection of their
intellectual aspirations. In this set of panels, of the
highest artistic quality, multiple influences from the
vast expanse of the empire are gathered; not only
gathered but, more significantly, integrated into an
entirely balanced, discrete whole, as the compo-
nents in a crucible would be. Unprecedented, scin-
tillating products are the result. To have achieved
this fusion is Rome’s supreme accomplishment and
lasting legacy.
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NOTES

1. See Peter H. von Blanckenhagen and Christine Alexander,
The Augustan Villa at Boscotrecase, with contributions by Joan R.
Mertens and Christel Faltermeier (Mainz, 1990).

2. Blanckenhagen and Alexander, Augustan Villa, pp. 1-3 and
47—49. See also F. L. Bastet and M. De Vos, Proposta per una
classificazione del terzo stile pompeiano (The Hague, 1979) pp. 8ff;
also Umberto Pappalardo, “Der Dritte Stil,” in Pompejanische
Wandmalerei, Giuseppina Cerulli Irelli et al., eds. (Stuttgart/
Zurich, 199o) p. 227.

3. For a previous attempt to explain a feature in the Black
Room of the villa, see E. R. Knauer, “Wind Towers in Roman
Wall Paintings?” MM] 25 (1990) pp. 5—20. For a colorplate of the
“wind tower,” see Blanckenhagen and Alexander, Augustan Villa,

pl. 1.

4. See the colorplates in Blanckenhagen and Alexander, Augus-
tan Villa, pls. 4; 8.1; g.1; cf. also pls. 2.1 and 3.1 for the position
of the pinakes within this room. Good colorplates are to be found
in Jacqueline and Maurice Guillaud, Frescoes in the Time of Pompeii
(Paris/New York, 199o0), where, sadly, the pinakes (figs. 205 and
206) are reversed.

5. See the colorplates in Blanckenhagen and Alexander, Augus-
tan Villa, pls. 5—7.

6. Mertens in Blanckenhagen and Alexander, Augustan Villa,
P- 53-

7. See Charles Daremberg and Edmond Saglio, Dictionnaire des
antiquités grecques et romaines 111.2 (1904), s.v. “liber,” p. 1179 (G.
Lafaye). The intense perfume kept insects at bay. A comprehen-
sive study of papyrus as writing material is N. Lewis, Papyrus in
Classical Antiquity (Oxford, 1974).

8. A similar lightweight and cream-colored frame with small

knobs at the corners can be seen in a panel from a house found
in 1979 (Pompeii, Insula Occidentalis V1 17,42) and decorated in



later Third Style; the panel forms part of the frieze in the oecus
with garden paintings. See Rediscovering Pompeii, exh. cat., IBM
Gallery of Science and Art, New York City, July 12—Sept. 15,
1990 (Rome, 19go) no. 163, p. 233. See also below, note 75. For
antique frames see Werner Ehlich, Bild und Rahmen im Altertum
(Leipzig, 1954). His chapter “Einfache viereckige Rahmen,”
pp. 90—93, offers no close parallels. There is a well-preserved
second-century Romano-Egyptian framed picture from Hawara
on exhibition in the Life Room of the British Museum. The
painting, on a wooden panel and now almost obliterated, was
apparently protected by a glass pane or a wooden board. That,
at least, is suggested by this complex piece of joinery. See Roger
P. Hinks, Catalogue of the Greek, Etruscan and Roman Paintings and
Mosaics in the British Museum (London, 1933) no. 8g; Ehlich, Bild
und Rahmen, pp. 83—87. Unlike the Boscotrecase pinakes, most
depictions of antique frames show the ends of the wooden ledges
crossing each other at the corners (Ehlich, “Achtendenrahmen,”
pp- 80-87); see, e.g., the examples in a painter’s studio repre-
sented on the inside of a first-century A.p. sarcophagus from
South Russia in the Hermitage, St. Petersburg, not mentioned by
Ehlich but illustrated in Victor Gajdukevich, Das bosporanische
Reich (Berlin, 1971) fig. 126 and p. 432 and in Gold der Steppe:
Archdologie der Ukraine, Renate Rolle et al., eds. (Schleswig, 1991)
p- 194, fig. 8.

9- The most thorough analysis, incorporating previous at-
tempts at interpretation, is by Mariette De Vos, L’Egittomania in
pitture e mosaici romano-campani della prima etd imperiale (Leiden,
1980) no. 3, pp. 5—7 and pl. 11.2. The line drawing of the Anubis
panel (the fifth of her fig. 3) is reversed.

10. De Vos, L’Egittomania, pp. 6ff., draws attention to this un-
Egyptian feature; cf. a similar table in fig. 12, pp. 23ff. (pl. E and
fig. 5, right) from Herculaneum, in Naples.

11. For Apis, see Hans Bonnet, Reallexikon der dgyptischen Reli-
gionsgeschichte (Berlin, 1952) pp. 46—51; cf. ibid., s.v. “Tierkult,”
pp- 812-824; see also ibid., s.v. “Hathor,” pp. 277-281. More
recent is Lexikon der Agyptologie 1, W. Helck and E. Otto, eds.
(Wiesbaden, 1975) s.v. “Apis,” pp. 338—350 (Vercoutter); see also
ibid., s.v. “Hathor,” pp. 1027-1033 (Daumas), and s.v. “Hathor-
kuh,” p. 1041 (Arnold). For the iconography of Apis in Egyptian
art, see Erich Winter, “Apis in der hellenistischen Welt,” in his
Der Apiskult im alten Agypten (Mainz, 1978) pp. 34ff. For Graeco-
Roman representations of Apis, see G. J. F. Kater-Sibbes and M.
J. Vermaseren, Apis (Leiden, 1975—77): vol. I, The Monuments of
the Hellenistic-Roman Period from Egypt; vol. 11, Monuments from
Outside Egypt; vol. 111, Inscriptions, Coins and Addenda, in Etudes
préliminaires aux religions orientales dans I'empire romain.
See also the recent survey by Laszl6 Kakosy, “From Fertility
to Cosmic Symbolism. Outlines of the History of the Cult of
Apis,” Acta Classica Universitatis Scientiarum Debrecensis 26 (19go)
PP-3-7-

12. See Lexikon der Agyptologie V1 (Wiesbaden, 1986) s.v. “Ur-
hiigel,” pp. 873-876 (K. Martin).

13. See Lexikon der Agyptologie IV (Wiesbaden, 1982) s.v.
“Ornat,” pp. 613—618 (E. Stachelin). The article covers the main
royal attributes, among them the uraeus.

14. De Vos, L’Egittomania, p. 7 n. 5, lists examples of such am-
phorae on stands.

15. In a genuine Egyptian painting, dark skin would denote
males; however, this convention was occasionally neglected in the
late period; see, e.g., the female deities on the set of four poly-
chrome Egyptian wood panels, ca. 2nd century B.c.—1st century
A.D., N0s. 147—150 in Jerome M. Eisenberg, The Age of Cleopatra,
The Art of Late Dynastic and Graeco-Roman Egypt, exh. cat., Royal-
Athena Galleries (New York/Beverly Hills) Art of the Ancient
World, vol. V, Part II, Oct. 1988. The panels are now in the
Museum of Fine Arts, Boston.

16. Lextkon der Agyptologie 11 (Wiesbaden, 1977) s.v. “Federn
und Federkrone,” pp. 142—145 (I. Grumach-Shirun).

17. Lexikon der Agyptologie 11 (Wiesbaden, 1977) s.v. “Geier-
haube,” p. 515 (E. Brunner-Traut).

18. Sobek, without that symbol, appears in the same attitude
on one of the four panels with single Egyptianizing figures from
Boscotrecase; it is not reproduced in Blanckenhagen and Alex-
ander, Augustan Villa, but in De Vos, L’Egittomania, end of top
row in fig. 3. For the god see Bonnet, Reallexikon, s.v. “Suchos,”
PP- 755—759, and Lexikon der Agyptologie V (Wiesbaden, 1984) s.v.
“Sobek,” pp. 995—1031 (Brovarski); esp. pp. 1013ff. for the col-
onization of the Fayum by Greek mercenaries and its prosperity
in Graeco-Roman times. Our Figure 6 shows a relief of the
god Sobek in the temple at Kom Ombo, dating from the Roman
period.

19. See E. Van't Dack, “L’Armée romaine d’Egypte de 55 a 30
av. J.-C.,” essay XI in Ptolemaica selecta: Etudes sur 'armée et 'admin-
istration lagides (Louvain, 1988) pp. 185-213.

20. Inv. no. EA 5473. The suit has been radiocarbon dated to
the grd or 4th century; see also 1. Jenkins in British Museum Mag-
azine 6 (Summer 1991) p. 7. In Egypt desegregation seems to
have been a matter of course, and Roman soldiers, many of them
of oriental origin themselves, actively participated in the civic and
religious life of the natives.

21. E.g., the relief in the temple of Sethos I at Abydos, shown
in Hans Schifer and Walter Andrae, Die Kunst des Orients, Pro-
pylaenkunstgeschichte II (Berlin, 1925) fig. 315. The king is
kneeling before Amon, who presents him with multiple Sed fes-
tivals, symbols of longevity and stability of tenure; see below, note
25.

22. For the actual object cf. the hardstone amulets in the form
of a miniature set of architect’s tools, among them a set square,
in Charles Ede Ltd., Small Sculpture from Ancient Egypt (n.p., n.d.,
unpaginated; London, 1991) no. 5d, and pictured at the bottom
of the page, with references.

23. De Vos, L’Egittomania, pp. 79ff.

24. Our Figure 6 provides a good example: although conceived
in the classic Egyptian style, the relief mistakenly depicts the left
end of Sobek’s royal headcloth (remes), which should emerge
below his lower jaw, as appended to his necklace. For the contam-
ination of styles see, e.g., Sami Gabra, “La Maison 21,” in Rapport
sur les fouilles d’Hermoupolis ouest (Touna el-Gebel) (Cairo, 1941)
PP- 89-50, €sp. p. 44, and pl. x11.1 and 2. The female deceased
is rendered in Hellenistic fashion, her face in three-quarter view,
while the gods ministering to her, although lacking in the custom-
ary elegance, follow the Egyptian tradition. The bright patterns
of their garments are alien to classical Egyptian fashion; they are
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noteworthy because such patterns are frequently met with in
Egyptianizing Roman wall paintings, among them the pinakes and
the small panels with single deities from Boscotrecase; see
Blanckenhagen and Alexander, Augustan Villa, pls. 8, g, 35, and
41.1. Cf. De Vos’s remarks on garment patterns, L’Egittomania,
p- 80. See also “Die Griber des Petubastis and Petosiris,” in Denk-
mler der Oase Dachla, Aus dem Nachlass von Ahmed Fakhri, Jir-
gens Osing et al., eds. (Mainz, 1982) pp. 71—101, pls. 20—44, esp.
pl. 32. The Mischstil of these tomb paintings is close to that of the
previous example. The reference to both I owe to David O’Con-
nor. The contamination of styles is particularly noteworthy in the
decoration of funerary shrouds; see Sue d’Auria et al., Mummies
& Magic: The Funerary Arts of Ancient Egypt, exh. cat. (Boston,
1988) nos. 153, pp. 203ff., and 154, pp. 204ff.; cf. also nos. 158
and 165 (reference kindly supplied by David Silverman). See also
the blue glass flutes with enameled scenes in Meroitic/Hellenistic
Mischstil from the Sudan discussed by Robert H. Brill, “Scientific
Investigations of Some Glass from Sedeinga,” Journal of Glass
Studies 33 (1991) pp. 11—28. A particularly striking case is the
iconography of the second-century A.p. sarcophagus of the lady
Teuris in Amsterdam. It exhibits not only features that have been
characterized as un-Egyptian when met with in Egyptianizing
Roman wall paintings (De Vos, L’Egittomania, p. 8), namely a
capelike piece covering the shoulders, but also traits so far known
almost exclusively from Roman monuments documenting the
cult of Isis outside of Egypt, namely a peculiar beaked pitcher
that is being handled by a priest with cloth-covered hands; see
Dieter Kurth, Der Sarg der Teiiris: Eine Studie zum Totenglauben im
romerzeitlichen Agypten (Mainz, 19go), where the traditional collars
assume capelike proportions, e.g., scene II 1—2; cf. also the simi-
lar sarcophagus in the museum in Minia (Egypt) pls. 5—10. For
the priest with pitcher see scene II 2, pl. B and 2.1, also pl. 7.1.
For Roman examples of such beaked pitchers see the frieze in
the Aula Isiaca on the Palatine, discussed in Ranuccio Bianchi
Bandinelli, Rome, the Centre of Power: Roman Art to A.p. 200 (Lon-
don/New York, 1970) fig. 129, and the two priestesses from a
Third Style frieze in Naples (Inv. 8972) in Pompeji: Leben und
Kunst in den Vesuvstidten, exh. cat., Villa Hugel, Essen (Reckling-
hausen, 1973) no. 222; for an Egyptian priest officiating with
covered hands see the wall painting from Herculaneum in Na-
ples. Kurth, p. 1§ n. 147, recognizes that this type of vessel does
not occur within the range of ancient Egyptian shapes, but he
fails to connect it with examples found in Italy of the cult of Isis,
which seems to have influenced the practice in Roman Egypt
during the late period. Kurth comments on the unusual attitude
of the priest, but seems unaware of the numerous parallels; see
the materials collected by Robert A. Wild, Water in the Cultic Wor-
ship of Isis and Sarapis (Leiden, 1981).

25. See Adolf Erman and Hermann Grapow, “Ecken eines Ge-
biudes: sie festlegen (bei der Grundsteinlegung),” in Warterbuch
der dgyptischen Sprache 111 (Berlin, 1971) p. 400.9, and idem, Die
Belegstellen 111 (Berlin, 1951) pp. 81ff. I am greatly obliged to
David Silverman for discussing the possible meaning of the pinax
with me and for suggesting this possibility. The scene may have
conveyed more than one meaning: with his left hand Sobek
seems to shoulder a flail, one of the traditional scepterlike attri-
butes of gods and kings. See Lexikon der Agyptologie 11 (Wiesbaden,
1977) s.v. “Geissel,” pp. 516ff. (Fischer) and ibid., IV (1982) s.v.
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“Ornat,” pp. 613—618 (Staehelin), and, for an illustration of the
actual object, Mohamed Saleh and Hourig Sourouzian, Die Haupt-
werke des Agyptischen Museums in Kairo (Mainz, 1986) no. 116. Be-
ginning with the Old Kingdom, there are many representations
extant of the king running, with shouldered flail and crook, dur-
ing a ritual performed at the royal jubilee. Originally this so-
called Sed festival appears to have been celebrated at the occasion
of the king’s goth regnal anniversary. Later, especially from the
Ptolemaic era on, it seems that no more Sed festivals were ob-
served; however, down into the Roman period kings were ad-
dressed as the recipients of Sed festivals, awarded by the gods,
clearly as symbols of prosperity and continuity. For the festival
see Lexikon der Agyptologie V (Wiesbaden, 1984) s.v. “Sedfest” (hb-
sd), pp. 782—790 (Martin); cf. the remark on p. 786 on the in-
creasing prominence of the queen in representations of the Sed
festival from the New Kingdom. See also Erik Hornung and Elis-
abeth Staehelin, Studien zum Sedfest (Geneva, 1974; reference to
the book kindly supplied by David O’Connor); for a late example
see p. 88 n. 17: Caesarion, son of Caesar and Cleopatra, as recip-
ient of the jubilee. Since the hieroglyph for the Apis bull, hp
(Coptic: hape), comprises two stacked squares, as does hp,to run
(e.g. to sacrifice), and since hp is phonetically close to hb = festi-
val (see Alan H. Gardiner, Egyptian Grammar [Oxford, third ed.,
1957] p. 540.4 and Adolf Erman and Herman Grapow, Agyp-
tisches Handworterbuch [Hildesheim, 1987] p. 107), it may have
suggested the celebration of a jubilee in the Boscotrecase pinax. I
am very grateful to Jeffrey Spencer for suggesting this possibility.

26. For other examples of this specific display of an attribute,
cf. Bonnet Reallexikon, figs. 11 (our Figure 8), 57 (the god Amon-
Re), and 105 (a lion god); our Figure 8 shows the ithyphallic god
Amon from a relief of the time of Amenophis III in Luxor. Cf.
also the stele from Tanis, in London, with the ithyphallic god
Min being revered by Ptolemy IV (222—205 B.C.) and his consort,
in Kleopatra: Agypten um die Zeitwende, exh. cat., Munich, 1989
(Mainz, 1989g) no. 13.

27. For the evidence, see above, note 2.

28. For Agrippa, see Realencyclopidie der classischen Altertumswis-
senschaft gA1, Nachtrige 2 (1961) s.v. “M. Vipsanius Agrippa,”
pp- 1226—1275 (Rudolf Hanslik); for the Egyptian estates (ousia
Agrippiané) see pp. 1246ff. See also the contributions on various
aspects of Agrippa’s career in Universita di Genova, Facolta di
lettere, Dipartimento di archeologia, filologia classica e loro trad-
izioni, Il bimillenario di Agrippa (1990) and Jean-Michel Roddaz,
Marcus Agrippa, vol. CCLIIL, Bibliothéque des Ecoles Frangaises
d’Athénes et de Rome (Paris, 1984). For Agrippa’s latifundia, see pp.
188f.; for his and Julia’s interest in the new Third Style and his
employment of artists oriented on Hellenistic, specifically Alex-
andrian models, see pp. 249—251.

2g. For a discussion of the coins see Hanslik, s.v. “M. Vipsanius
Agrippa,” p. 1255, and Konrad Kraft, “Das Enddatum des Le-
gionslagers Haltern,” Bonner Jahrbiicher 1955/56 (1955/56) pp-
g5—111, pls. 15ff. For our example, see Ancient Greek, Roman and
Byzantine Coins, Numismatic Fine Arts, Auction XXVII, Spring
Mail Bid Sale 1992, Los Angeles, Closing Date April 23, 1992,
no. 1076. Agrippa and Octavian face in opposite directions as if
to symbolize their respective rule over the eastern and the west-
ern part of the empire. See also M. Grant, “Agrippa’s Coins,” in
Universita di Genova, 1l bimillenario di Agrippa, pp. 9—17, no. 3§



(the type is not pictured). See also Ulrich-Walter Gaus, “Der
Quellbezirk von Nimes,” Rimische Mitteilungen g7 (1990) pp. 93—
125, esp. p. 124, for the Egyptianizing acanthus bases of the
nymphaeum at Nimes as a natural consequence of the resettle-
ment of Greeks from Egypt in that city under Augustus.

go. Erich Winter, Untersuchungen zu den agyptischen Tempelreliefs
der griechisch-romischen Zeit (Vienna, 1968) pp. 98—102, draws at-
tention to the reversal of a traditional scheme on reliefs of the
Graeco-Roman period: now it is the king who presents cultic or
symbolic objects to the god, not the other way around.

31. The same traditional cultic objects, in addition to a patera,
are held by a clean-shaven priest of Isis, by the name of Amulius
Faventinus Tiburs, depicted in the shrine of Diana-Isis in the
House of Loreius Tiburtinus in Pompeii; see Vittorio Spinazzola,
Pompei alla luce degli scavi nuovi di Via dell Abbondanza (anni 1910—
1923) (Rome, 1953) fig. 489 and pp. 428ff. See also Lexikon der
Agyptologie V (Wiesbaden, 1984) s.v. “Sistrum,” pp. 959—963 (C.
Ziegler) and s.v. “Sistrum, diffusion gréco-romaine,” pp. 963—
965 (N. Genaille); also Bonnet, Reallexikon, s.v. “Sistrum,”
pp- 716—720.

g2. For the Egyptian deity see Bonnet, Reallexikon, s.v. “Anu-
bis,” pp. 40—45 (Kees); Lexikon der Agyptologie 1 (Wiesbaden, 1975)
s.v. “Anubis,” pp. 327-333 (B. Altenmiiller). For the god’s role
in the later periods see Jean-Claude Grenier, Anubis alexandrin et
romain (Leiden, 1977); the Boscotrecase pinax is no. 240, and cf.
pl. xxvir. For the latrator Anubis, see Servius’s commentary
(pp- 355—410) on Aeneid, V111.696—700), and cf. “Sources mytho-
graphiques et littéraires,” in Grenier, Anubis alexandrin, p. 59,
no. 18, also p. 60, no. 19 (Propertius, Elegies, 111, XI.39—42) and
p. 61, no. 20 (Ovid, Metamorphoses, 1X.688—695). Apuleius, Meta-
morphoses, XI.11 (Grenier, p. 71, no. 33), describes the dog-
headed god as carrying a caduceus and a palm branch. In the
Pharaonic period canine-shaped Anubis invariably appears lying
on a chest; his standing position on the pinax is unusual, as is
his tail; but cf. the various types on late Mischstil stelae: Abd el-
Hafeez et al., Stéles funéraires de Kom Abu Bellou (Paris, 1985),
e.g., pls. 10, 11, 3off., and the discussion of iconographic prob-
lems on pp. 64—66 and 78—85. However, there can be little doubt
about the animal’s identity on the pinax, because of the character-
istic neckband of the jackal. Anubis, master of the necropolises
and son of Osiris, benefited from the triumphal expansion of the
cult of Isis in the Mediterranean world during the Hellenistic
age. The anubophores, participants in the Osiris drama, wore
canine masks. (See the terracotta example in the Roemer und
Pelizaeus Museum in Hildesheim, Suche nach Unsterblichkeit: To-
tenkult und Jenseitsglaube im alten Agypten [Hildesheim, 19go] inv.
no. 1585, pp. 34ff., ascribed to the “6th—4th century B.c. or
later.” The mask is provided with slits to provide better vision for
the wearer.) How commonplace the sight of such masked believ-
ers must have been in the late Republic is proved by the strata-
gem, reported in detail by Appian (Bell. Civ., 4.200), of the
proscribed aedile M. Volusius, who disguised as a mendicant
Isiac, safely reached the camp of Pompey. See Realencyclopddie der
classischen Altertumswissenschaft 9,1 (1961) s.v. “Volusius”: 4) M.
Volusius, p. gog (A. Lippold); Grenier, Anubis alexandrin, p. 74,
no. $6; and R. E. Witt, Isis in the Graeco-Roman World (Ithaca,
1971) pp. 204ff. Cf. the wall painting of an isiac wearing an

)

Anubis mask from the temple of Isis in Pompeji in Alla ricerca di
Iside. Analisisi, studi e restauri dell’Iseo pompeiano nel Museo di Napoli.
Soprintendenza Archeologica per le Province di Napoli e Caserta
(Rome, 1992) cat. no. 1,36 and pl. vi1. See also K.A.D. Smelik
and E.A. Hemelrijk, “ “‘Who knows not what monsters demented
Egypt worships.” Opinions on Egyptian animal worship in antig-
uity as part of the ancient conception of Egypt,” in Aufstieg und
Niedergang der Rimischen Welt 11, 17,4 (Berlin/New York, 1984)
pp- 1852—2000. I have not seen R.A. Lunsingh Scheurleer, “An-
oebis de blaffer,” Vereniging van Vrienden Allard Pierson Museum
Amsterdam. Mededelingenblad 51 (1991) pp. 17—20.

33. For the goddess in Pharaonic times see Lexikon der Agypto-
logie 111 (Wiesbaden, 1980) s.v. “Isis,” pp. 186—203 (Beinlich); for
her part in the ideology of kingship, ibid., p. 197; for the late
period p. 199. Her main temple on the island of Philae was closed
as late as A.p. 537, under Justinian. The goddess’s complex role
in Graeco-Roman times as bestower of Sed festivals; as mother,
consort, and wisdom of kings (one of her attributes is the throne);
as mother of Apis (apart from her relationship with Osiris and
Horus); as mistress of Memphis; as “Ur-” and “All-Gottin,” is
skillfully explored by Jan Bergman, Ich bin Isis: Studien zum mem-
phitischen Hintergrund der griechischen Isisafetalogien (Upsala, 1968).
For her role in the royal city of Memphis, together with the
human-bodied Ptah, see Lexikon der Agyptologie IV (Wiesbaden,
1982) s.v. “Memphis,” pp. 24—41 (C. M. Zivie) and s.v. “Ptah,”
pp. 1177-80 (H. teVelde). See also Witt, Isis in the Graeco-Roman
World. For the role of women in her cult see Realencyclopidie der
classischen Altertumswissenschaft (1916) s.v. “Isis,” pp. 2084—2132
(Roeder). Arresting documents of her cult are the numerous fu-
nerary monuments of female initiates made in Athens under
Roman rule from the late 1st century B.c. to the early 4th century
A.D.; see E. ]J. Walters, Attic Grave Reliefs That Represent Women in
the Dress of Isis (Hesperia: suppl. XXII, Princeton, N.J., 1988). I
thank Homer Thompson for the reference. J. Eingartner’s study
Isis und ihre Dienerinnen in der Kunst der romischen Kaiserzeit (Lei-
den, 1991) partly overlaps with Walters’s work. Also important
for the history of the diffusion of her cult is a study by V. Tran
Tam Tinh, Essai sur le culte d’Isis a Pompéi (Paris, 1964). See also
idem, Le Culte des divinités orientales a Herculanum (Leiden, 1971);
idem, Le Culte des divinités orientales en Campanie (Leiden, 1972);
and the comprehensive studies by Michel M. Malaise in Conditions
de pénétration et de diffusion des cultes égyptiens en Italie (Leiden,
1972) for the iconography of Roman Isis, pp. 176—181; cf. also
Anubis, pp. 208—211; Apis, pp. 212—214; and his sections “Pén-
étration des cultes égyptiens en Italie: itinéraires et agents” and
“La Diffusion des cultes égyptiens sur le sol italien”; also Ladislav
Vidman, Isis und Sarapis bei den Griechen und Rimern (Berlin,
1970), based on the inscriptional evidence, especially chap. 2,
“Die Anfinge des Kultes bei den Griechen,” pp. 27—47%, and
chap. 5, “Die Anfinge des Kultes bei den Rémern”; and Anne
Roullet, The Egyptian and the Egyptianizing Monuments of Imperial
Rome (Leiden, 1972). More recent works are Lexikon der Agypiolo-
gie VI (Wiesbaden, 1986) s.v. “Verehrung agyptischer Gotter
im Ausland, bes. griech.-rom. Zt.,” pp. 920—g69 (Halbl). Karl
Schefold, Vergessenes Pompeji (Berlin/Munich, 1962) pp. 64ff.,
interprets the scene on the pinax as a prince, perhaps
Agrippa Postumus, and a queen engaged in the service of Isis
and her circle.
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34. The perplexing problem of the official interdiction of the
cult and the simultaneous appeal of aegyptiaca, verging on a fixa-
tion, within the circle of Augustus is discussed by Tran Tam Tinh
in Essai sur le culte, pp. 21ff. The cult, which reached Italy with
the maritime trade, had already taken root in the coastal cities in
the 2nd century B.c. Under the Triumvirs Antony, Octavian, and
Lepidus a temple of Isis was erected in Rome and paid for by the
state in 43 B.C., the political and personal bonds with Egypt then
being strong. The cult was shunned by the aristocracy and em-
braced by the lower classes and the slaves. For Octavian’s refusal
to visit the Apis bull when in Egypt, see Suetonius, “Augustus” in
The Twelve Caesars, 93. As princeps, he instituted a program of
renewal of the autochthonous cults, which must have required
the restriction of foreign ones. See also Tran Tam Tinh, Essai sur
le culte, pp. 8—11, and Malaise, Conditions de pénétration, the chap-
ter “Les Romains face aux dieux égyptiens,” pp. 282—311.

35. See Bianchi Bandinelli, Rome, the Centre of Power, pp. 123—
125, figs. 128ff.

36. See Tran Tam Tinh, Essai sur le culte, pp. 30—40 n. 33, and
Alla ricerca di Iside: Analisi, studi e restauri dell’Iseo pompeiano nel
Museo di Napoli. Soprintendenza Archeologica per le Province di
Napoli e Cuserta (Rome, 1992).

37. See Realencyclopddie der classischen Altertumswissenschaft gA,
Nachtrige 2 (1961) s.v. “M. Vipsanius Agrippa” (Rudolf Han-
slik); p. 1260. In Egypt, the cult of Augustus was installed as a
direct continuation of the cult of the Ptolemaic kings; see Doro-
thy J. Thompson, “The High Priests of Memphis under Ptole-
maic Rule,” in Pagan Priests, Mary Beard et al., eds. (Ithaca, N.Y.,
1990) pp. 97—116, esp. pp. 115ff.

38. Mertens in Blanckenhagen and Alexander, Augustan Villa,
P- 53-

39. See P. J. E. Boddens Hosang, De Egyptische verzameling van
Baron van Westreenen/The Egyptian Collection of Baron van Westree-
nen (The Hague, 1989) pp. 68—70, and pp. 16—18 for the history
of the collection. The papyrus (from the “Book of Breathings”)
is exhibited in the Museum Meermanno-Westreenianum in The
Hague; cf. also Vivant Denon, Voyage dans la basse et la haute
Egypte, 2 vols. (Paris, 1804), where the piece is pictured on an
unnumbered, tripartite plate. Another late Ptolemaic example is
on exhibition in the British Museum: the papyrus of Ker Asher
(inv. no. gg9s) containing text from the “Book of Breathings”
and vignettes from the Book of the Dead. Too few such papyri
are as yet published; see Luc Limme, “Trois Livres des morts il-
lustrés des Musées royaux d’art et d’histoire a Bruxelles,” Artibus
Aegypti, Studia in honorem Bernardi V. Bothmer (Brussels, 1983)
pp- 81-99. See also Lexikon der Agyptologie V1 (Wiesbaden, 1986)
s.v. “Totenbuch,” pp. 641-643 (M. Heerma van Voss). See also
Paolo Ronsecco, “The Funerary Books of the New Kingdom,” in
Egyptian Museum of Turin, Egyptian Civilization. Religious Beliefs,
Anna Maria Donadoni Roveri, ed. (Milan, 1988) pp. 188-197.

40. See the excellent discussion of the phenomenon by De Vos,
“L’'inquadramento storico-culturale,” in L’Egittomania, pp. 75—95.
See also Elena Walter-Karydi, “Die Entstehung der Groteskenor-
namentik in der Antike,” Romische Mitteilungen 97 (1990)
pp- 137-152, who characterizes this aspect of the Third Style as
“Gattungsstil” and “Otiumskunst” and as deliberately contrasting
the official “Staatskunst.” Plutarch (Antonius 80) interestingly
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cites three grounds for Augustus’s sparing the city of Alexandria
after his victory: the reputation of its founder, Alexander; its size
and beauty; and as a favor to his friend, the philosopher Arius
(Didymus).

41. See Blanckenhagen and Alexander, Augustan Villa, pls.
24ff., and 30—-33, and pp. 12—27; cf. also Joan Mertens’ analysis
of the room’s elements and character, ibid., pp. 57—59, and 63ff.

42. Ludwig Curtius, Die Wandmalerei Pompejis: Eine Einfiihrung
in thr Verstindnis (Darmstadt, 2nd ed., 1960) pp. 66 and 276 and
figs. 33, 35, and 123, was the first to draw attention to such
Kdsten; he assumes that they already appear during the Second
Style, and does not attempt an explanation. Ehlich, Bild und Rah-
men, pp. 98— 100, takes the objects for framed pictures, see below,
note 43. See also Agnes Allroggen-Bedel, Maskendarstellungen in
der romisch-kampanischen Wandmalerei (Munich, 1974) cat. nos. 7,
10, 19, 47, 50, 51, 72, 79, and 87. She lists the twin masks from
the north wall of the Red Room (cat. no. 7, 1—2, text pp. 38—40)
as painted on kleine Pinakes with curved side walls, but also calls
such objects Maskenschreine (pp. 42, 56—58, 62ff.), without analyz-
ing their function. Blanckenhagen and Alexander, Augustan Villa,
p. 7, describe one of the objects as “a box-like bracket holding
two theatrical masks.”

43. E.g., Curtius, Die Wandmalerei Pompejis, p. 276; Karl Sche-
fold, Pompeji: Zeugnisse griechischer Malerei (Munich, 1956) p. 37;
Allroggen-Bedel, Maskendarstellungen, p. 42 n. 154, rightly takes
the Maskenschrein of the actor as “frithestes Zeugnis fiir solche
Schreine,” because of the picture’s Hellenistic model, but she
apparently thinks of an actual mask placed in the box. Ehlich,
Bild und Rahmen, p. 100, takes the object for a framed panel
painting. He subdivides his catalogue of seven examples into “I.
Rahmen mit plastischen Theatermasken als Inhalt” and “II. Rah-
men mit Maskentafelbildern als Inhalt,” pp. goff. See also his
comment on “Bilder mit Weihebindern,” pp. 113ff.

44. See Enciclopaedia dell'arte classica e orientale VI (1965) s.v.
“pittura,” p. 216 (R. Bianchi Bandinelli).

45. See Wolfgang Ehrhardt, Stilgeschichtliche Untersuchungen an
romischen Wandmalereien von der spiten Republik bis zur Zeit Neros
(Mainz, 1987) pp. 106ff., pl. 71, fig. 291. Ehlich, Bild und Rahmen,
pp- 99ff., I1, 4; he takes it as a Maskentafelbild. See also Allroggen-
Bedel, Maskendarstellungen, cat. no. 772, “Pinakes mit geschwunge-
nen Seiten.”

46. But cf. the taeniae decorating the box on the panel with the
victorious actor, Figures 18, 19. Ehlich, Bild und Rahmen,
pp- 113ff,, describes them as “Bilder mit Weihebindern.” In a
similar central position in the frieze is a box in the Casa di Sirico
in Pompeii (viI 1.25—47); see Bastet and De Vos, Proposta,
pl. Lvi.

47. See Ehrhardt, Stilgeschichtliche Untersuchungen, p. 78, pl. 84,
fig. 332. The object is termed a Maskenbild.

48. See Schefold, Vergessenes Pompeji, pl. 48 (complete wall);
Curtius, Die Wandmalerei Pompejis, fig. 35 (part of the wall); Carlo
Ludovico Ragghianti, Pittori di Pompei (Milan, 1963) pl. opp.
p- 89; Ehrhardt, Stilgeschichtliche Untersuchungen, pl. 63, fig. 264
(part of the wall) pp. g6—100. Ehlich, Bild und Rahmen, p. g9, 11.2,
has a photo (fig. 88, p. 245) of a wooden copy of the “frame” of
one of these Maskentafelbilder, manufactured by himself. See too
Allroggen-Bedel, Maskendarstellungen, cat. no. 50, Maskenschreine.



49. Here a digression is called for, because this particular com-
bination is already prefigured in all three cubicula from Boscotre-
case (see Blanckenhagen and Alexander, Augustan Villa, pls. 2
and g, for the overall design of the walls and 4, 5, 8—12, and 14—
17 for details of the Black Room). Griffins atop the aediculae of
the side walls, the superb swans holding strings of jewels in their
beaks (fig. 11) and flanking the central aedicula, and the huge
tripods on the side walls (figs. 21 and 22)—all attest to a preva-
lently Apollonian atmosphere. However, Dionysiac hints are not
altogether absent: sprouting ivy and tiny golden kraters and jugs
built into the tripod legs that, in turn, are shaped like thyrsoi.
The third ingredient, the Egyptian elements, has already been
discussed. The perched Horus falcons of the side walls of the
Red Room (pls. 26—28) should be added. As mentioned (see
Knauer, “Wind Towers”), the tower of the central landscape vi-
gnette of the Black Room has also been shown to have an Egyp-
tian ancestry. This complex reference system can only be
mentioned here. It brings to mind two points. First, Alexandria
had been the locus of the legendary procession of Ptolemy Phi-
ladelphus at the first celebration of the Ptolemaia, an event that
took place in the middle of winter, most likely in 279/8 B.c. (see
Athenaeus, The Deipnosophists, vol. 11 of the Loeb Classical Library
ed., with Eng. trans. by Charles B. Gulick [London/Cambridge,
Mass., 1967] and E. E. Rice, The Grand Procession of Ptolemy Phila-
delphus [Oxford, 1983] esp. for the date, pp. 182—187). The de-
scription of the pavilion set up for the guests within the citadel
mentions columns “shaped like palm trees, but those which stood
in the middle had the appearance of Bacchic wands [thyrsoi]”
(V.196¢; p. 389), and also the lavish decoration of “the outer side
of the enclosing curtains” with various branches, and the floor
“entirely strewn with all sorts of flowers. For Egypt, both because
of the temperate quality of its atmosphere, and also because its
gardeners can grow plants which are either rare or found at a
regular season in other regions, produces flowers in abundance
and throughout the whole year....” (V.196d; p. 389g). One is
reminded of the flower-decked, tentlike structure of the Red
Room, where the seasons for roses, ivy, and figs miraculously
coincide (see Blanckenhagen and Alexander, Augustan Villa, pls.
18-22, 26—29, and 31). Even more striking are the details re-
ported of the giant “Delphic” tripod being carried about (among
other somewhat smaller ones) in the ensuing procession in the
city stadium: one “of forty-five feet; on this were figures in gold

., and a vine-wreath of gold encircled it” (V.205¢c; p. 415).
The tripods in the Black Room (Figures 21, 22) appear like var-
iants of those in that description. If we add the figures (z0a) on
the tall tripodal candelabra in the Mythological Room (Figure 23;
cf. Blanckenhagen and Alexander, Augustan Villa, pls. $6—41)—
a chamber containing the same ever-so-subtle references to both
the Apollonian and Dionysiac realms, interspersed with aegyptiaca
as in the Black and the Red Rooms—there seems little doubt that
the decorators of Boscotrecase must have had a thorough knowl-
edge of the fantastic and yet real appurtenances displayed during
Ptolemaic pageantry. The horticultural blending of seasons also
occurs in the Third Style oecus with splendid garden paintings
in the house found in Pompeii in 1979 (Insula Occidentalis, V1
17.42); see Rediscovering Pompeii, no. 163. It is described there (p.
232) as dreamlike and without basis in reality, whereas to my
mind it clearly refers to the climatic circumstances of Egypt so
graphically described in the account of Ptolemy’s tent mentioned

above. The second observation concerns the artful compositional
links among the three main strands of motifs, within the single
walls as well as among the three walls in each room. One is re-
minded of certain rhetorical figures current at the time; see, e.g.,
Heinrich Lausberg, Handbuch der literarischen Rhetorik 1 (Munich,
1960) paragraphs 443—452, pp. 241ff., on dispositio of the inventio
in three parts (tria loca), and paragraph 462, pp. 253ff. on the
four modifying categories of the elocutio, esp. no. g, per transmu-
tationem (metathesis): a) anastrophe, b) hyperbaton. Suetonius, in his
life of Augustus (86), calls the emperor’s literary style pure, ele-
gant, and concrete. As we shall see, attention to these features,
namely the degree of reality we must attribute to the sceneries of
the Third Style and the high degree of literacy of their patrons,
will help us to establish the character and the meaning of the
objects studied here.

50. See Curtius, Die Wandmalerei Pompejis, fig. 123, and Karl
Schefold, Die Winde Pompejis (Berlin, 1957) p. 100. Unlike the
example from the House of Lucretius Fronto, no “roof” can be
seen at the upper edge of the box. One must assume that this
indispensable part is thought of as being at the lower edge where
it is hidden by the shelf, since the object is seen from below, or
that this shelf itself is the part in question. Ehlich, Bild und Rah-
men, p. 99, I, 2, lists the object under his “Rahmen mit plastischen
Theatermasken als Inhalt.” Cf. also Allroggen-Bedel, Maskendar-
stellungen, cat. no. 51: Maskenschrein. For a similarly positioned
box in the Casa dell’ atrio a mosaico in Pompeii, see Pompejanische
Wandmalerei, Giuseppina Cerulli Irelli et al., eds. (Stuttgart/
Zurich, 1990) pl. 127 and Allroggen-Bedel, cat. no. 19, “Schrein.”

51. See Tran Tam Tinh, Essai sur le culte, pl. 2, giving the orig-
inal arrangement, and p. 44. Joan Mertens kindly referred me to
fig. 455.2, p. 399 in Spinazzola, Scavi nuovi. Spinazzola thinks of
the object as the closure of a vent or of a small niche. The marble
box is of simple design. The S-shaped side walls are again in-
verted, so that the hooks point upward: on the back wall, in high
relief, there is the mask of a young woman.

52. A gabled shelf, or doorless cupboard, containing masks is
pictured in Cod. Vat. Lat. 3868 (Terence), see fig. 1091, Enciclo-
paedia dell'arte antica e orientale IV (1971) s.v. “maschera teatrale,”
pp- 910—918 (G. Krien-Kummrow). A receptacle with a mask
inside is on the floor on the mosaic with actors in Naples, see
ibid., I (1958) s.v. “attore,” pp. gogff. (P. E. Arias), colorplate opp.
p- 910; the actors, dressed up as satyrs, surround a seated old
man, clad only in a mantle, with a scroll in his hand. Another
mask is on a table. In view of the Pompeian marble box from the
reign of Vespasian, one might imagine that by that time, painted
masks at the back wall of such boxes might have been replaced,
for the greater effect the Fourth Style required, by masks done
in relief or by real masks, such as are found in the wall painting
from the House of the Hermaphrodite mentioned above. More
such instances from walls could be adduced, although with less
elaborate frames. They may have led to the notion of “Masken-
schrein” found in some authors. Masks were, indeed, occasionally
dedicated. The first visual records (vase-paintings and reliefs)
date back to the beginning of the sth century B.c., cf. J. Richard
Green, “Dedication of Masks,” Révue archéologique (1982)
PP- 287—248, but in the context of theatrical performances.
Therefore, prior to creating new terms, like Maskenschrein, for
want of a better explanation, we should try to establish the char-
acter of such objects first.
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53. See the brief account, “le basi di Como,” by A. C. M. in
Soprintendenza archeologica della Lombardia, 1977—-81, Restauri
archeologici in Lombardia (Como, 1982) p. 63; Bianca Maria Scarfy,
“Recenti rinvenimenti archeologici in Lombardia,” Annali Bena-
censt, no. 3, Atti del III convegno archeologico Benacense (1976)
pp- 11—18; Scarfi, the excavator, also gave a talk entitled “Le
scoperte archeologiche urbane: L’arte figurativa” at a meeting
(Novum Comum 2050), celebrating the foundation of Como in a.p.
59, and held in that city on Nov. 8—g, 1gg1. The last two refer-
ences are owed to Fabrizio Slavazzi, who also kindly supplied a
copy of the article and notes on the meeting, as well as a copy of
the important study by Antonio Frova, “Temi mitologici nei ri-
lievi romani della Cisalpina,” in Scritti in ricordo di Graziella Massari
Gaballo e di Umberto Tocchetti Pollini (Milan, 1986) pp. 173-193,
esp. pp. 177—186, part of which deals with these reliefs. There
are more references to be found on p. 177 n. 18.

54. See Scarfi, “Recenti rinvenimenti,” pp. 17ff. She suggests
as names for the two poets Virgil and Homer and dates the reliefs
from about A.p. 100. A. C. M., in Restauri archeologici, p. 63, basi-
cally shares Scarfi’s opinion but prefers a date early in the 2nd
century.

55. Scarfl, “Le scoperte archeologiche.”

56. Frova, “Temi mitologici,” pp. 185ff., critically summarizes
the literature on the iconography of the Muses, individually and
in conjunction with poets and philosophers; he reaffirms the lack
of a coherent system of their symbols up to the late period and
the growing importance of the pairing of the deceased with a
Muse (mousikos aner) on sarcophagi, especially during the grd
century. He leaves open the question whether we have to do with
two poets or a poet and a philosopher, and he calls the attitude
of the Muse with the younger man “insolito.” For the date of the
reliefs (middle of the 2nd century) and Pliny the Younger’s role
in the intellectual history of Como see pp. 192ff. For a summary
of the recent literature on the tardy and restricted acceptance of
classical models in the sculpture of provincial northern Italy see
Fabrizio Slavazzi, “Il Satiro in riposo di Prassitele: una nuova rep-
lica della testa da Bergamo,” Arte lombarda 96/97 (1991) pp.
67—72.

57. See Max Wegner, Die Musensarkophage, Die antiken Sarko-
phagreliefs 5,3 (Berlin, 1966) no. 16, p. 13, pls. 22, 23; 41a; 142a.
Wegner speaks of Schulszenen on the lid, but singles out the two
first scenes to the left of the inscription as showing Muses (with
feathers on their heads) in conjunction with poets. The first scene
has the Como group reversed and adds two more figures: an
additional bystander and a second Muse, who sits next to the
young man while he studies his scroll with the help of a Muse
leaning over his shoulder. The second group to the left of the
inscription has the seated older poet (here clad with but a mantle)
to whom a Muse presents a rectangular object, perhaps a scroll
on a stand, as on the Como relief. Although the scale is too small
to decide on this detail, the types in these two groups match those
in Como and must go back to a common model.

58. See Karl Schefold, Die Bildnisse der antiken Dichter, Redner
und Denker (Basel, 1943); for Homer, pp. 62ff., 78ff., 88ff., 142—
145, 148ff., 158ff., and 172ff.; for Virgil, pp. 168ff. and 170ff.

59. See Realencyclopidie der classischen Altertumswissenschaft 21,1
(1951) s.v. “C. Plinius Caecilius Secundus”: 6), pp. 439—456; for
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Pliny as a poet, p. 447; the important inscription (CIL V 5262),
attesting to his dedication of a library, is transcribed on p. 439
(M. Schuster).

60. See Hinks, Catalogue, no. 53; the poet on the left is erro-
neously described as holding a patera. A neat distinction accord-
ing to dress between poet and philosopher does not seem
possible. There are further representations of men of letters ex-
tant in Roman wall paintings; see, e.g., that of Menander, in the
Casa di Menandro at Pompeii, in Schefold, Bildnisse, p. 164,1,
seated, with a scroll and clad in a mantle; the statue of a seated
writer, ibid., p. 164,2 (“Plautus”), shows him with scroll, but with
tunic and mantle. For a later example of an elderly poet dressed
in only a mantle see Irina I. Saverkina, Romische Sarkophage in der
Eremitage (Berlin, 1977) no. 25, pp. 51ff., pl. 55. For a survey of
the forty-eight painted representations of poets in Pompeii and
Herculaneum (eighteen of which are of the Third Style), see
Mariette De Vos, “Pavone e poeta: Due frammenti di pittura
parietale dell’Esquilino,” in Le tranquille dimore degli dei: La resi-
denza imperiale degli horti Lamiani, Eugenio La Rocca et al., eds.
(Rome, 1986) pp. 67—75 and pl. 8. I would like to thank Ann
Kuttner for drawing my attention to this exhibition catalogue.

61. See Realencyclopidie der classischen Altertumswissenschaft 21, 1
(1951) s.v. “C. Plinius Secundus der Altere”: 5) pp. 271—285, his
life (K. Ziegler) and p. 439, his works (Kroll); for comments on
uncle and nephew, see the following essays in Ronald Syme,
Roman Papers V11, Anthony R. Birley, ed. (Oxford, 1991): “Con-
sular Friends of the Elder Pliny,” pp. 496—511; “Pliny’s [the
Younger’s] Early Career,” pp. 551-567; and “The Acme of
Transpadana,” pp. 635—646 (esp. p. 646 for Pliny’s own literary
judgment).

62. Frova, “Temi mitologici,” p. 178, describes the object as
follows: “un liscio riquadro incorniciato da un motivo fogli-
aceo[?], forse leggio.”

63. The reading of scrolls is still practiced in the synagogue.
The rolls were initially wound about a single rod, but two became
customary in the 16th century. Kept in an upright position in the
Torah shrine, the rolls are put on a pulpit for reading. Since the
script may not be touched by human hands, a hand-shaped
pointer is used to follow the lines; cf. Figure 2g.

64. Still useful, in particular for the technical details, are Theo-
dor Birt, Das antike Buchwesen in seinem Verhdltnis zur Literatur: Mit
Beitrigen zur Textgeschichte des Theokrit, Catull, Properz und anderer
Autoren (Berlin, 1882; repr. Aalen, 1974) and idem, Die Buchrolle
in der Kunst: Archiologisch-antiquarische Untersuchungen zum antiken
Buchwesen (Leipzig, 1907). See also Realencyclopidie der classischen
Altertumswissenschaft 3,1 (18g7) s.v. “Buch,” pp. 939-971
(Dziatzko); Daremberg-Saglio, Dictionnaire des antiquités, s.v.
“liber,” pp. 1177—1188; Enciclopaedia dell’arte antica e orientale V
(1963) s.v. “papiro,” pp. 943-947 (V. Bartolotti); ibid., VI (1965)
s.v. “rotulo,” pp. 1031—1036 (C. Bertelli); Colin H. Roberts and
T. C. Skeat, The Birth of the Codex (Oxford, 1983); Eric G. Turner,
Greek Manuscripts of the Ancient World (Oxford, 1971), esp. the
commentary to illus. g and 10 and the 2nd ed,, rev. and enl. by
Peter J. Parsons (London, 1987). The reference to this edition is
owed to the kindness of Peter Parsons. In the Fitzwilliam Mu-
seum in Cambridge there is a contraption of ivory that can be
assembled and disassembled (GR.25a/k-1980, part of the Lester



Collection); allegedly found together with other ivory objects in
a Roman lady’s tomb, it has been interpreted as an apparatus to
rule papyrus scrolls. Such objects are also attested from Nimes,
Ostia, and Pompeii. Little is known about that step in the prepa-
ration of rolls. See Fitzwilliam Museum, Cambridge, The Annual
Reports of the Syndicate and of the Friends of the Fitzwilliam, for the
Year Ending 31 December 1980, p. 13 and pl. 111, and Palladion:
Antike Kunst, Katalog 1976, pp. 100~102. The actual mounting at
the museum is more suggestive than the photos. I thank David
Gill for kindly supplying the references. For a similar object see
Beate Schneider, “Zwei romische Elfenbeinplatten mit mytholo-
gischen Szenen,” Kilner Jahrbuch fiir Vor- und Frithgeschichte 23
(1990) pp. 255—272; Schneider has no knowledge of the piece in
Cambridge and wants to reconstruct the object in Cologne as
either a cart or a suspended receptacle.

65. Martial, Epigrams, 14.84 (in vol. II of Loeb Classical Library
ed., with Eng. trans. by Walter C. A. Ker [London/New York,
1968]). Cf. Thesaurus Linguae Latinae VIII (Leipzig, 1966) s.v.
“manuale, -is” n., p. 335 (Bomer). Birt, Das antike Buchwesen,
pp. 77 and 83ff., in attempting to see a logical link between the
disparate apophoreta paired by Martial (manuale appears next to a
back scratcher, scalptorium), sees it in the concept of manus. The
manuale lectorium (Greek: analogeion, anagnosterion) is defined as a
wooden lectern. Birt, Die Buchrolle, pp. 175—181, lists, besides the
sources, a good number of representations, all of them, however,
showing lecterns attached to solid stands. He abstains from de-
ciding whether the manualia took their name from being easily
transportable (p. 176). Turner, Greek Manuscripts, p. 77, connects
the Greek terms (analogeion, anagnosterion) with Martial’s term
manuale, but omits this passage in the 2nd ed.

66. Inv. 1805.7—3.187. The relief serves as frontispiece in both
editions of Turner, Greek Manuscripts; cf. his comments, p. 7;
p- 6 in 2nd ed. See also Wolfgang Binsfeld, “Lesepulte auf Neu-
magener Reliefs,” Bonner Jahrbiicher 173 (1973) p. 201, fig. 2. For
an even more provincial example, see the funerary stela of the
philosopher or poet Stratonikos from Kertch, of the first century
A.D. (here four scrolls are naively placed on top of the stand and
yet there can be no doubt as to the character of the object) in
Victor Gajdukevich, Das Bosporanische Reich (Berlin, 1971)
pp. 419ff and fig. 115.

67. See Birt, Die Buchrolle, p. 172, fig. 108. For another related
example see Franz Winter, Die Typen der figiirlichen Terrakotten 11
(Berlin/Stuttgart, 19gog) p. 405, ill. 8; the original, from Priene, is
in Berlin, Antiquarium, inv. no. 8558.

68. Wolfgang Helbig, Fiihrer durch die offentlichen Sammiungen
klassischer Altertiimer in Rom 1 (Tibingen, 4th ed., 1963) no. 106g.
See Birt, Die Buchrolle, pp. 178ff., fig. 113, who lists further ex-
amples under the heading “Lesepulte”; Schefold, Die Bildnisse,
p- 164, 3. Ehlich, Bild und Rahmen, pp. 145ff., thinks the object is
a framed mirror, a necessity for an actor.

69. That does not mean that scrolls were written or read at a
table, cf. Birt, Die Buchrolle, p. 178. Not before the 8th or gth
century is there evidence for scribes seated at desks; see Bruce
M. Metzger, “When Did Scribes Begin to Use Writing Desks?”
Historical and Literary Studies, Pagan, Jewish and Christian (Leiden,
1968) pp. 123-137, and Turner, Greek Manuscripts, 2nd ed.,
p.6n.17.

r70. See Metzger, “When Did Scribes Use Desks?”

71. See Binsfeld, “Lesepulte,” pp. 201-206; Binsfeld also dis-
cusses the relief in the British Museum (our Figure 30) p. 201
and fig. 2, and he connects the “Handpult” (manuale) of the Neu-
magen relief, fig. 1, with Martial’s distich (14.84). The sides of
the schoolboy’s (fragmentary) manuale are straight and show no
cutouts. Cf. Turner, Greek Manuscripts, 2nd ed., p. 6 n. 17.

72. For a persuasive characterization of masks of the Second to
Fourth Style see Allroggen-Bedel, Maskendarstellungen, pp. 28—
35, and esp. pp. 38—43. The author contrasts the corporeality of
Second Style masks with the less expressive abstraction of Third
Style walls (p. 42): “Es driickt sich darin ein anderes Verhiltnis
zur Realitit des Dargestellten aus; die Dekorationen stellen nicht
eine weitere, iiber die Wirklichkeit hinausgehobene Realitit dar,
sondern die Wand ist zur Bildfliche geworden, auf der die Ge-
genstinde als Motiv erscheinen. Sie sind vom Betrachter als Sys-
tem von Anspielungen zu verstehen.” See also W. Ehrhardt’s
remarks on the difference in the concept of space in Second and
Third Style walls, dictated by an ideological change, “Bild und
Ausblick in Wandbemalungen Zweiten Stils,” Antike Kunst 34
(1991) pp. 28-64, esp. p. 63. See also Pappalardo, “Der Dritte
Stl,” pp. 223—232, esp. p. 229.

73. See Blanckenhagen and Alexander, Augustan Villa, p. 13.

74. Joan Mertens (in Blanckenhagen and Alexander, Augustan
Villa, p. 52) has aptly described the grillwork of the north wall
aedicula in the Black Room, with its rising and hanging pendants,
as evoking the goldsmith’s art. This also holds true for these
oscilla. They leave one in doubt whether the masks are painted
on metal—or possibly glass—disks, studded with pearls and
hung with precious pendants. To the best of my knowledge, no
such jewelry has survived. One is, however, reminded of the pair
of black obsidian skyphoi found near Stabiae that are inlaid with
bright-colored Egytianizing cult scenes placed within aediculae—
a coloristic effect not unlike that found in the Black Room. The
priestly or regal figures on the skyphoi present jewelry to therio-
morphic idols—jewelry that is close in character to the Bosco-
trecase pendants. Egyptian spoils embellished the statue of
Victory in the Curia Julia in Rome after the battle at Actium (Dio
Cassius 51.22.2). Although the Greek term used (ta laphyra) is
generic, meaning booty, plunder, spoils of war, it seems more
likely that the statue was hung with jewels rather than with heavy
weapons. However this may be, models for such ornaments were
certainly available to the muralists. For a good color reproduction
of one of the two skyphoi, kept in the National Museum in Na-
ples, see Encyclopaedia dell’arte classica e orientale V1I (1966) facing
p. 460; Bianchi Bandinelli, Rome, the Centre of Power, fig. 218;
Kater-Sibbes and Vermaseren, Apis, 11, no. 308, pl. lix ff.; De
Vos, L’Egittomania, p. 93. Although we do not have evidence for
the actual use of jewels in architectural settings during the reign
of Augustus, it can be documented for the early imperial period.
Gilded copper ornaments studded with precious stones, rock
crystal, or glass and nailed to wooden beams, thus forming
friezes, were found during the later 1gth-century excavations on
the grounds of the imperial villa of the horti Lamiani in Rome;
see Maddalena Cima, “Il ‘prezioso arredo’ degli horti Lamiani,”
PP- 104—144; for the jewels, see color pls. 11—24, 27-43, 46—50;
for parallels in wall painting, see color pls. 25f. and 44f. and the
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black-and-white photographs and drawings in the catalogue sec-
tion, pp. 129—144. Cima seems to think of these ornaments as
decorations of pieces of furniture, esp. a throne. La Rocca, how-
ever, leaves no doubt about their having served as architectural
fittings.

75. See Blanckenhagen and Alexander, Augustan Villa, pl. 60.1,
and p. 20; Allroggen-Bedel, Maskendarstellungen, pp. 36—38. One
step further in the Third Style tendency to tone down three-
dimensional effects occurs in the oecus with garden paintings in
the Pompeian house found in 1979; see Rediscovering Pompeii, no.
163, p. 233. Above the “all-seasons-garden,” in the center of the
frieze, there are lightly framed pinakes with paired masks of a
satyr and a maenad, three-quartered and slightly overlapping, on
a red background, much reminiscent of those painted on the
manualia of the Red Room. A good color photo is in History Today
42 (April 1992) p. 2. If one looks for iconographic sources for
such cheek-to-cheek masks, the coins of Istrus come to mind; see
R. Stuart Poole, A Catalogue of the Greek Coins in the British Museum,
The Tauric Chersonese, Sarmatia, Dacia, Moesia, Thrace, & C. (Lon-
don, 1877) p. 25, 1—14; however, one of the heads is always
inverted.

76. For a summary of the intellectual atmosphere of that ur-
bane circle see De Vos, L’Egittomania, pp. 75—95: “Inquadra-
mento storico-culturale”; Tran Tam Tinh, Le Culte @ Herculanum,
pp. 8—11, and Blanckenhagen and Alexander, Augustan Villa,

pp. 25ff.

77. Blanckenhagen and Alexander, Augustan Villa, pls. 42—47
and pp. 28—40; Blanckenhagen has traced the influence of both
compositions on later Roman wall paintings, esp. on pp. 37—40,
and he hints at the Hesione myth as a parallel to that of Androm-
eda (p. 35). The repercussions were obviously also felt in other
media, see, e.g., the relief with Hesione and the sea monster on a
funerary altar from Acqui in the Archaeological Museum at
Turin: Frova, “Temi mitologici,” p. 173, with n. 2, and p. 175,
with nn. 7ff., for iconographic parallels (reliefs and wall paint-
ings). The article on Hesione has been relegated to a future sup-
plement of LIMC, see Lexicon Iconographicum Mythologiae Classicae

V. 1 (1990) p- 394-

78. See Blanckenhagen and Alexander, Augustan Villa, pls.
42ff., and the analysis, pp. 28-35.

79. Ibid., pls. 34—41, and the reconstruction suggested by Mer-
tens, pp. 59-63.

80. See her contribution in Blanckenhagen and Alexander, Au-
gustan Villa, pp. 65-73, esp. p. 67.

81. A calcium-copper tetrasilicate mineral. In 1814 a small con-
tainer with the pigment was found at Pompeii and analyzed by a
number of scientists; see M. S. Tite et al., The Technology of Egyp-
tian Blue, British Museum Occasional Paper 56 (London, 1987)
ppP. 39—46, esp. p. 39, where there is a brief historical survey of
the study of the substance and an account of its positive identifi-
cation as CaCuSi,Oy. I am grateful to Andrew Middleton for a
copy of this paper. See also the commentary to Pliny, N.H. 33.158
and 161 in C. Plinius Secundus d. A., Naturkunde, Lateinisch-Deutsch,
Book XXXIII: Metallurgie, pub. and trans. by Roderich Kénig,
with Gerhard Winkler (Darmstadt, 1984) pp. 184—186; the blue
pigment caeruleum is here identified as CaCuSi,O,,. A very useful
but somewhat neglected account of Egyptian blue is in Hugo
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Bliimner, “Die Farben der alten Maler und ihre Bereitung,” in
his Technologie und Terminologie der Gewerbe und Kiinste bei Griechen
und Romern 1V (Leipzig, 1887; repr. Hildesheim, 1969) pp. 464—
518, esp. pp. 503ff., which also includes a bit of Forschungsge-
schichte, and the observation that the Egyptian artists’ reason for
using pulverized blue glass rather than crushed copper (the ac-
tual coloring agent for blue glass) when preparing Egyptian blue
must have been their awareness of the greater durability of the
color prepared by the more complex process. See now D. Ullrich,
“Egyptian Blue and Green Frit: Characterization, History and
Occurrence, Synthesis,” PACT. Revue du groupe européen d’études
pour les techniques physiques, chimiques et mathématiques appliquées a
Uarchéologie 17: Datation—Caractérisation des peintures parietales et
murales, Frangois Delamart et al., eds. (1987) pp. 323—332, and
also A. Barbet, “L’emploi des couleurs dans la peinture murale
romaine antique. Marqueurs chronologiques et révélateurs du
‘standing’ social?” in Pigments et colorants de antiquité et du moyen-
dge (Paris, 1990) pp. 255—271. I have not seen E. Riedel, “Biblio-
graphie iiber die Pigmente der Malerei,” Berliner Beitrige zur
Archdometrie 10 (1988) pp. 173—192.

82. Besides Tite et al., Technology of Egyptian Blue, see idem,
“Characterization of Early Vitreous Materials,” Archdeometry 29,
no. 1 (1987) pp. 21-34; Julian Henderson, “Glass Production
and Bronze Age Europe,” Antiquity 62 (1988) pp. 435451 (a
copy of this paper is owed to the kindness of Andrew Middleton);
idem, “The Scientific Analysis of Ancient Glass and Its Archaeo-
logical Interpretation,” in idem, ed., Scientific Analysis in Archaeol-
ogy, and Its Interpretation, Oxford University Committee for
Archaeology, Monograph 19, and UCLA, Archaeological Re-
search Tools g (1989) pp. 30—62, with rich bibl.; idem, “The
Evidence for Regional Production of Iron Age Glass in Britain,”
in Le Verre préromain en Europe occidentale, M. Feugére, ed. (Mon-
tagnac, 1989): pp. 63—72; idem, “Industrial Specialization in Late
Iron Age Britain and Europe,” The Archaeological Journal 148
(1991) pp. 104—148, especially the section “Glass Production: A
Model for Later Prehistoric Specialized Industry,” pp. 122—135,
and idem and Richard Ivens, “Dunmisk and Glass-making in
Early Christian Ireland,” Antiquity 66 (1992) pp. 52—64. It was a
windfall when utensils from a painter’s workshop, that is, shards
and shells filled with pigments, among them Egyptian blue,
where discovered in the temple of Thutmosis 111 (1490-39 B.C.)
at Karnak in 1g84; see O. Rouchon et al., “Pigments d’Egypte:
Etude physique de matiéres colorantes bleue, rouge, blanche,
verte, jaune, provenant de Karnak,” Revue darchéométrie 14
(1990) pp. 87—97. See also Emma Angelini et al., “Plasma-source
Mass Spectometric Analysis of Ancient Egyptian Pigments,” in
Pigments et colorants de Uantiquité et du moyen dge: Teinture, peinture,
enluminure, études historiques et physio-chimiques (Paris, 1990)
pp. 117-126, an investigation of pigments found during the
19035 Italian excavation at Heliopolis, now at the Egyptian Mu-
seum at Turin; the sample (suppl. 3603) of Egyptian blue
(CaCusSi,0,,) contained noticeable amounts of quartz and high
concentrations of sodium and iron, with tin and lead as minor
components; Daniel le Fur, “Les Pigments dans la peinture égyp-
tienne,” ibid., pp. 181—188, esp. the section “Les pigments bleus,”
pp- 184ff. I am grateful to Josef Riederer, who heads the Rath-
gen-Forschungslabor of the Staatliche Museen zu Berlin at Char-
lottenburg, for his information about the limited possibility of
distinguishing between Egyptian blue and blue glass under a mi-




croscope as well as by other kinds of analyses of antique wall
paintings. Besides Egyptian blue, he has encountered azurite, in
rare cases indigo and lapis lazuli, and in Egyptian specimens,
cobalt as well. The chemical and microscopic properties of blue
glass can apparently be confounded with those of Egyptian blue.
Hansgeorg Bankel has kindly sent me a copy of the relevant
passage in his book Der spitarchaische Tempel der Aphaia auf Aegina
(Berlin/New York 1992) pp. 68—70 and 111-113, documenting
the use of Egyptian blue and azurite (besides other pigments) as
colorants of the architectural members of the 6th- to gth-century
B.C. temple. See also D. G. Ullrich, “Malpigmente der Klassik
und des Hellenismus im &stlichen Mittelmeer,” Akten des 13. in-
ternationalen Kongresses fiir klassische Archiologie (Mainz, 19go)
pp- 615—617. I have not seen Fabienne Laveaex Verges, Bleus
égyptiens: De la pite autoémaillée ou pigment bleu synthétique (Louvain,
1992); reference kindly supplied by Joan Mertens.

83. See A. Walde, and J. B. Hofmann, Lateinisches etymologisches
Warterbuch (Heidelberg, grd ed., 1954) s.v. “vitrum”: 1, pp. 8o5ff.
Although the Thesaurus Linguae Latinae has not yet reached the
letter v, Ursula Keudel generously provided me with a list of
references to the words vitrum and vitreus from its files, covering
the period from the first occurrence late in the first half of the
1st century B.C. to the early 2nd century A.p. In addition, Georg
Nicolaus Knauer and Vanessa Gorham kindly supplied an Ibycus
printout of the relevant passages in Latin literature, thus permit-
ting a reliable survey.

84. All translations of Pliny are taken from Pliny, Natural His-
tory, 10 vols., Loeb Classical Library (Cambridge, Mass./London),
vols. 1—5 and g, with Eng. trans. by H. Rackham (1969—84); vols.
6-8 and 10, with Eng. trans. by D. E. Eichholz (1969—80). Trans-
lations of important passages of Pliny’s books on minerals (33),
bronze (34), painting (35), and marble (36) are to be found in J.
Isager, Pliny on Art and Society: The Elder Pliny’s Chapters on the
History of Art (Odense, 1g91).

85. See the brief mention of anulare by Blimner, “Die Farben
der alten Maler,” p. 470.

86. See Walde and Hofmann, Lateinisches etymologisches Worter-
buch, s.v. “vitrum”: 2, p. 806. But see my text above.

87. For Pliny see the references above, note 61.

88. Vitruvius, On Architecture (Loeb Classical Library ed., with
Eng. trans. by Frank Granger [Cambridge, Mass./London] 1970).
See also Realencyclopiidie der classischen Altertumswissenschaft g A,1
(1961) s.v. “Vitruvius™: 2, L. Vitruvius Mamurra, pp. 427-48¢
(P. Thielscher), see also Heiner Knell, “Vitruvs Kritik an Bau-
und Kunstwerken seiner Zeit,” Istanbuler Mitteilungen 39 (1989)
pPp- 281-288.

89. Still useful is Enciclopaedia dell'arte classica e orientale VII
(1966) s.v. “vetro,” pp. 1150—1157 (Donald B. Harden). See also
Harden’s introductory essays to the chapters in Part II of Donald
B. Harden et al., Glas der Caesaren (Milan, 1988) with bibl.; the
remarks by William Gudenrath, Kenneth Painter, and David
Whitehouse, “The Portland Vase,” Journal of Glass Studies 32
(1990) pp. 12—-189; and Veronica Tatton-Brown, “The Roman
Empire,” in H. Tait, ed., Five Thousand Years of Glass (Lon-
don, 1991) pp. 62—g7. Two passages in Martial (1.41.3—5
and 10.3.3ff.) attest to a flourishing trade in broken glass. In
Trastevere, vendors of brimstone matches bartered them

for glass sherds, which were either mended with sulfurous
glue or collected for recycling; see L. Friedlaender, M. Valerii
Martialis epigrammaton libri (Leipzig, 1886) p. 189, with a refer-
ence to Statius’ Silvae 1.6.73, describing the same routine. See
also M. Sternini, “A Glass Workshop in Rome (4th—gth century
A.D.),” Kolner Jahrbuch fir Vor- und Frihgeschichte 22 (1989)
pp. 105—114, esp. p. 113. It was the adoption of the blowpipe
that made mass production possible. Marianne Stern kindly
tells me that the first blowpipes may not have been fash-
ioned of iron—a technically difficult process—but were more
likely made of clay.

go. Caesar, The Gallic War (Loeb Classical Library ed., with
Eng. trans. by H. J. Edwards [Cambridge, Mass./London] 1g979).

91.See Jan M. Stead et al., Lindow Man: The Body in the Bog
(London, 1986); Anne Ross and Don Robins, The Life and Death
of a Druid Prince: The Story of Lindow Man, an Archaeological Sensa-
tion (New York, 1989) pp. 128ff., for Lindow III and additional
parts of Lindow II, recovered in 1988.

92. The public was provided with a folder, Lindow Man: A
Guide to the Exhibition (Manchester, 1991).

93. See F. B. Pyatt et al., “Non Isatis sed Vitrum, Or the Colour
of Lindow Man,” Oxford Journal of Archaeology 10, no. 1 (19g1)

pp- 61-73.
94. Ibid., p. 65.
95. Ibid., pp. 66—70.
96. Ibid., p. 69g.
97. Ibid., p. 67.

98. See Walde and Hofmann, Lateinisches etymologisches Worter-
buch, s.v. “glaesum,” p. 604; Thesaurus Linguae Latinae V1 2 (Leip-
zig, 1934) s.v. “glastum,” p. 2035, and s.v. “glaesum,” p. 2028;
Jacob Grimm and Wilhelm Grimm, Deutsches Warterbuch 1V 1,4
(Leipzig, 1949) s.v. “Glas,” p. 7659; Eric Hamp (see next note)
advises that caution be exercised in considering the connection.
See also Eckhard Meineke, chaps. 6, “Gler,” and 7, “Glas” in
Bernstein im Althochdeutschen, mit Untersuchungen zum Glossar Rb.
Studien zum Althochdeutschen, vol. 6 (Gottingen, 1984).

99. See Pyatt et al., “Non Isatis sed Vitrum,” p. 68; Walde and
Hofmann, Lateinisches Etymologisches Worterbuch, 11, p. 604, and
Geiriadur Prifysgol Cymru, A Dictionary of the Welsh Language, fasc.
28 (University of Wales, 1976) s.v. “gwydr,” p. 1751. This refer-
ence was provided by Eric P. Hamp, to whom I am greatly
obliged. He generously shared his erudition and gave much of
his time to my questions concerning the Celtic background. He
draws attention to the necessity of relating Celtic glas(s) and glan
and Irish glain, and he notes that Celtic colors seem to have been
based more on intensity than on hue. It is useful to consult Hugo
Blumner, Die Farbezeichnungen bei den romischen Dichtern (Berlin,
1892) pp. 217-220, “vitreus, prasinus u.a.,” which he lists under
“Griin,” insisting that the word vitreus means glasslike, or better,
greenish, like glass.

100. See Pyatt et al., “Non Isatis sed Vitrum,” pp. 68—70; Cyril
Stanley Smith and John G. Hawthorne, “Mappae Clavicula: A
Little Key to the World of Medieval Techniques—An Annotated
Translation Based on a Collation of the Sélestat and Phillipps-
Corning Manuscripts, with Reproductions of the Two Manu-
scripts,” Transactions of the American Philosophical Society 64, no. 4
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(1974) p. 51 n. 108, reference kindly supplied by Eric P. Hamp;
for woad see also the excellent entry in Realencyclopddie der clas-
sischen Altertumswissenschaft 9 A,1 (1961) s.v. “vitrum” (Waid, Glas-
tum, Isatis) pp. 1277—1280 (H. Gams); the production of woad is
first reported in Germany (Swabia) in 1276, see Brockhaus Enzyk-
lopddie XIX (1974) s.v. “Waid,” p. 798. Cf. also Blimner, Technol-
ogie und Terminologie der Gewerbe und Kiinste bei Griechen und
Rimern 1 (2nd ed., Leipzig/Berlin, 1912; repr. Hildesheim 196g)
pp. 248—-256. That woad and glastum were regularly confused in
medieval times, too, is not surprising; see Hans-Friedrich Rosen-
feld, “And. *rdda, ahd. *matara, mlat. gaisto, gaisdo, ahd. retza,
frahmhd. risza, rizza, ‘Farberréte, Krapp, Rubia tinctorum L.
und Verwandtes,” Festschrift fiir Gerhard Cordes zum 65. Geburtstag
II (Neumiinster, 1976) pp. 257—293, especially “3. gaisto, gaisdo
und der Austausch der Farbezeichnungen,” pp. 269—276, refer-
ence kindly supplied by Terry Hoad. For indigo and woad see
also Charles Singer et al., A History of Technology: vol. 1, From Early
Times to the Fall of Ancient Empires (Oxford, 1975) pp. 247 and
249, and F. Sherwood Taylor and Charles Singer, “Pre-Scientific
Industrial Chemistry,” in ibid., vol. I1, The Mediterranean Civiliza-
tions and the Middle Ages, ca. 700 B.c.. to A.D. 1500 (Oxford, 1972)

pp- 347-369.

101. See Walde and Hofmann, Lateinisches etymologisches Wrter-
buch 11, s.v. “vitrum” 1. and 2. The Oxford English Dictionary XX
(2nd ed., 1989), s.v. “woad,” p. 473; J. and W. Grimm, Deutsches
Warterbuch (1922) s.v. “Waid,” pp. 1032—-1034. However, an
Urverwandtschaft between vitrum and woad (German Waid) is as-
sumed by Gams in his treatment of vitrum in Realencyclopidie
der classischen Altertumswissenschaft 9 A,1 (1961) pp. 1277-1280,
and by Eric Hamp, who has kindly communicated his present
view as follows: “Waid < Gmc. *uaipa- < *uébito-; woad < Gmc.
*uaida- < *uoité-. Both of these reflect the IE nomen instrumenti,
thematic *-to-in o-grade best seen in Old Prussian dalptan
‘chisel.” ” Hamp exemplifies this type of word formation in
“Varia 2,” Eriu XXV (1974) pp. 255—261, with Vesta/hearth. See
also below, note 122, Hamp’s suggestion for vitrum. I would like
to thank Terry Hoad for help in my search for more references
to the etymology of woad.

102. See Oswald Szemerényi, An den Quellen des lateinischen
Wortschatzes, Innsbrucker Beitrige zur Sprachwissenschaft 56
(Innsbruck, 1989) pp. 24—26, a reference kindly supplied by
Alfred Bammesberger. I would like to thank Don Ringe for his
critical scrutiny of Szemerényi’s suggestion, which he takes to be
possible but, for arguments too complex to report here, finds not
altogether acceptable. Eric Hamp kindly informs me that he re-
jects Szemerényi’s derivation. Equally questionable is the attempt
to associate vitrum (as used in Cicero, Rab. Post., 14,40, dated 54
B.C.) with vitor “basketmaker,” giving it originally the meaning
“translucent woven rush.” See Louis Deroy, “D’oul vient le nom
latin du verre?” Annales du ge Congres international d’étude historique
du verre, Nancy (France) 22—28 mai 1983 (Liege, 1985) pp. 21—25;
see p. 22 for the difficulties in the transmission of the text. For a
straightforward translation of the passage as glass see Marcus
Tullius Cicero, Samtliche Reden, eingeleitet, iibersetzt und erlautert
von Manfred Fuhrmann (Zurich/Munich, 1980) p. g12. Besides
passages in Lucretius (6.993), Varro (Men. 382), and in the Appen-
dix Vergiliana (Copa 29) that unquestionably refer to glass, there
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are no earlier mentions of vitrum in Latin literature than Caesar’s,
discussed above, where it can no longer be understood to mean
woad, and Cicero’s (Rab. Post., 14.40), where vitrum is most likely
specified, together with paper and linen, as merchandise arriving
by boat from Egypt at Puteoli. What seems clear, however, is the
direct assumption of the Latin vitrum by British Celtic as gwydr
“glass,” a borrowing that has other parallels and must have oc-
curred during the time of the Roman occupation of Britain. The
word then found its way into Welsh, Cornish, and Breton. See
above, note gg.

It is noteworthy that no blue glass seems to have been used in
the manufacture of paint in medieval times. Lapis lazuli served
as an (extremely expensive) pigment for the illumination of
manuscripts as well as for wall paintings, even of such size as
Michelangelo’s Last Judgment in the Sistine Chapel in the Vatican.
Chap. 10 to 33 of the famous 12th-century handbook by the
monk Theophilus, The Various Arts: De diversis artibus, C. R. Dod-
well, ed. and trans. (Oxford, 1986), deal with all aspects of the
production and working of glass; purple and yellow, but no blue,
glass is mentioned.

103. For early finds in Italy, see below, note 108.

104. See above, note 89. Pliny (N.H., 36.114) characterizes the
fact that the middle story of the stage of the theater of Scaurus
(1st century B.c.) was decorated with glass as “an extravagance
unparalleled even in later times,” while Trimalchio, the social
climber, surprisingly prefers glass vessels to ones of precious
metal, in spite of their being inexpensive, because glass “does not
smell” (Petronius, Sat., 50.7.1).

105. The British Isles, especially early Ireland, were somewhat
underrepresented. For a bibl., see The Celts, Sabbatino Moscati,
ed., exh. cat., Palazzo Grassi, Venice (Milan, 1991) pp. 693—700,
and for our purposes, the chapter by Natalia Venclova on Celtic
glass, pp. 445—447; also Venclova, Prehistoric Glass in Bohemia
(Prague, 19go). I have not seen the important exhibition cata-
logue Das keltische Jahrtausend. May 19—Nov. 1, 1993, of the
Prihistorischen Staatssammlung Miinchen in Rosenheim (Mainz,
1993).

106. These specimens come from the oppidum of Manching in
Bavaria, the richest findspot north of the Alps. Cf. also Moscati,
The Celts, nos. 519, 522f., 526—529, 535, and 545, and photos on
PP- 233, 247, 257, and 445-447-

107. See Rupert Gebhard, Der Glasschmuck aus dem Oppidum von
Manching, Ausgrabungen in Manching XI, 11 (Wiesbaden/Stutt-
gart, 1989); Venclova, Prehistoric Glass, esp. the sections “The
Chronology of Bracelets,” pp. 131—135, “The Distribution of
Celtic Glass and the Question of Production Centres,” pp. 142~
156, and “Celtic Glass: Its Use and Significance,” pp. 156—158.
The British Isles stand somewhat apart: see J. Price, “Romano-
British Glass Bangles from East Yorkshire,” in Recent Research in
Roman Yorkshire: Studies in Honour of M. K. Clark (Oxford, 1988)
PP- 339-366.

108. The Toledo Museum of Art has a vast collection of such
vessels; see David F. Grose, The Toledo Museum of Art, Early Ancient
Glass (New York, 1989) colorpls. g6—108 and chap. 3 (“Mediter-
ranean core-formed bottles, 550 B.c.—A.p. 10”). For earlier im-
ports of Egyptian frit objects into Italy see Giinther Holbl,



Beziehungen der dgyptischen Kultur zu Altitalien (Leiden, 1979)
pp- 372ff. and the summary pp. 367—394. See also Grose, Toledo
Museum Ancient Glass, pp. 81ff., “Italic and Etruscan core-formed
and rod-formed vessels and objects,” who puts the beginning of
glassmaking in Italy into the 8th century B.c. Cf., however, Hen-
derson, “Glass Production,” pp. 448ff., who cites strong evidence
for 11th- to gth-century B.c. glassworking and possibly glassmak-
ing at Frattesina, in Northern Italy.

109. A piece from Chalon-sur-Saéne (6th—5th century B.C.)
was on exhibit in Venice; see Moscati, The Celts, p. 118 (bottom).

110. See Gebhard, Glasschmuck von Manching, pp. 142—148.

111. See Venclova, Prehistoric Glass, p. 145. However, Hender-
son, “Scientific Analysis,” p. 35, and pp. 44—53, “Aspects of Later
Prehistoric and Early Historic Glass Production,” not only con-
vincingly posits a strong possibility that glass was manufactured
in Iron Age Europe, he also adduces evidence for the produc-
tion of, and trade in, European Bronze Age faience and glass
(pp. 36—44); cf. also idem, “Regional Production of Iron Age
Glass,” pp. 71ff. A chunk of purple raw glass found at the oppi-
dum at Manching was on exhibition in Venice; see Moscati, The
Celts, cat. no. 545 and photo on p. 446, and Gebhard, Der Glas-
schmuck von Manching, p. 148 and pl. 37.

112. In 386 B.c. Dionysius of Syracuse made the Celts, who
had just sacked Rome, his allies; they settled around Ancona. The
tribe of the Senones was not defeated by the Romans until 283
B.c. and Sena Gallica (Sinigallia in the Marche) was made a
Roman colony. For summaries of the Celtic presence in Italy, see
Venceslas Kruta, “I Celti,” in Italia omnium terrarum alumna: La
civilita dei Veneti, Reti, Liguri, Celti, Piceni, Umbri, Latini, Campani et
Iapigi (Milan, 1988) pp. 263—311. See also idem, “The First Celtic
Expansion: Prehistory to History,” Daniele Vitali, “The Celts in
Italy,” and Ermanno A. Arslan, “The Transpadane Celts,” in
Moscati, The Celts, pp. 195—212; pp. 220—235, and pp. 461—470.
Also T. J. Cornell, “Rome and Latium to 3go B.C.,” in The Cam-
bridge Ancient History XII, 2, F. W. Walbank et al., eds. (Cam-
bridge, 2nd ed., 1989) pp. 302—-306, and map 4 on p. 304, “The
Celts in Northern Italy,” and Maria Teresa Grassi, I Celti in
Italia (Milan, 19g1). Familiar with the luxuries of courtly life, the
Celtic chieftains cannot have failed to take note of such objects
as the splendid Hellenistic blue glass footed bowl, cast, lathe-
cut, ground, and polished, of the grd century B.c., illustrated in
NFA Classical Auctions, Inc., Egyptian, Near Eastern, Greek and
Roman Antiquities, cat. of an auction held in New York, Dec. 11,
1991, lot 108.

113. See Henderson, “Regional Production of Iron Age Glass,”
pp- 63—72, “Aspects of Later Prehistoric,” pp. 44-53, and “In-
dustrial Specialization,” esp. the section “Glass Production: A
Model for Later Prehistoric Spcialized Industry,” pp. 122-135;
E. Marianne Stern, “A Fourth-Century Factory for Gathering
and Blowing Chunks of Glass?” Journal of Roman Archaeology 5
(1992) pp. 490—494, a review of Gladys Davidson Weinberg, Ex-
cavations at Jalame: Site of a Glass Factory in Late Roman Palestine
(Columbia, Mo., 1988), appears to offer a solution for a number
of unsolved questions concerning ancient glassworking. I can
imagine that in the Celtic oppida as well, the absence of certain
features heretofore believed indispensable for glassmaking could
be explained by this novel view of ancient glassworking practices.

114. Pyatt et al., “Non Isatis sed Vitrum,” p. 770, draw attention
to a group of small bronze pestles and mortars, found in England
and of Iron Age and early Roman date, but “without an unequiv-
ocal male context.” There were surely a variety of methods avail-
able for crushing glass. For the meaning of colors in ancient
societies, see Lia Luzzatto, Renata Pompas, I significato de: colori
nelle civilta antiche (Milan, 1988) esp. chap. IV, “Il blu-azurro,”
pp. 127—-151.

115. See the evidence in Henderson, “Glass Production,” and
R. G. Newton and Colin Renfrew, “British Faience Beads Recon-
sidered,” Antiquity 44 (1970) pp. 199—206.

116. See Raffaele C. De Marinis, “Golasecca Culture and Its
Links with Celts beyond the Alps,” and Ludwig Pauli, “The Alps
at the Time of the First Celtic Migration,” in Moscati, The Celts,
pp- 93—102 and pp. 215—218. Also G. Dobesch, “Zur Einwande-
rung der Kelten in Oberitalien: Aus der Geschichte der kel-
tischen Wanderungen im 6. und 5. Jh. v. Chr.,” Tyche 4 (1989)
pp- 35—85; 1. Wernicke, Die Kelten in Italien: Die Einwanderung
und die frihen Handelsbeziehungen zu den Etruskern (Stuttgart,
1991); and O. H. Frey, “Como fra Etruschi e Celti,” Rivista
archeologica dell'antica provincia e diocesi di Como 171 (1989) pp.
5—26.

117. Michel Lejeune, Recueil des inscriptions gauloises Il 1, Textes
gallo-étrusques, textes gallo-latins sur pierre (XLVeé supplément a Gal-
lia, Paris, 1988) especially pp. 3-8, for the historic frame. The
reference was kindly supplied by Eric P. Hamp. In response to
this work and its concomitant volumes, Aldo L. Prosdocimi and
Patrizia Solinas, “The Language and Writing of the Early Celts,”
in Moscati, The Celts, pp. 51-59, esp. p. 59, n. 1, plead for in-
cluding “non-Gaulish Italian Celticity.” See also E. P. Hamp,
“Varia 2, The Lepontic Vergiate Epitaph,” Celtica XXII (1991)
pp- 34-38.

118. See Walde and Hofmann, Lateinisches etymologisches Worter-
buch, s.v. “gladius,” pp. 603ff.; Thesaurus Linguae Latinae VI 2
(Leipzig, 1934) s.v. “gladius,” pp. 2011-2028 (Koch). The same
holds true for much of the equestrian terminology as well as for
specialized types of chariots; for the latter see Moscati, The Celts,
p- 356. Eric Hamp kindly adduces the word carpentum—a two-
wheeled carriage—and its dependents (carpentarius), and other
products of artisans. See also P. F. Stary, “Die militirischen Riick-
wirkungen der keltischen Invasion auf die Apennin-Halbinsel,”
Hamburger Beitrige zur Archdologie 13/14 (1986—87) pp. 65—-117.

119. See Walde and Hofmann, Lateinisches etymologisches Waorter-
buch 11, s.v. “viriae,” pp: 799ff. Here, Pliny clearly states the lin-
guistic background, something he fails to do in another, highly
illuminating context. In book 33 (which deals with metallurgy),
when describing methods of gold mining, he uses a number of
technical terms of Celtiberian origin, apparently picked up dur-
ing his time as procurator in Spain: segutilum (67), talutium (67),
apitascudis (69), tasconium (69), arrugiae (70), gangadia (72f.), urium
(75), palagaelpalacurnaelbaluces (77); see Konig and Winkler, C
Plinius Secundus Metallurgie, commentary to the passages,
pp- 147151, and J. Kroll in his comments on Pliny’s Natural
History, Realencyclopidie der classischen Altertumswissenschaft 21
(1951) p. 395. See also H. Hoenigswald, “Celtiberi: A Note,” in
Celtic Language, Celtic Culture, Festschrift for Eric P. Hamp, A. E. T.
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Matonis and Daniel F. Melia, eds. (Van Nuys, Calif., 1990); Mar-
tin Almagro-Gorbea, “The Celts of the Iberian Peninsula,” in
Moscati, The Celts, pp. $89—405; and Francisco Barillo Mozota,
“The Origin of the Celtiberians,” Mediterranean Archaeology 4
(1991) pp. 65—go. I have not seen Majolie Lenerz de Wilde, Iberia
celtica. Archiologische Zeugnisse keltischer Kultur auf der Pyrendenhal-
binsel, 2 vols. (Stuttgart, 19g1).

120. The Prihistorische Staatssammlung in Munich has a rich
array of such fragments from tombs excavated recently at Mu-
nich-Aubing. For their use as amulets cf. Venclova, Prehistoric
Glass, pp. 157f.

121. The method followed in this study has something in com-
mon with the approach of the journal Wirter und Sachen, Kultur-
historische Zeitschrift fiir Sprach- und Sachforschung 1-18 (Heidel-
berg, 190g—37), continued as Zeitschrift fiir indogermanische Sprach-
wissenschaft, Volksforschung und Kulturgeschichte 19—29 (1938-41/
2). The demise of the journal left a gap in the field, but a renewed
interest is clearly arising; see Ruth Schmidt-Wiegand, “Worter
und Sachen: Zur Bedeutung einer Methode fiir die Frithmittel-
alterforschung—Der Pflug und seine Bezeichnungen,” in Worter
und Sachen im Lichte der Bezeichnungsforschung, by Ruth Schmidt-
Wiegand, ed. (Berlin, 1981) pp. 1—41, esp. p. 2 n. g. M. Foucault’s
Les Mots et les choses: Une archéologie des sciences humaines (Paris,
1966) is focused on different problems.

122. Linguists have conjectured that vitrum, like glaesum, might
derive from the north (Germanic *hvitra-); they also hypothesized
an Urverwandtschaft with ancient Indic $vitréh and its relatives,
meaning “white” or “shining.” Cf. Walde and Hofmann, Latein-

isches etymologisches Worterbuch, 11, s.v. “vitrum” p. 806. Eric Hamp
stresses reservations about this and thinks “vitrum would be Latin
<« Celtic *ui-tro-m, a nomen instrumenti like ardatrum, or Irish cri-
athar, < IE *-tro-.” It is noteworthy that the Greek word for glass
(hualos) also has no known etymology; see Emile Boisacq, Diction-
naire étymologique de la langue grecque (Heidelberg, 4th ed., 1950)
p. 996, and Hjalmar Frisk, Griechisches Etymologisches Wirterbuch
(Heidelberg, 1970) p. g953: “Technisches Wort ohne sichere
Erklirung.” Both hint at the similarity with the first part of the
“Scythian” (i.e., Iranian) word for amber reported by Pliny
(N.H. 37.33), sualiternicum: “ . . . it is a mineral which is dug up
in two regions of Scythia, in one of which it is of a white, waxy
colour and is called ‘electrum,” while in the other it is tawny
and known as ‘sualiternicum.”” I would like to thank Riidiger
Schmitt for kindly communicating his hesitation about the pos-
sible Iranian background of Greek hualos and Latin sualiternicum.
It should be kept in mind that the word sualiternicum in Pliny’s
text is badly transmitted. The editor of the Loeb text conjec-
tures hyalelectricum. Frisk also refers to the semantically close
glesum (see above, note g8). Interestingly, the two terms for
glass in Chinese, po-li and liuli, are foreign words. Victor Mair
kindly suggests that the more common form po-li may be a
transcription of Pali/Prakit phalika, Sanskrit sphatika, crystal, i.e.,
one of the seven Buddhist jewels or precious substances. Even
though the manufacture of glass was clearly first practiced in
the Middle East during the Bronze Age (see Tait, Five Thou-
sand Years of Glass, chap. 1), the special uses glass and related
substances were put to by northern tribes and the terms they intro-
duced seem to have influenced the classical world very strongly.



A Roman Figure-Engraved Glass Bowl

BEAUDOIN CARON
Department of Classics, Mount Allison University

Metropolitan Museum of Art a remarkable col-

lection of Roman glass, formerly the Julien
Gréau collection,' which included a score of figure-
engraved pieces. In 1928, at an auction held at the
Anderson Gallery in New York,? a number of these
figure-engraved glasses were sold.®> The most inter-
esting piece, however, is still in the Department of
Greek and Roman Art* and has yet to be fully pub-
lished (Figure 1).

Blown glass bearing engraved figures appears as
early as the first century A.p. (although most pieces
date from the second to the fifth century) and is
found predominantly in the western provinces of
the Roman Empire. The quality of this relatively
late production belies the widespread conception
that glassware was a declining industry at the end
of the empire.® As far as I know, neither an engrav-
er’s workshop nor any engraving tools dating back
to the Roman Empire have yet been discovered.®
R. J. Charleston assumed, rightfully, that these must
have resembled gem-engraving tools: a small hand-
powered lathe, at the extremity of which the worker
could adapt a number of wheels or sharp points.
With these he would trace lines, dots, or shallow
incisions in the wall of the glass.” A passage in
Pliny’s Natural History obviously applies to cast ves-
sels that were afterward ground and polished on a
lathe rather than to engraved glass. This kind of
cast-and-ground or polished ware, still popular in
the lifetime of Pliny, had all but disappeared by the
third century.?

In the 1920s, Fritz Fremersdorf, the late curator
of the Cologne museum, undertook the task of clas-
sifying, by workshops, the large glass collection in
his museum.® A number of interesting studies have
been published since, and they have considerably
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The notes for this article begin on page 52.

enlarged the corpus of known material.’® Thus, ac-
cording to my research, about twenty different
workshops can be identified today.

Engraving techniques, such as deep wheel-cutting
of narrow incisions, facet-cutting, and lines of
points, serve as markers to distinguish one group
from another.!" The shape of a vase may help to
provide a date. Unfortunately, only a precious few
engraved glasses have been found in well-dated
contexts. The subject of the scene within each group
or workshop may vary widely—Christian or pagan
scene, hunting scene, circus scene. This variety re-
flects the different origins of the patrons.

Patrons probably did not decide exactly what was
to be engraved but most likely chose the elements
of a particular scene from a sketchbook or pattern-
book. Indeed, though details may differ, many sub-
jects (hunting scenes, for instance) seem to follow a
set pattern. The small surface of the glass allowed
relatively few variations for the engraver. These ob-
jects, sometimes available even to customers of mod-
est means, were not intended for everyday use. One
can assume that, just like the silverware belonging
to wealthier families, they commemorated a happy
event in the lives of their owners or were made as
gifts (largitiones).

Some of the most exquisite pieces, however, were
obviously commissioned as presentation plates, or
missoria,'? by very wealthy patrons. The best exam-
ple is a lavishly decorated plate, now lost, docu-
mented in drawings of the seventeenth century
(Appendix g1). It seems to commemorate the nom-
ination of a very high civil servant in Rome: a pre-
fect of the city or, more likely, a prefect of the
annona (wheat supply). For such occasions, these
plates could be tailor-made to suit the taste of the
client.

The reader must realize that the glassblower and
the engraver worked independently, not together.
A provision existed in Roman law '* concerning the
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Figure 1. Roman glass bowl. From Froehner, Collection Julien Gréau (1903)

responsibility of a glassblower who provided the en-
graver with a defective glass. Had they worked in
the same workshop under common supervision,
such legislation would have been unnecessary. Be-
sides, in lists of artisans granted immunities both
Theodosian and Justinian codes clearly separated
the vitriarius (glassblower) from the diatretarius (en-
graver).'

It is therefore difficult to pinpoint the area of
production of engraved glass, because the engraver
(much more easily than the glassblower) could
travel from city to city, with a small provision of
unadorned bowls and plates, in search of better
markets. This fact, rather than export alone, might
explain the wide diffusion of certain groups.'> By
the concentration of known findspots, the main cen-
ters seem to have been situated in Italy, especially
around Rome, and in the Rhine area, namely Co-
logne and Trier, cities that gained military and po-
litical importance in the fourth century. Craftsmen
were then able to find a large clientele of civil ser-
vants and officers in these centers. This may also
explain the mix of pagan and Christian themes; the
aristocracy in the Western world (especially in
Rome), the driving force behind the conservative
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reaction, clung tenaciously to its old beliefs.'¢

Several of the fragments come from scattered
findspots in the eastern provinces—Egypt, Pales-
tine, and Syria. Alexandria must have been home to
some workshops, but its devastation and economic
decline brought about by the Domitius Domitianus
rebellion of 2g97—298 probably forced them to move
elsewhere in search of clients.

The Metropolitan Museum’s vase, to which we
now return (Figure 2), is a free-blown hemispherical
bowl. The outer side of the rim is underlined by
three parallel grooves. The engraving, done with a
rotating wheel, left deep facets on the outer surface.
When acquired, it was already broken into nine
joined fragments. The bottom, as well as parts of
the rim and wall, are missing. The glass, slightly
greenish originally, is now somewhat iridescent and
very pitted in places: the engraving is almost oblit-
erated where the pitting is very bad.

The wall of the bowl is decorated with seven fig-
ures and four animals divided into two groups. The
first group is flanked on either side by a clump of
trees; the first figure, a man clad in a simple pal-
lium, leans on his spear, held in the left hand; he is
kept from falling by another man, dressed in a short



Figures 2—7. Bowl, Roman, early 4th century A.p.? H. 7.7 cm, Diam. 18 cm. The Metropolitan Museum of Art, Gift of
J. Pierpont Morgan, 1910, 17.194.328
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Figure 8. Detail of “little hunt” section of Piazza Armerina
mosaic, Roman, early 4th century. Rome, Piazza
Armerina

Figure 9. Bowl (Appendix 1), Roman. Glass, 14.2 x 8.1 cm.
Rome, Vatican Museum (photo courtesy of the Biblioteca
Vaticana)

Figure 10. Drawing of a second-century a.p. Roman sarcophagus, showing scene from Euripedes’ Phoenician Women (from
C. Robert, Die antiken Sarcophagreliefs II, Mythologische Cyklen, 1890, pl. 60)

tunic and wearing leggings. To the right, a woman
is running in their direction with her arms out-
stretched. A long veil hangs from her elbows; the
folds of a pallium are visible behind her legs. At her
left, behind the foliage of the tree (Figure g), a thick
fillet delimits the entrance of a lair, from which a
boar charges toward the right (Figure 4). This fea-
ture marks the beginning of the second group of
figures. Because of a break in the wall of the vase,
only the boar’s back survives, etched with a triple
line of ovolos and bristly hair.

In front of the boar, a hunter rushes forward, a
spear held firmly with both hands (Figure 5). His
right shoulder is covered by a pallium that hangs
down to his waist. Two dogs, one by his side and the
other near the entrance of the lair, also attack the
boar. Behind the hunter, two archers take aim at
the animal. Their left hands are held up, the thumb
and the index finger still held close together, as if
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they had just released their arrows. The first archer,
a woman (Figure 6), wears a short tunic with a single
strap and the second, a man, has a pallium around
his shoulder.

The seventh character, a bearded man who turns
his back to the archers, confronts another boar, al-
ready half hidden in its lair (Figure 7). He stands
with his left leg raised, as if to avoid the charge of
the beast. He holds a shield high in his right hand
and a spear in the left—a now invisible spear be-
cause of the pitting of the glass. His pallium floats
behind him and he wears either a helmet or a Phry-
gian cap.!” Only the back of the boar is visible be-
hind some foliage,'® partly obliterated by the poor
state of the glass. This episode obviously belongs to
the first scene; the boar pictured here has just
wounded the falling hunter and escapes toward the
bush (Figure 2). G. Del Massias, who made beautiful
engravings of these scenes, misread their sequence.



The theme of the boar hunt, rather common in
Roman art, is often associated with the myths of the
Calydonian hunt and the death of Adonis. The en-
graver united both subjects here, as Christoph
Clairmont and Victorine von Gonzenbach noticed
in 1958;'° on the left, Aphrodite runs toward a fa-
tally wounded Adonis, while the killer boar disap-
pears in the forest in front of the helmeted(?)
hunter. In the iconography of Adonis the hunt and
the death of the hero usually appear together.2°

On the right, one recognizes Meleager and the
Calydonian boar; behind Meleager the first archer
would be Atalanta, clad in the tunic this huntress
customarily wears. As far as I know, this is the only
example where both myths are pictured together.

The Metropolitan Museum’s glass, as well as a few
of the vases belonging to the same group, call to
mind a section of the famous mosaic of Piazza Ar-
merina, dated to the early fourth century.?! Indeed,
we can compare to the Museum’s glass the so-called
little hunt section (Figure 8), which shows a hunter
thrown down on the ground and Adonis’ hunting
mate, into whose arms he is falling. The latter is also
the look-alike of an unseated rider on an engraved
glass bowl in the Vatican Museum (Figure g).22
Both figures have the same gesture, the same
clothes with the same folds, and the same leggings.
It seems that the engraver and the mosaicist used
the same source—conceivably even the same pat-
ternbook. While we do not have to look for a partic-
ular relation between the glass group and the
mosaic of Piazza Armerina, the recurrence of this
figure raises the complex problem of the diffusion
of sketchbooks in the artistic milieu where mosa-
icists and glass workers, among others, were espe-
cially mobile.

The sources copied in these sketchbooks, none of
which has survived, may have been illuminated
manuscripts, mosaics, reliefs on public and private
monuments, such as sarcophagi, and perhaps other
artists” sketchbooks.??

The figure of Atalanta is reminiscent of the hunt-
ress seen on many a Meleager sarcophagus;? as for
Aphrodite, she resembles the Nereids on a sar-
cophagus of the second century A.p., now in the
- Ancona Museum.?

The helmeted(?) hunter is puzzling, for it is un-
usual to see a figure rendered in this way on a hunt-
ing scene. It is perhaps derived from a damaged
sarcophagus dated to the second century A.p. that
bears several scenes from Euripides’ Phoenician
Women.?® Capaneus, among others, is seen about to

Figure 11. Bowl (Appendix 5), Roman, mid-4th century a.p.
Glass, H. 3.6 cm; Diam. 15.8 cm. Rome, Museo Nazionale
Concordiese (photo from Bolletino d’Arte, 1952)

Figure 12. Plate (Appendix 11), Roman, 4th century a.p. Glass.
Formerly Figdor Collection; whereabouts unknown (photo
from Riegl, Die Spaetroemische Kunstindustrie, 2nd ed., 1927)
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Figure 13. Bowl (Appendix 6), Roman. Glass. Whereabouts
unknown (photo from Notizie degli Scavi di Antichita, 1903)

scale a ladder to storm Thebes, defiantly raising his
shield above his head, one foot on the lower rung
of the ladder (Figure 10).

The Museum’s bowl belongs to a group of en-
graved glasses already studied in part by R. Barovier-
Mentasti.?” She attributes it to a “Master of the Cup
of Daniel” (named after the cup in the Museo Na-
zionale Concordese), whose floruit she places
around the middle of the fourth century in the area
of Rome, where his workshop was probably situ-
ated. She lists in her article ten vases, including the
one illustrated in this essay (Figure 11). She believes
it to be from the same hand, and I have no reason
to challenge her conclusions as I agree with them.
After sifting through the published sources, how-
ever, we may add several other glasses to the list of
works by the “Master of the Cup of Daniel” (see
Appendix).

Among them, two little-known vases are espe-
cially interesting. The first one (Figure 12),?® for-
merly in a private collection, shows Cybele and the
death of Attis, a rare enough scene in Roman art.?
The lions in front of the goddess are quite similar
to the ones pictured on either side of Daniel in the
eponymous cup of the group.®

The second one, a fragmentary bowl discovered
in Italy (Figure 13),%! apparently represents Daniel
and Habakkuk in the lion’s den. Only one lion is
clearly visible, but it is almost identical to the pre-
ceding ones with the triple herringbone pattern of
the mane, large almond-shaped eyes, and a short
snout.

All these bowls exhibit the same characteristics:
the deep-facet cutting, the stiffness of the figures,

h2

the twisting of the torsos (the abdomen is seen from
a three-quarter view, the thorax is seen frontally),
and the unusual length of the hands and fingers.
The head, when seen in profile, is characterized by
a long nose, large almond-shaped eyes, and hair
and beard formed by several rows of small ovolos.
When the head is shown frontally, the cheeks are
round, the mouth small, and the eyes still almond-
shaped. The folds of the clothes are very wide and
very stiff. The foliage3? is usually pictured by deep-
facet cuts shaped like palmettes and the tree trunk
by a row of ovals.

Because of the quality of its workmanship and the
interest of its iconography, the Metropolitan Mu-
seumn’s bowl is one of the fine pieces in this group
and it is unfortunate that it has remained little
known for so long. The Appendix provides a list
(which is by no means exhaustive) of the glasses I
believe belong to the same group. They were not
necessarily made by the same artist, but were deco-
rated by engravers working in the same workshop
(perhaps as apprentices) as the “Master of the Cup
of Daniel” or heavily influenced by him.
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NOTES

1. W. Froehner, Collection Julien Gréau. Verrerie antique . . . ap-
partenant a M. John Pierpont Morgan (Paris, 1903) nos. 1078—10g5.
Cf G. M. A. Richter, MMAB 6 (1911) suppl. 7.

2. A. Oliver, Jr., “Tapestry in Glass,” Journal of Glass Studies 17
(1975) p. 68.

3. They were bought by the Sarasota Museum in Florida and
the Higgins Armory, Hartford, which recently sold them again;
Sotheby’s sale cat. no. 1381, Dec. 1991, lot 213 et al.



4. Acquired in 1910, inv. 17.194.328. Froehner, Collection Ju-
lien Gréau, no. 1092, pl. 187, pp. 1—2; M. Ginsburg, Hunting
Scenes on Roman Glass in the Rhineland, University of Nebraska
Studies no. 41, 2 (Lincoln, 1941) p. 21, fig. 10, and p. 29 n. 47.

5. Contra R. J. Charleston, “Wheel-Engraving and -Cutting:
Some Early Equipment,” Journal of Glass Studies 6 (1964) p. 87.

6. Charleston, “Wheel-Engraving,” p. 85, does mention Meso-
potamian gem-engraving tools packed in a box that was discov-
ered at Tell Asmar, Iraq, in a 2500 B.C. context.

7. Such a lathe is figured on a gem cutter’s gravestone. Charles-
ton, “Wheel-Engraving,” p. 86 and n. 18, p. 85, fig. 2.

8. Pliny, Natural History, XXXVI, 193, “Aliud torno teritur,
aliud modo argenteo caelatur”: the first part of the sentence, as
Charleston explained (“Wheel-Engraving,” p. 85), means that
glass may be worked on a rotary tool; but the rest is vaguer:
“Some glass is engraved (or inlaid) like silverware.” He may be
writing about relief cut-glass or, less likely, about obsidian plates
ornamented with glass niello. A fragment of such a plate is in the
Corning Museum of Glass; see S. Goldstein, Pre-Roman and Early
Roman Glass in the Corning Museum of Glass (Corning, N.Y., 1979)
p- 285, no. 858.

9. F. Fremersdorf wrote extensively on cut glass. See in partic-
ular: Figiirlich geschliffene Gliser, eine Kilner Werkstatt des 3. Jahr-
hunderts, Romische-Germanische Forschungen 19 (Berlin, 1951);
Die romischen Glaser mit Schliff, Bemalung und Goldauflagen aus Kéln,
Denkmaler des romischen Koln 8 (Cologne, 1967); Antikes, islam-
isches und mittelalterliches Glas . . . in den vatikanischen Sammlungen
Roms, Catalogo del Museo Sacro della Biblioteca Apostolica Vati-
cana 5 (Vatican City, 1975).

10. For instance, M. Floriani-Squarciapino, “Coppa cristiana da
Ostia,” Bollettino d’Arte 37 (1952) pp. 204—210; idem, “Vetri incisi
portuensi del Museo Sacro del Vaticano,” Rendi Conti della Ponti-
ficale Accademia di Archeologia 27 (1953-54) pp. 255—269; D. B.
Harden, “The Wint-Hill Hunting Bowl and Related Glasses,”
Journal of Glass Studies 2 (1960) pp. 44—81; R. Barovier-Mentasti,
“La coppa incisa con ‘Daniele nella fossa dei leoni’ al Museo na-
zionale concordiese,” Aquileia Nostra 57 (1983) pp. 158—172.

11. As far as I know, the technical studies of glass engraving
prior to the Middle Ages are few. See, however, M. Pelliot,
“Verres gravés au diamant,” Gazette des Beaux-Arts 2 (1930) esp.
pp- 302—308; Charleston, “Wheel-Engraving,” esp. pp. 83-87
with bibl.

12. There are at least five surviving examples of presentation
dishes, not only two as D. B. Harderi believed (Glass of the Caesars
[Milan, 1987] p. 224); nos. 19, 24, and 31 of the Appendix, to
which can be added a fragment of the former Gréau collection,
now in Sarasota (Oliver, “Tapestry in Glass,” pp. 68—70), and
fragments now in Rome, M. Armellini, “I vetri cristiani della
collezione di Campo Santo,” Rimische Quartalschrift fiir Altertums-
kunde 6 (1892) pp. 52—57, pl. 3.1; only a drawing is published.
Although I could not obtain photographs of this vase, I believe it
belongs to the group studied here. It is not, however, listed in the
Appendix. K. S. Painter, “A Fragment of a Glass Dish in the
Antiquarium Comunale, Rome,” Kolner Jahrbuch fiir Vor- und
Friihgeschichte 22 (1989) p. 91, mentions a few more fragments he
believes belong to presentation plates.

13. M. L. Trowbridge, Philological Studies in Ancient Glass, Uni-
versity of Illinois Studies in Language and Literature XIII, g—4
(Urbana, 1930) p. 110 n. 27, quoting the Digest of Ulpian, g, 2,
27, 29.

14. Trowbridge, Philological Studies, p. 110 n. 28; the reference
to the Justinian code should read 10, 64, 1.

15. On the problem of the origin of workshops, see, for in-
stance, D. B. Harden, Journal of Roman Studies 43 (1953) pp. 201—
202, and Ch. Clairmont, The Excavations at Dura-Europos, Final
Report 1V, 5 (New Haven, 1963) pp. 58—59, on the Cologne cut
glasses. Whereas Fremersdorf believed them to have been made
in Cologne, Harden and Clairmont argued for an eastern origin;
mass-produced glassware was indeed exported very long dis-
tances from eastern workshops. On the other hand, glass engrav-
ers sometimes received commissions for important pieces and
could move from one province to another in search of such com-
missions.

16. This social struggle is well documented. See, for instance,
Peter Brown, “Aspects of Christianization of the Roman Aristoc-
racy,” Journal of Roman Studies 51 (1961) pp. 1—12. The fragments
of the Cybele and Attis plate (Appendix no. 11), to cite but one
example, could perhaps be a relic of the short-lived official re-
newal of this cult by Nicomachus Flauianus under Eugenius
(392—394). On this particular point, see J. Matthews, Western Ar-
istocracies and Imperial Courts—364—425 (Oxford, 1975) p. 242
with bibl.

17. Ginsburg, Hunting Scenes, p. 30, identified it as a helmet.

18. On Roman hunting scenes boars are usually pictured rush-
ing in and out of bushes. This is also in accordance with Ovid’s
relation of the incident (Metamorphoses VIII, 334—337; X, 710—
711).

19. They were the first to realize this: “Both myths, i.e., of
Meleager and Adonis, are pictured. ...” Letter dated Oct. 10,
1958, in the MMA Greek and Roman Department archives.

20. On the iconography of Adonis, see W. Attalah, Adonis dans
la littérature et Uart grec (Paris, 1966); B. Servais-Soyez, “Adonis,”
Lexicon Iconographicum Mythologiae Classicae (Zurich, 1981) I, pp.
222—229; G. Daltrop, Die kalydonische Jagd in der Antike (Berlin,
1966).

21. R. J. A. Wilson, Piazza Armerina (Austin, 1983) with bibl.

22. Cf. Appendix no. 1.

23. For the complex question of the use of the sketchbook, see,
for instance, K. Dunbabin, The Mosaics of Roman North Africa
(London, 1978) p. 198; R. J. A. Wilson, “Mosaics, Mosaicists and
Patrons,” Journal of Roman Studies 71 (1981) pp. 173—177; idem,
“Roman Mosaics in Sicily. The African Connection,” American
Journal of Archaeology 86 (1982) p. 425 and n. 5. The mosaics of
Piazza Armerina, according to specialists, were made by North
African artisans, who, like painters and sculptors, were itinerant
and used sketchbooks; for all we know, these could have been
copied and used by glass engravers. But it does not mean that we
should look for any particular link between the mosaic of Piazza
Armerina and the group of the Master of the Cup of Daniel.

24. G. Koch, Die mythologische Sarkophage (Berlin, 1975) VI, p.
91, no. 17, pl. 24a.
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25. C. Robert and A. Rumpf, Die antiken Sarkophagen V, 1, Die
Meerwesen auf antiken Sarkophagreliefs (Berlin, 1939) p. 48, no. 118,
pl. 38.

26. C. Robert, Die Antiken Sarkophagreliefs 11, Mythologische Cyk-
len (Berlin, 189o) p. 192, no. 184, pl. 60; I. Krauskopf, “Eteo-
kles,” Lexicon Iconographicum Mythologiae Classicae (Zurich, 1988)
1V, p. 32, no. 36, with bibl.

27. Cf. Barovier-Mentasti, “La coppa incisa,” pp. 157-172; cf.
Appendix no. 5.

28. Cf. Appendix no. 11.

29. M. Vermaseren, “L’iconographie d’Attis mourant,” in Stud-
ies in Gnosticism and Hellenistic Religions (Leiden, 1981) pp. 419—
431

g0. Cf. Appendix no. 5.

31. Cf. Appendix no. 6.

g2. If any, as in the glass studied here and Appendix nos. 3,
13, 28.

APPENDIX

H. = height
in centimeters

1. Fragmentary plate, unseated hunter, two separate frag-
ments, found in Porto. Museo Vaticano, inv. 302—303. 14.2 x 8.1.
G.-B. De Rossi, “Ustensili cristiani scoperti in Porto,” Bollettino di
Archeologia Cristiana (1868) pl. 1, no. 2; Floriani-Squarciapino,
“Vetri incisi portuensi,” p. 261, fig. 4; Fremersdorf, Antikes . ..
Glas, pp. 87-88, nos. 830, 831, pls. 47-48.

L. = length W. = width; all measurements are

2. Fragment of hemispherical bowl, horseman. Museo Vati-
cano, inv. 304. H. 5.5, L. 7.6. Fremersdorf, Antikes . . . Glas, p. 88,
no. 832, pl. 48.

3. Fragment of bowl, hunting scene, found in Palestrina. Mu-
rano, Museo Vitrario, box 40 A. Restored Diam. ca. 17.5. ]. W.
Salomonson, “Kunstgeschichtliche und ikonographische Unter-
suchungen zu einem Tonfragment in der Sammlung Benaki in
Athen,” Bulletin Antieke Beschaving 48 (1973) fig. 36; R. Barovier-
Mentasti, “Due vetri incisi tardo-romani al museo vitrario di Mu-
rano,” Bollettino dei Musei civici Veneziani 3—4 (1973) - 44, fig. 25;
idem, “La coppa incisa,” p. 166, fig. 2, 3.

4. Fragment of bowl, hunting dogs in pursuit of a deer. Toledo
Museum of Art, inv. 23.1888. L. 21.6. Art in Glass: a Guide to the
Collection (Toledo, 1969) p. 31; Salomonson, “Kunstgeschicht-
liche . . . Untersuchungen,” p. 50, fig. 37.

5. Bowl, Daniel between two lions, six joined fragments, the
center missing, found in Concordia. Museo Nazionale Concor-
diese, inv. 297. H. 3.6, Diam. 15.8. Notizie degli Scavi di Antichita
(1882) p. 367; Floriani-Squarciapino, “Coppa cristiana,” p. 209,
fig. 7; Bulletin de I'Association Internationale pour I'Histoire du Verre
9 (1981-83) p. 87, fig. 2; Barovier-Mentasti, “La coppa incisa,”
pp- 154f.; B. Caron, “Un verre gravé de Cybele et d’Attis mou-
rant,” Bulletin Antieke Beschaving 66 (1991) p. 172, fig. 3.
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6. Bowl, Daniel and Habakkuk in the lion’s den, three frag-
ments, two of them joined, found in Falerone. Whereabouts un-
known. Restored Diam. 22. G. Brizio, “Scoperte di antichita varie
dell’epoca romana,” Notizie degli Scavi di Antichita (1go3) p. 111,
fig. 7; Caron, “Un verre gravé,” p. 174, fig. 6.

7. Bowl, the Good Shepherd, sixteen joined fragments, part of
the rim is missing, found in Ostia. Museo Ostiense, inv. 5201. H.
restored 5.6, Diam. 18. Floriani-Squarciapino, “Coppa cristiana,”
PP. 204—210; idem, “Vetri incisi portuensi,” p. 256, fig. 1.

8. Fragment. Ringling Museum of Art, Sarasota, Fla. 4 x 6.5.
Much like the former; apparently pitted and damaged. Froeh-
ner, Collection Julien Gréau, no. 1098, pl. 188.4.

9. Fragment of plate, legs of two figures, found in Porto.
Museo Vaticano, inv. 3o1. W. g.1. Floriani-Squarciapino, “Vetri
incisi portuensi,” p. 265, fig. 7; Fremersdorf, Antikes . . . Glas,
p- 87, no. 29, pl. 829; Caron, “Un verre gravé,” p. 172, fig. 4.

10. Fragment of plate, figure in funerary garments and putto,
found in Porto. Museo Vaticano, inv. 298. 14.5 x 5.5. Floriani-
Squarciapino, “Vetri incisi portuensi,” p. 260, fig. 5; Fremers-
dorf, Antikes . . . Glas, p. 9o, no. 843, pls. 55, 57; Caron, “Un verre
gravé,” p. 173, fig. 5.

11. Plate, Cybele, dying Attis, and putto, two separate frag-
ments, whereabouts unknown. Formerly in the Figdor collection.
Found at Villa Nunziatella, near Rome. A. Riegl, Die Spdtromische
Kunstindustrie nach den Funden in ()sterreiche-Ungam (Vienna,
19go1) pp. 170-171, pl. 23.1; Caron, “Un verre gravé,” p. 170,
fig. 1.

12. Bowl, Perseus flying, three joined fragments, found at
Irufia. Archaeological Museum of Alava. L. 10.5. J. M. Blazquez
Martinez, “Perseo volande sobre un vidrio de Iruna,” Zephyrus g
(1958) pp. 118—121, quotes G. Nieto, El Oppidum de Irusia (Alava)
(Vitoria, Spain, 1g58) fig. 116; M. Vigil Pascual, Vidrio en el mundo
antiguo (Madrid, 1969) p. 151, fig. 130; A. Balil, “Vidrio tardo
romano de Iruna,” Estudios de Arqueologia Alavesa 6 (1974) pp.
173—181; Museo archeoldgico de Alava (Vitoria, Spain, 1983) pl.
146.

13. Fragment of plate, man in Phrygian clothes. Museo Vati-
cano, inv. 30o. H. 8.6, L. 7. Fremersdorf, Antikes . . . Glas, p. 87,
no. 828, pl. 46.

14. Fragment of plate, trans. of the “Lex Domini,” found in
Porto. Museo Vaticano, inv. g13. H. 7.8, L. 11. De Rossi, “Usten-
sili cristiani,” pl. 1, no. 3; P. Garrucci, Storia dell'arte cristiana
(Prato, 1880) VI, pl. 464, no. 5; Floriani-Squarciapino, “Coppa
cristiana,” p. 209, fig. 8; idem, “Vetri incisi portuensi,”
p- 259, fig. 3; Dictionnaire d’archéologie chrétienne el liturgique, VI,
2, col. 1578, fig. 5408; Fremersdorf, Antikes . . . Glas, p. 91, no.
846, pl. 55.

15. Bowl, procession, fragment of rim. Museo Vaticano, inv.
305. H. 5.9, L. 6.2. Garrucci, Storia dell’arte, pl. 462, no. 13; Fre-
mersdorf, Antikes . . . Glas, p. 91, no. 848, pls. 54, 56.

16. Bowl, scene of baptism, fragment of rim. Museo Vaticano,
inv. g12. L. 8.1, W. 7.9. G.-B. De Rossi, “Insigne vetro, sul quale
¢ effigiato il battesimo d'una fanciulla,” Bollettino di Archeologia
Cristiana 3, 1 (1876) pp. 7—16, pl. 1, 1; Garrucci, Storia dell'arte, pl.
464, no. 1; A. Profumo, Studi Romam: I, 1-2 (1913) p. 117,



pl. 14.1; Dictionnaire d’archéologie chrétienne et liturgique, 1, 2, col.
3130, fig. 1115; Fremersdorf, Antikes . .. Glas, pp. 91—92, no.
849, pls. 54, 56.

17. Plate, enthroned figure; in the background, putti and cor-
nucopia, large fragment of rim, found in Porto. Museo Vaticano,
inv. 299. L. 14.8, W. 8.7. Floriani-Squarciapino, “Vetri incisi por-
tuensi,” p. 253, fig. 6; Salomonson, “Kunstgeschichtliche . . . Un-
tersuchungen,” p. 55, fig. 40; Fremersdorf, Antikes . . . Glas, p. 87,
no. 827, pl. 47.

18. Plate, Christ between two saints, three fragments, found in
Porto. Museo Vaticano, inv. 314 and 315. L. 17 and 4.35. De
Rossi, “Ustensili cristiani,” pls. no. 1, 1a; Garrucci, Storia dell’arte,
pl. 464, no. 2; Floriani-Squarciapin(;, “Coppa cristiana,” p. 210,
fig. 9; idem, “Vetri incisi portuensi,” p. 257, fig. 2; Fremersdorf,
Antikes . . . Glas, p. 91, nos. 844-845; Barovier-Mentasti, “La
coppa incisa,” p. 168, fig. 4.

19. Plate, enthroned figure, four fragments, found in Ra-
venna. Restored Diam. 25. Museo Nazionale di Ravenna, inv. RA
6529. F. Berti, “Vetri incisi,” in Ravenna e il porto di Classe (Bo-
logna, 1983) p. 174, no. 12.8.

20. Fragment of plate, musician. Museo Vaticano, inv. 14856.
L. 9.3. Fremersdorf, Antikes . . . Glas, p. 88, no. 833, pl. 47.

21. Bowl, figure wearing a toga, fragment of rim, found in
Marignano, near Aquileia. Museo nazionale di Aquileia, inv.
53323. Ca. 6 x 4.7, H. restored ca. 11. L. Bertacchi, “Deux nou-
veaux verres d’Aquilée a décor paléochrétien,” Annales du g4éme
congres de U'Association internationale pour I'Histoire du verre, Leyde
1967 (Liege, 1968) pp. 109—112.

22. Bowl, Christ and the paralytic, intact but for the chipped
rim. Corning, New York, Corning Museum of Glass, inv. 66.1.38.
Diam. 6.3. G. Sangiorgi, Collezione di vetri antichi dalle origini al
V sec. d.C. (Milan / Rome, 1914) no. 149; L. Koetzche, in The Age
of Spirituality (New York, 1978) no. 401; D. Harden, “Glass of the
Caesars,” p. 222, no. 123; D. Whitehouse, Glass of the Roman Em-
pire (Corning, 1988) pp. 46—47.

23. Fragment of plate, forearm, found in Carthage. Toronto,
Royal Ontario Museum, inv. 1 N 17. 7.6 x 4. ]. W. Hayes, “Ré-
flexion sur la verrerie des époques tardives a Carthage,” Cabhiers
des études anciennes 17 (1985) p. 118, fig. 6.

24. Plate, seated emperor and his retinue, fragment of the rim,
found in Rome. Rome, Antiquarium Comunale. Restored Diam.
21. L. Bruzza, “Frammento di un disco di vetroche rappresenta i
Vicennali di Diocleziano,” Bollettino Comunale 10 (1882) pp. 180f.,
pl. 10; H. Fuhrmann, “Studien zu den Consulardiptychen ver-
wandten Denkmilern—eine Glasschale von der Vicennalienfeier
Constantins des Grossen zu Rom im Jahre 326 a.p.,” Mitteilungen
des Deutschen Archeologischen Instituts (RoM) 54 (1939) pp. 161f.;
Salomonson, “Kunstgeschichtliche . . . Untersuchungen,” p. 54,
figs. 39—40; P. Righetti, Bulletin de UAssociation internationale de
UHistoire du Verre g (1981—-83) p. 154, fig. 2; G. N. Brands, “Ein
Glasschalenfragment im Antiquarium comunale in Rom,” Jahr-
buch fiir Antike und Christentum 26 (1983) pp. 107f.; Harden, Glass
of the Caesars, pp. 223—224, no. 124; Painter, “A Fragment of a
Glass Dish,” pp. 87—98.

2. Bowl, head of Isis, fragment of rim, found in Rome. Mu-
rano, Museo Vitrario. Restored Diam. 2g. Barovier-Mentasti,
“Due vetri incisi,” pp. 39—49, fig. 21.

26. Bowl, fragment of rim. Rome, Museo nazionale romano.
Rome Nikephoros. Paribeni, Bollettino d’Arte (1918) pp. 51-52,
fig. 2; Floriani-Squarciapino, “Coppa cristiana,” p. 210, fig. 10,
n. 30; Salomonson, “Kunstgeschichtliche . . . Untersuchungen,”
fig. 35; Barovier-Mentasti, “Due vetri incisi,” pp. 41—42, fig. 23.

277. Fragment of bowl, head of Triton or Okeanos, found near
Ravenna. Private collection. Restored Diam. of the central zone
10.5. R. Farioli, “Un verre gravé de Ravenne de style roman [sic]
tardif,” Annales du 3éme congrés des Journées int. du Verre, Damas
1964 (Liege, 1965) pp. 79—84; J. Philippe, Le monde byzantin dans
Uhistoire de la verrerie (Bologna, 1970) p. 89, fig. 47.

28. Fragment of plate, head of the Hydra of Lerna, where-
abouts unknown. 7.8 x 6.5. Froehner, Collection Julien Gréau, no.
1094, pl. 188.2.

29. Plate, Pegasus and Bellerophon, thirteen fragments; part
of the wall is missing. British Museum, inv. GR Dept. 1967.11—
22.1. H. 3.8, Diam. 21.5. D. B. Harden, Masterpieces of Glass (Lon-
don, 1968) no. g5; idem, Glass of the Caesars, p. 219, no. 121.

30. Bowl, nymph or personification of a spring, fragment of
rim. New York, Metropolitan Museum of Art, acc. no. 17.194.916.
8 x 11.5. Froehner, Collection Julien Gréau, no. 1087, pl. 185.2.

31. Plate, distribution(?) of corn. Now lost, known from two
drawings. One of the drawings is in the Dal Pozzo-Albani collec-
tion, Windsor Castle Library, Windsor, England; C. Vermeule,
Transactions of the American Philosophical Association n.s. 56, P. 2
(1966) p. 31, ill. p. 114, and the other is in the Suares papers, in
the Museo Vaticano; G.-B. de Rossi, “Le horrea sotto I'’Aventino
e la statio Annonae Urbis Romae,” Annali dell'Istituto di corrispon-
denza archeologica 57 (1885) pp. 223—234; Dom H. Leclercq, “An-
nona,” Dictionnaire d’archéologie chrétienne et de liturgie 1, 2, col.
2274—2276, fig. 776. The analysis of the iconography (this was
the topic of a paper read to the Canadian Classical Association
meeting in Victoria, B.C., May 20, 199o) shows that the glass
drawn by the two anonymous artists belonged to the group stud-
ied here. This object was in the Gualdi collection, which may have
been the one dispersed in a 1887 sale; Oliver, “Tapestry in Glass,”
p-7on. 8.

32. Fragment of plate, a saint. Rome, Museo Nazionale Ro-
mano, inv. 380801. G. de Tommaso, “Vetri incisi dalle Collezioni
del Museo Nazionale Romano di Roma,” Kélner Jahrbuch fiir Vor-
und Friithgeschichte 22 (1989) p. 102, fig. 4 (only a drawing is pub-
lished).

Four unpublished fragments in the Corning Museum of Glass,
Corning, N.Y., probably belong to the same group and can also
be mentioned: inv. 66.1.143; 66.1.145; 66.1.146; 66.1.148.
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Carving the Badminton Sarcophagus

ELIZABETH BARTMAN

Jane and Morgan Whitney Fellow, Department of Greek and Roman Art, The Metropolitan

Museum of Art

tensive study in the 1860s, Roman sarcophagi

have posed many questions for modern view-
ers. Early investigators, Otto Jahn and Carl Robert,
for example, examined sarcophagi primarily for
their iconographic content: to link them with lost
Greek paintings or simply to understand them on
their own terms. Beginning in the 1920s, scholars
such as Gerhart Rodenwaldt and Friedrich Matz
considered how sarcophagi related to the overall
development of Roman art; the questions they ini-
tiated led eventually to those of chronology and
workshop attribution, which Bernard Andreae and
others pursued in later years. More recently, the
focus of inquiry has again shifted in the direction of
the logistical and economic aspects of Roman sar-
cophagus production. Quarrying practices, marble
identification, and patterns of marble distribution'
have now emerged as appropriate fields of investi-
gation for students of sarcophagi. In keeping with
the latest direction of inquiry, this article will inves-
tigate the celebrated Badminton sarcophagus in the
Metropolitan Museum (Figure 1)? for technical evi-
dence as to its design and execution.

A large and impressive lenos (vat-shaped) casket
of the highest quality, the New York-Badminton
sarcophagus was carved in Rome in the first half of
the third century a.n.® Conventionally labeled a
Dionysiac Seasons sarcophagus, it depicts personifi-
cations of the four Seasons (in cyclical order from
left to right, Winter, Spring, Summer, and Au-
tumn), flanking a central group consisting of Dio-
nysus on a panther and an accompanying retinue of
satyrs, maenads, and pans. Although the Seasons
complement the Dionysiac realm thematically, the
particular iconographic combination of the Seasons
with the panther-riding god that appears in the
New York chest is relatively rare.

t ;INCE THEY FIRST BECAME the subject of in-

© The Metropolitan Museum of Art 1993
METROPOLITAN MUSEUM JOURNAL 28

The notes for this article begin on page 72.

In the short time since Matz’s 1958 publication
first brought it to wide attention, the Badminton
sarcophagus has come to be regarded as a pivotal
work among Roman sarcophagi and for Roman art
in general. Matz himself called it a “Roman master-
piece” and Donald Strong singled it out as “one of
the finest surviving sarcophagi” of its time.* Its
dense but coherent massing of figures, play of light
and shadow, and highly tactile articulation of sur-
faces have all had many admirers. Clearly a work-
shop of virtuoso sculptors executed this magnificent
casket. Yet its artistic quality stems from more than
a skillful manipulation of tools. Indeed, the success
of the finished work depends in no small measure
on the extensive planning that preceded the actual
cutting of the block—Ilaying out the composition,
calculating the relative scale and proportions of the
figures, and determining their pose and orientation.
To understand better this phase of the sarcopha-
gus’s making, it is necessary to examine a part of
the Badminton sarcophagus that is often over-
looked in the literature—its back. In this essay I
shall consider the numerous markings found on the
back of the Badminton casket as technical evidence
for its production. Although some of these mark-
ings remain problematic in their interpretation, it
will be argued that the back preserves a scheme fol-
lowed by the Badminton workshop in working out
the complex figural design of the front. The way in
which it would have been used by the sculptors con-
firms long-standing speculation about the technical
processes of Roman relief-carving and also has im-
plications for the artistic direction of Roman art
during the third century.

DESCRIPTION OF THE
BACK OF THE SARCOPHAGUS

Like almost all lenos sarcophagi of the Western

Roman type, the New York—Badminton sarcopha-
gus was left uncarved at the back. (Uncarved does
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not mean unworked, for the back of the New York
sarcophagus bears the man-made marks that are the
subject of this inquiry.) At present, the back (Figure
2) is divided into three superimposed horizontal
sections, or bands, whose tooling and finish differ
markedly from one another. At the top runs a wide
(37 cm) band that projects approximately nine cen-
timeters beyond the lower surface of the chest; this
band has been picked roughly with the point in a
crude, almost violent manner, but with a consistency
of direction diagonally down and inward from the
upper right corner. Below lies a narrower (varying
from 8 to g cm) band that also bears marks of the
point, although they are noticeably smaller and
more densely clustered than the tool marks above.
This middle zone is not uniform in its finish—on
the left, patches of smoothly finished marble can be
seen below the point marks, while on the right, any
traces of smoothing that might have existed have
been obliterated by deep and concentrated picking.
In the third, lowermost, band the smooth surface
whose traces can be seen above continues for 44.5
centimeters to the bottom of the chest. On its upper
left this zone is distinguished by a drafted edge that
extends approximately 14.5 centimeters inward
from the outer edge. At that point it disappears,
victim of a lack of finish rather than later damage
by pointing.

With its range of surface finishes, the back of the
New York sarcophagus has few parallels. As has
already been mentioned, chests executed in Rome
were generally left uncarved at the back in keeping
with the Western practice of placing a sarcophagus
flush against a tomb wall (as opposed to the Eastern
practice of displaying the casket above ground
along cemetery thoroughfares).®> Exceptions do
exist—a third-century A.p. mythological sarcopha-
gus in the Metropolitan Museum continues the pas-
toral landscape of its Endymion theme over the
entire back, although the scenes on the back are
clearly subordinate to those on the front by virtue
of their lower relief.® More typically, however, the
backs of Roman sarcophagi never received more
than preliminary shaping with the point because
they were not meant to be seen.

The peculiarities of the back of the New York—
Badminton casket have been variously explained.
Matz interpreted the unfinished projection at the
top as evidence of an ultimate intention to decorate
the entire back;” Anna McCann found the “in-
dented” lower section to be a possible accommoda-
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tion to the architectural features of the tomb where
the sarcophagus originally stood.® The present ap-
pearance, however, becomes more understandable
if the sarcophagus is recognized as a reused block
of marble that originally formed part of an entabla-
ture. The smooth lower zone of the sarcophagus
preserves the finish of its frieze, while the roughly
pointed upper zone is all that remains of its
cornice.® Originally carved with moldings that
projected beyond what is preserved on the
sarcophagus, the cornice was roughly hacked off to
create an even, unadorned surface. When seen
under raking light (as in Figure 2), moreover, the
cornice clearly reveals traces of the three moldings
that once ran horizontally across the length of the
block. It can be imagined that a relatively narrow
molding, such as egg and dart, filled the upper and
lower zones and a taller molding, such as lotus and
palmette, dentils, or acanthus rinceaux, was carved
between them in the middle, but no conclusive evi-
dence remains.

Recognizing that the sarcophagus was carved
from a reused block is useful in several respects.
Most important, it explains the presence of the
smoothed back, an otherwise excessive expenditure
of labor for no obvious purpose. And it also ex-
plains the smoothed bottom of the chest (which is
now supported by the four black marble balls added
at Badminton Hall in the eighteenth century).! Of
no use to a sarcophagus—and thus somewhat anom-
alous—this finished lower surface fits readily into
an architectural context where it was either visible
or closely joined to other elements. An earlier exis-
tence as a carved entablature block also helps to
explain the rough treatment of the ends of the var-
ious zones of the back. Deliberate breakage has
truncated preexisting bands: the smooth bottom
zone has been obviously broken at its left end (when
seen from the front, the sarcophagus’s right side),
whereas a series of drill holes have terminated the
left end of the projecting zone above.

Several other instances of the reuse of architec-
tural marbles for funerary reliefs are known. A
child’s sarcophagus in Djursholm (Sweden) was
carved during Hadrianic times from an unfinished
entablature block,'' and the lid of a sarcophagus in
San Antonio was carved from a row of coffers.!? For
a grave relief belonging to a merchant in Ostia a
small block carved with a cyma reversa was reused
in the Severan period.” In comparison with the
Badminton chest, however, these parallels represent



Figure 1. Front of the Badminton sarcophagus (removed from 18th-century base). Roman, first half grd century
A.D. Marble, L. 22.05 cm at top, 21.09 cm at bottom; H. 9.0 cm; D. g.g cm at top, 7.9 cm at bottom. The
Metropolitan Museum of Art, Pulitzer Bequest Fund, 1955, 55.11.5

Figure 2. Back view of sarcophagus in Figure 1
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considerably modest sculptural transformations.

It is difficult to estimate how much larger the en-
tablature block was than the Badminton sarcopha-
gus. In its present form the chest extends 2.16
meters in length,'* but the original block could eas-
ily have measured three or even four meters. En-
tablature blocks of this size are documented from
various Roman buildings, such as the Temple of
Concord or the Temple of Mars Ultor in the Forum
of Augustus.!® The only limitation to the size of the
original block, of course, would have been the space
of the intercolumniation below. The circumstances
under which the block came to be used must remain
speculative. Nonetheless, because the decorative
blocks of Roman buildings generally received their
final finish only after they had been set in place,'®
the carved block from which the sarcophagus was
cut must actually have been used.!” Damage by fire
or earthquake, improper carving by an inexperi-
enced mason, or even deliberate dismantling for
economic or political reasons might serve as possible
explanations for its removal from the original build-
ing. Obviously it was more economical for the
sculptural atelier undertaking the Badminton com-
mission to use an existing block of suitable dimen-
sions than to quarry and transport a new block.

The marble of the New York sarcophagus is Pro-
connesian, quarried on the island of Marmara off
the northern coast of Turkey.!® Used in major Se-
veran building projects such as the Arch in the
Roman Forum in A.p. 203," Proconnesian appears
to have been the stone preferred by many well-to-
do Roman patrons who commissioned expensive
sarcophagi during the early decades of the third
century. In view of the high status of Proconnesian
marble, it is not surprising that it was used for a
casket as luxurious and well carved as the Badmin-
ton sarcophagus. (In the Price Edict of Diocletian it
was valued at four times the price of marble from
nearby Thasos.?) That the marble block itself was
secondhand is unlikely to have compromised the
value of the work, for a high-quality marble was
esteemed as such regardless of its source. Despite
the value placed on Proconnesian, its use by Roman
sarcophagus workshops apparently slowed in the
second half of the third century, possibly because
quarrying activity was disrupted by the Herulian
invasions in Greece in the 260s.2' On the basis of
style rather than of marble type, several scholars
would in fact date the Badminton sarcophagus to
precisely this period.?> Because the Badminton sar-
cophagus is worked from an architectural block
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Figures ga, 3b, gc. Details of the back of sarcophagus in
Figure 1 showing incised circles

rather than one freshly quarried, the state of pro-
duction at the Marmara quarries is not relevant to
dating the work (except inasmuch as diminished
supplies of “new” marble may have encouraged pa-
trons to seek out alternate sources for this prized
material). During any period, the reuse of existing
blocks was a practical solution that did not need to
be justified by limited supplies or political turmoil.?®
Proconnesian marble is first documented in archi-
tectural projects in Rome during the late first cen-
tury A.p.,?* which leaves a long time span in which
an architectural block could become available for
recutting as a sarcophagus.

Two other technical features of the back warrant
attention. The first is two vertical channels termi-
nating in squarish dowel holes.?> As can be seen in
Figure 2, the channels begin at the upper edge of
the sarcophagus and extend for 12 centimeters
down the face of the chest. Similar channels are
found on numerous caskets, where they are ex-
plained as the bedding for metal clamps often used
to join a sarcophagus to its lid.?® Although the chan-
nels of the Badminton sarcophagus lack the depth
or careful cutting typical of these clamp settings, it
is possible that the entire clamp did not rest against
the marble, but only its ends. Sarcophagi in Boston
and London preserve this form of clamp.?” Alter-
nately, they may represent the “gripping points” for
the tackle used in hoisting heavy stone blocks. Ac-
cording to this interpretation, the cuttings would
have stabilized different pieces of the hoisting ap-
paratus: in the dowellike holes, a metal hook, and
in the channels, the ropes to which the hooks were
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attached. Presumably, similar cuttings were made
on the front of the sarcophagus, but these would
have been removed during the carving of the re-
lief.* With hoisting technology that we now know
was in use for monumental architecture as early as
the seventh century B.c.,* workmen could thus
have lifted the multitoned block that became the
Badminton sarcophagus during its journey to the
sculptor’s workshop.*

Countless other sarcophagi of diverse typology
and date bear similar marks. As most of these chests
are smaller (thus, lighter) and rectangular in for-
mat, their cuttings are usually found on the ends
rather than on the front and back and consist of

dowel holes without the accompanying channels
above.?! Occasionally, the cuttings interrupt the de-
sign, raising the question of whether they were cut
before or after the carving of the sarcophagus was
complete or whether they even represent ancient
cuttings at all.** A number of unfinished Proconne-
sian sarcophagi from the aboveground cemetery at
Tyre bear similar marks prominently on both chests
and lids.*® Cut deeply and cleanly, they may rep-
resent the bedding for metal clamps, to be inset
as a precaution against dislodging, as John Ward-
Perkins has proposed.*® Yet not all of the cuttings
on the chest and lid are precisely aligned one atop
the other; sometimes they are of different shapes,

Figure 4. Drawing of the

back of sarcophagus in
Figure 1 (Elizabeth Wahle)
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and frequently there is a dowel hole but no adjacent
channel.® It does not seem likely that the cuttings
have a single explanation.

The last technical feature of the back that remains
to be discussed has far more important implications
for the Badminton sarcophagus as a work of art.
Concentric and intersecting circles made with a
compass have been incised across the entire smooth
surface of the back’s lowest zone. (They are barely
visible except under the right lighting conditions, as
in Figure 3; see also Figure 4.) Engraved apparently
randomly on the surface—they are not placed ac-
cording to any discernible grid or pattern and some-
times even overlap one another—the circles look
almost like casual doodles. Most of the circles are
arranged as a series of multiple concentric rings,
separated from one another by as few as 2 or as
many as 67 millimeters. In their total diameter, the
circles (that is, the outermost of those concentric
circles) range from 3.7 centimeters to §6.5 centime-
ters. A few circles have six-petaled rosettes in their
centers.

Few comparable examples of carving on the back
are attested in the corpus of Roman sarcophagi.
Three horse’s heads and two concentric circles are
found on the back of a Dionysiac sarcophagus in
Baltimore (Figure 5),%¢ and several Greek letters are
inscribed randomly on the back of a Dionysiac sar-
cophagus in Paris.*” In neither case, however, are
the drawings as extensive or as carefully cut as on
the Badminton chest.

INTERPRETING THE CIRCLES

Although noted by earlier commentators, the circles
on the back have always been dismissed as irrelevant
to the sarcophagus itself. Matz interpreted them
simply as “tests” made by sculptors in the sarcopha-
gus workshop,®® and Sichtermann separated them
chronologically from the reliefs altogether.** Only
McCann suggested that the marks might bear some
relation to the front of a sarcophagus, without spec-
ifying to which; for her the marks represented the
sculptors’ preliminary designs,* but she did not
speculate as to how they were actually used.

The double life of the Badminton block—first as
an architectural frieze and later as a sarcophagus—
compounds the already difficult problem of inter-
preting circles for which there are few parallels.
The incrustation that covers the circles in many

62

places does establish them as ancient rather than
modern incisions; but do they belong to the archi-
tectural or the sculptural phase of the block’s his-
tory? The few known parallels fail to resolve the
question. Circles are found inscribed around the
necks of the fluted columns of many buildings in
Rome, where they served to fix the width and posi-
tion of flutes and fillets on the shafts.?! Circular
designs are also among the scores of drawings
inscribed on the walls of the Temple of Apollo
at Didyma over the course of approximately five
centuries.*> Some of these drawings represent the
preliminary designs for particular architectural
features of the building and are executed on a one-
to-one scale. If the circles had this function at
Didyma, however, their role has not yet been deter-
mined.*?

Ancient drawings of circles are documented in
several nonarchitectural contexts as well. Two con-
centric circles were cut into the back of a Dionysiac
sarcophagus in Baltimore (Figure 5). In addition,
circles circumscribing rosettes have been found on
a fragment of wall painting from Delos,* the inte-
rior of several Hellenistic silver cups from Egypt,*
and on what were probably paving stones from the
fourth-century synagogue at Sardis.*¢

Thus circles are drawn in a variety of ancient con-
texts ranging from architecture to wall decoration
to sculpture to metalwork. They may preserve a
specific design, as they do at Delos or Sardis, or they
may simply mark off specific units of measure, as
on the column shafts. In the absence of any precise
parallel—the Badminton circles do not inscribe ro-
settes in the same manner as the drawings at Di-
dyma, nor do they form concentric circles that look
like those of the Baltimore sarcophagus—we cannot
rely on extant comparisons and instead must for-
mulate an explanation particular to the Badminton
block itself, where the evidence is mixed. That at
least one of the circles (placed on the far lower right
of the back) was drawn by a compass whose center
was located on a part of the block that is now miss-
ing would seem to suggest that the circles (or at least
some of them) date from a time before the block
was cut down and carved as a sarcophagus. Yet it is
difficult to know what to make of this circle (or,
more properly, half circle), for it appears never to
have been completed at the bottom. If the block on
which it was inscribed sat on top of an architrave,
the circle could not have continued through the
molded edge between them. Alternately, if this one
block composed the entire entablature, there would



have been no marble surface below it upon which
the rest of the circle could be inscribed. Its appear-
ance in an architectural context thus remains enig-
matic. Because the circles do not extend up into the
block’s middle zone, where the smoothed surface
has been picked with the point, but are confined to
the smooth lower band, it seems less certain that
they were inscribed when the block had an architec-
tural use.

Without compelling evidence for the circles’ ar-
chitectural meaning, we must consider their pos-
sible connection to the block in its second and final
phase as a sarcophagus. As we shall see, there exists
considerable evidence to suggest that the circles rep-
resent the preliminary drawings for the figural
relief on the front. Related to the front in both
general design and specific measurements, the cir-
cles incised on the back of the Badminton sarcopha-
gus provide a rare glimpse of the elaborate plan-
ning that lay behind a casket of this type.

In relying almost exclusively on the compass to
execute these drafted plans, the Badminton work-
shop acknowledged the capability of this simple tool

Figure 5. Detail of the
back of a Dionysiac
sarcophagus. Marble.
Baltimore, Walters Art
Gallery (photo: Walters
Art Gallery)

both to create perfect circles and to reproduce mea-
surements accurately. To judge by its frequent de-
piction in relief on the tombs of craftsmen,? the
compass, long a staple tool in the sculptor’s work-
shop,*® rose to particular importance during the
Roman period. In the realm of the sarcophagus
workshop the compass found numerous uses: to
carve the circles for the round shield and, later, the
portrait medallions that frequently adorned Diony-
siac and mythological sarcophagi beginning in the
late second century A.p.; to create the circular or
semicircular forms of certain decorative borders;
and, in cases of extremely careful workmanship, to
provide an outline for gorgoneia, rosettes, pateras,
and possibly even acanthus rinceaux. Enough un-
finished examples of these last forms survive to
suggest that freehand execution rather than
compass-assisted outlining was the norm, but the
precise circular shapes found on some sarcophagi
can only have been achieved with the aid of a com-
pass. The drill hole in the center of many rosettes
could well have served as the anchor point for the
compass.’® As we shall see, the extent to which the
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Figure 6. Front of
sarcophagus in Figure 1
with circles inscribed

compass is employed on the Badminton sarcopha-
gus represents a far more ambitious exploitation of
this basic sculptural aid. Indeed, one of the primary
motifs drawn on the back of the Badminton sar-
cophagus, the rosettes inscribed by the circles, may
well exemplify the essential role of the compass in
the design. There are two possible explanations for
the rosettes: either they test that the circle about to
be drawn on the front is of the correct size (that is,
that the compass is open to the correct module) or
they test the accuracy of the compass itself. (A bent
instrument will draw rosettes whose petals overhang
the circle; there are several of these on the Badmin-
ton chest.)

The location of compass-drawn “graffiti” on the
back of the Badminton sarcophagus is not difficult
to understand, for such smooth, finished surfaces
were atypical for sarcophagi and thus would not
often have been available in a sculptural workshop.
We can imagine that the back of this particular sar-
cophagus remained visible and accessible in the
workshop for a lengthy period. A piece as large and
complex as the Badminton casket—it has forty fig-
ures, some carved almost completely in the round
—would have required many months to execute.>!

How the circle functioned as the determining ele-
ment of the design of the Badminton relief emerges
from an analysis of its compositional geometry.
Figures 4 and 6 illustrate the argument.®? Using
Dionysus’s navel as the stabilizing point for the
compass, we can inscribe a series of concentric cir-
cles that enclose the major figures of the Bacchic
procession. Although the god’s navel does not fall
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in the exact middle of the relief, its use in the com-
position as the midpoint was appropriate because
conventional attitudes toward the body regarded
the navel as its center in antiquity. In addition, plac-
ing the compositional midpoint above the true cen-
ter of the chest increased the optical emphasis on
the upper half that was already conveyed by the
outward slant of the relief itself (Figure 7). The in-
nermost circle connects Dionysus’s drapery-clad
knees and his lower neck; a second circle connects
the head and raised knee of the Pan beside the god
and the inner corner of the panther’s eye; and a
third connects Dionysus’s head, the inside of Pan’s
right arm, and the front of the Maenad’s face. A
fourth circle links the outer edge of the panther’s
neck and chest with the top of Dionysus’s right
hand, while a fifth arc connects the inside contour
line of Spring and Summer, the back of the Mae-
nad’s head, the ear of the deer, Dionysus’s foot, and
the right front knee of the panther. At this point,
circles that are large enough to enclose the lateral
figures of the Seasons but also centered on Diony-
sus’s navel extend beyond the frame of the relief at
top and bottom. That sarcophagus sculptors used
arcs (that is, segments of circles) alone in their de-
signs, can be seen in numerous other chests that will
be discussed below. Both of the inner Seasons can,
in fact, be enclosed by two circles and were ob-
viously laid out with the aid of a compass. Their
lateral cohorts were composed according to an alto-
gether different scheme.

The dominance of the circle in the central com-
position of the New York sarcophagus emerges all



Figure 7. Left end of sarcophagus in Figure 1

the more clearly when the chest is compared to its
closest relative in terms of composition and iconog-
raphy, a Seasons sarcophagus in Kassel (Figure 8).5*
Usually dated within a quarter century of the New
York casket,** the Kassel chest parallels it so closely
that the two must reproduce the same model. For
all their similarities, however, the two sarcophagi
differ in specific details, which provide telling evi-
dence of the dominance of the circle in the design
of the New York chest. Importantly, the designer of
the Metropolitan Museum’s sarcophagus eliminates
the wings of the Seasons seen in the Kassel example,

Figure 8. Front of a Seasons
sarcophagus, Roman, first half
grd century A.p. Marble, L.
21.4 cm; H. 9.9 cm. Kassel,
Staatliche Museen (photo:
Staatliche Museen)

as well as the voluminous draperies that hang be-
hind and between them. He both simplifies the lines
of the composition for greater visual clarity and
makes space for several additional figures whose
poses reinforce the circular rhythms of those at the
center. Chief among these figures are the cymbal-
playing Maenad, whose inward-turning face has al-
ready been shown to coincide with several circles
and whose body torsion embodies physically what is
expressed abstractly in the design, and the small
Pan above Spring’s bough, whose inward glance
helps center the composition. At several other
points, subtle differences further emphasize the cir-
cular shapes of the central Dionysiac group. The
left forepaw of the panther, for example, is largely
obscured by a standing Pan whose diagonal move-
ment and back-turned head introduce a circular
motion. By relegating the panther’s paw to the back-
ground, the Badminton designer reaps a strong vi-
sual benefit from the strengthened effect of the
panther’s curving neck. Other new or adjusted
forms whose curvature echoes the circular motif in-
clude the bough clasped by Spring (replacing the
basket held by Spring on the Kassel chest), Pan’s
upraised right arm, and the sickle held by Summer.
With these small alterations the workshop executing
the Badminton sarcophagus interpreted the stock
subject as a series of circles emanating from a cen-
tral point. The result is stronger visual clarity.>

A role for the circle in the design of the Badmin-
ton chest has been suggested, but how do the circles
of the back relate directly to the front’s carved re-
liefs? The pattern of circular rings created by the
figures on the front (Figure 6) resembles nothing so
much as the concentric circles inscribed on the back
of the chest. Carefully incised, they vary in their




spacing just as the circles on the front do. For this
reason, they look like deliberate marks rather than
casual doodles. I suggest that they represent a sche-
matic rendition of the circle-based design on the
front. Although their character cannot as yet be
fully explained, it is likely that they rendered the
design on a reduced scale. In addition, the corre-
sponding sizes of some of the circles on the back
with forms on the front suggest a direct relationship
between the two. As the smooth space available on
the back is only about one-half the height of the
reliefs on the front, there obviously can be few one-
to-one correspondences such as have been found
between drawings and executed buildings at Di-
dyma. The largest circle on the back, with a radius
of 18.5 centimeters (Figure 4), matches the distance
between Dionysus’s navel and left knee, a circle that
is by no means the largest to be discerned in the
composition. Two smaller circles coincide roughly
with the length of the Seasons’ heads, a prominent
element of the composition. A third possible corre-
spondence, the length of the Seasons’ bodies from
chin to lower edge of knee, approximates the di-
ameter of the 24-centimeter circle just right of cen-
ter. It may be relevant that these four circles are all
found close to one another on the back, just to the
left of its center.

There are far too many circles (or sets of concen-
tric circles) incised on the back of the Badminton
sarcophagus for them to have all had a direct rela-
tionship to the design of its front alone, and there
is no reason that they should have. It is unlikely that
the workshop sculptors worked exclusively on the
Badminton sarcophagus for the extensive period in
which it was being carved, and it is entirely plausible
that the smooth Badminton back simply offered it-
self as a surface upon which to configure the design
or dimensions of other sarcophagi being executed
at the same time.”® Indeed, the “drawing board”
provided by the Badminton back may actually have
been more accessible to chests positioned next to it
than to its own front. That the workshop would go
to the trouble of drawing such marks on the block
in the first place—rather than on a piece of linen,
paper, or parchment, especially when such portable
materials were used for the pattern books that dis-
seminated sarcophagus motifs from one atelier to
another—can be explained by the workshop’s pref-
erence for a plan that would not stretch, tear, or
fray during the long period in which it was being
consulted.

The Badminton sculptors may have worked in
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the following way: equipped with the measurements
and abbreviated design drawn on the back, the
sculptors laid out the design on the front. Inscribing
a series of circles whose relationship to the intended
figures had already been determined, they estab-
lished the major outlines of the center of the com-
position. That the central circles had priority in the
actual carving of the relief as well as in its planning
can be seen from the treatment of the Seasons that
flank the Dionysus group. At first glance, these four
slightly pudgy young male personifications exhibit
a strikingly homogeneous appearance. Reaching
the full height of the relief, they share the same
costume, pose, and coiffure. Upon closer examina-
tion, however, the initial impression of sameness
from one to the other is altered. Although all four
rest their weight casually on one leg, they vary the
choice of weight-bearing leg from the right in the
left-hand pair and the left in the right-hand pair.
Their gazes do not follow the direction of their ex-
tended, free legs, but instead each couple turns in-
ward. Within the group the proportions and
spacing of the figures vary, but, importantly, only
between the left and right pairs. Thus the left pair
of Winter and Spring both measure g0.02 centime-
ters from the top of the head to the navel, whereas
Summer and Autumn both measure 2.7 centime-
ters. (The drill holes from which the sculptor mea-
sured with his compass or caliper can be easily seen
above the foreheads of the Seasons as well as of all
other major figures; see Figures g and 10.) The
spacing of the Seasons also varies from left to right,
as Winter and Spring measure 40 centimeters from
navel to navel while Summer and Autumn measure
34.5 centimeters. Because of the wide space avail-
able between Winter and Spring on the left there is
room for two ducks with arched necks and two
Pans, as opposed to the single hare and Pan between
Summer and Autumn on the right.

The absence of absolute numerical symmetry in
the seasonal pairs leads to some conclusions about
the working procedures of the Badminton work-
shop. First, executing the work was a collaborative
effort involving several sculptors and not the exclu-
sive herculean effort of a single artist who func-
tioned as both designer and carver, as Matz
supposed.®” Second, the team of carvers worked
from general rather than specific instructions. And
third, the rigid linear grid advocated by Andreae
and others as the geometric underpinning of many
sarcophagus reliefs is not at work here. It is worth
describing Andreae’s influential ideas in some de-



Figure g. Detail of Winter and Spring from sarcophagus in Figure 1

tail. To illustrate his arguments, Andreae superim-
posed a symmetrical grid of vertical, horizontal, and
diagonal lines on various sarcophagus reliefs; in his
view, the conjunction of grid and relief highlights
the simple geometric principles to which he reduces
the often complex, multifigural carvings.>® Attrac-
tive as Andreae’s proposal may be on a theoretical
level, it is not as convincing on visual grounds, be-
cause the major points of intersection on the grid—
for example, the middle of the top edge—often do
not fall on any element of importance in the relief.
So the center of the top of the Great Ludovisi Battle
sarcophagus in Rome,* supposedly the apex of the
foremost triangle discerned by Andreae in the com-
position, falls above and to the left of the head of its
main protagonist, the general. A similar problem of
nonalignment occurs in virtually every sarcophagus
that Andreae has analyzed in this manner.

This is not to say that sarcophagi were never com-
posed according to a linear grid. The parts of many
compositions, particularly the lateral figures of com-
plex, multifigural scenes, often do seem to reflect a
simple linear scheme of organization. So the barbar-
ians on the Portonaccio sarcophagus,’ or the pairs
Abundantia/Roma and general/wife on the Balbinus
sarcophagus® function as side panels flanking a
centerpiece in a triptychlike arrangement on their
respective reliefs.

In the full-fledged form in which it has been pre-
sented, however, Andreae’s linear grid appears un-
necessarily detailed and actually in contradiction to
the workshop practices that can be documented

Figure 10. Detail of Summer and Autumn from
sarcophagus in Figure 1

elsewhere for Roman artists. In the realm of free-
standing statuary, the workshops that made copies
of Greek masterpieces typically followed their
models carefully in terms of dimensions and certain
iconographic details, but they freely interpreted the
rest according to sometimes highly individualized
modes.®? Even more comparable to the Badminton
sarcophagus in terms of execution are the reliefs on
Trajan’s Column. Peter Rockwell’s investigations
have demonstrated the substantial latitude granted
to individual stone-carvers working on the monu-
ment by their supervisor, who was probably the
column’s designer.®® Told what type of scene to
make and where to put it,% the sculptors apparently
could interpret the subject largely as they wished.
Scenes were executed primarily by two carvers, one
responsible for the foreground figures, the other
for the background. Mistakes and discrepancies
noted by Rockwell between the two parts suggest
that no detailed preparatory drawing served as a
model for these sculptors. The working mode seen
in these various sculptural genres can perhaps best
be characterized as flexibility of interpretation
within a structure of geometrical organization.

We encounter the same kind of loose working
methods—and resulting compositional discrepan-
cies—even in a work of such obviously virtuoso
quality as the Badminton sarcophagus. Most glar-
ingly, the sculptor(s) miscalculated the space be-
tween the panther and Summer, for the person-
ification’s right arm just grazes the animal’s ear (Fig-
ure 1).® Similarly, the figures of each end are not
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integrated with those on the front in an equivalent
manner. As can be easily seen in Figure 1, Oceanus
on the (viewer’s) right bares nearly his entire upper
torso to a viewer standing in front of the sarcoph-
agus, while his counterpart on the left, Terra,
remains much less visible. Oceanus’s greater
prominence, in fact, seems to result from a general
shift of the entire composition slightly to the left
from the center of the casket. As already noted,
Dionysus’s navel, which functioned as the midpoint
for the central group, is not aligned with the precise
center of the chest but, instead, lies higher and off-
center by some six centimeters. Possibly the two-
centimeter difference in length between the chest’s
top and bottom—due to the greater projection of
the figures in the upper zone—caused the sculptors’
confusion in locating the exact lateral center of the
sarcophagus.®®

The working method by which the Badminton
sarcophagus was carved can be summarized as fol-
lows: starting with a pattern book or sketch that
provided the basic figural scheme of Dionysus
astride the panther and the four Seasons—presum-
ably close to if not identical with what was available
to the carver of the Kassel sarcophagus—the Bad-
minton workshop recast that scene to a design
whose circular rhythms were more emphatic. (In
their efforts the Badminton sculptors may well have
been inspired by the portrait medallions that were
so often inserted in contemporary Seasons sarcoph-
agi,%” for medallions and their typological predeces-
sors, the clipei borne by Erotes, victories, and other
personifications,*®® had established a precedent for
compass-made circles at the center of the figural
relief.) It is this stage of reformulation that is prob-
ably reflected in some of the circles on the back. We
can imagine the designer or head carver instructing
his assistants by means of these drawings (the artist’s
phrase “pencil-talk” comes to mind as a descriptive
analogy) in preparation for carving the reliefs on
the front; also some of the circles probably repre-
sent his attempt to establish the proportions and
dimensions of individual figures of the relief (as
they do on the column shafts described above). With
these forms in mind, the sculptor began to carve the
front by inscribing circles as guidelines for the cen-
tral Dionysiac group and then chiseled in the out-
lines of its major figures.®® (That no such similar
circles or even lines have come to light within the
extensive corpus of unfinished sarcophagi is per-
haps due to the fact that almost all of the evidence
consists of incomplete ends rather than fronts.) As
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they are of secondary importance to the chest’s de-
sign, the ends are likely to have been executed in a
largely freehand manner without extensive prepa-
ration and measurement of the surface; thus the
kinds of guidemarks we imagine for the front of
the Badminton chest may never have existed on
the ends at all.

Having completed a rough sketch of the center,
the sculptor went on to outline the flanking pairs of
Seasons. In view of the obvious miscalculation that
occurred in the spacing between the panther and
Summer, it seems unlikely that the sculptors had at
their disposal a full preparatory cartoon such as was
used by fresco painters of the Renaissance. Begin-
ning the final carving with the central group rather
than the side figures made sense because of the
prominent role played by the center within the com-
position as a whole. Indeed, this same procedure
would seem to have been employed as well in an-
other Seasons sarcophagus, left unfinished, in
Rome.” The midpoint of that relief is occupied by
a standing figure, probably Dionysus; to his right
stand four figures (probably two Seasons and
two other personifications) in various stages of ex-
ecution, which range from bare outline to near-
completion. In other reliefs where different, non-
centralized compositional arrangements prevailed,
other sequences of carving may have been favored.
It is doubtful that a single procedure found univer-
sal application during several hundred years of sar-
cophagus production throughout the empire.

THE CIRCLES IN THE CONTEXT OF
THIRD-CENTURY SARCOPHAGI

In a general discussion of Seasons sarcophagi, Hell-
mut Sichtermann has remarked on the composite
nature of the iconography in this category of
Roman sarcophagi. Rarely do the Seasons appear
alone, that is, without companions drawn from the
mythological (particularly Dionysiac) or historical
spheres. Typically, Seasons sarcophagi possess a
central motif derived from one of these separate
spheres: “They have as well, almost without excep-
tion, a central motif that belongs to another the-
matic sphere.””" With its complex and carefully
constructed composition, the Badminton sarcopha-
gus obviously represents no slapdash sandwiching
of Dionysiac and Seasonal figures. Nonetheless, it
clearly unites on its front two distinct compositional



elements that stem from separate artistic traditions.
Dionysus on the panther derives from a Hellenistic
design via the sarcophagus repertory”? and the Sea-
sons from an extensive Hellenistic usage.” This
same process of selection and combination, aiming
to produce novelty within established pictorial con-
ventions, operates as well in some of the finest sar-
cophagi coming from Roman workshops.

In its centered composition and “encircled” cen-
tral motif, the Badminton sarcophagus accords per-
fectly with the prevailing principles of design of
third-century Roman sarcophagi. Indeed, a new
focus on the center was the foremost formal event
to occur in Roman sarcophagus design during the
Severan years of the early third century, a time of
stylistic and iconographic transformation of the en-
tire sculptural genre. How the center became the
visual focus of the relief depended to some extent
upon the typological category of the sarcophagus:
on strigillated or Seasons sarcophagi the sequence
of repeated forms could be interrupted in the cen-
ter by tomb doors,” medallions bearing portraits
of the deceased, or even more elaborate figural
scenes.” On marine sarcophagi, by contrast, busts
of Venus or the deceased encased in shells were
inserted into the middle of the frieze.”

Figure 12. Front of a Seasons
sarcophagus. Marble, L. 16.5 cm;
H. 6.05 cm; D. 6.02 cm. Rome,

Palazzo dei Conservatori (photo:
Deutsches Archiologisches Institut)

Figure 11. Front of a
Dionysiac sarcophagus,
Roman, grd century a.p.
Marble, L. 21.5 cm; H.
8.5 cm. Paris, Musée du
Louvre (photo: Musée du
Louvre)

The center received most emphasis on mytholog-
ical sarcophagi in which the protagonists moved to-
ward the frieze’s midpoint; there they were the
focus of attention with their enlarged scale and,
sometimes, portrait features. Thus Adonis and
Venus, idealized in body but realistic in face, sit en-
throned amid a dense assemblage of figures on a
chest of Severan date.”” Or Selene, placed at the
center and filling the entire height of the relief, de-
scends from her chariot to approach the sleeping En-
dymion on another third-century chest.” The mak-
ers of Amazon, battle, and hunt sarcophagi, genres
closely derivative from the mythological chests, used
similar means to focus the viewer’s attention on the
center.”

That the motif of the circle was not confined to
the actual compositional center of third-century sar-
cophagi can be seen from a number of chests whose
carved reliefs contain figures arranged in a series of
concentric arcs that pulsate like sound waves across
the surface. A third-century Dionysiac sarcophagus
in Paris offers a particularly elegant example (Fig-
ure 11).%° In the upper half of the chest, a small
portrait medallion is held aloft by centaurs that gal-
lop inward, pulling the chariots that carry their mas-
ters Dionysus and Ariadne. On this chest circles




determine the composition, for on either side of
the center the centaurs, chariots, and figures can
be neatly circumscribed by a series of circles that
become ever larger as they radiate farther from
the center. Similarly, the figures flanking the cen-
tral portrait medallion on third-century chests as
diverse in theme as an Erotes sarcophagus in the
Vatican,?' a Seasons sarcophagus in Pisa,®? or a ma-
rine sarcophagus in Naples® can all be circum-
scribed by the lines of concentric circles. Indeed, the
compass worked so effectively to create a symmet-
rical and ordered composition that it was used even
on chests where a central focus was absent—a Sea-
sons sarcophagus in Rome (Figure 12),* the only
known example of the genre without a central
focus, aligns four chubby Seasons along two concen-
tric circles.

With its reformulation of a stock scene into a
more emphatically circular design, the Badminton
sarcophagus combines the two modes of design that
we see in these contemporary chests: compositional
centering and figural arrangement with the aid of a

Figure 14. Front of a
Dionysiac sarcophagus.
Marble, L. 20.8 cm; H. 9.85
cm. Paris, Musée du Louvre
(photo: Musée du Louvre)
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Figure 13. Front of a Hylas
sarcophagus. Marble, L.
18.0 cm; H. 6.5 cm. Rome,
Palazzo Mattei (photo:
Deutsches Archiologisches
Institut)

compass. Although rare, its design solution does
have parallels. A small chest depicting Hylas and
the nymphs (Figure 13),* for example, renders the
figural triad in the center within an encompassing
circle.®¢ With nearly all its figures pushed into the
foreground plane, the Hylas sarcophagus is strik-
ingly simple in its conception compared to the Bad-
minton chest, but nonetheless both would seem to
be based on similar circle-based compositions. More
akin in Dionysiac theme and spatial complexity to
the New York casket is a lavish sarcophagus in Paris
(Figure 14) rendering Dionysus’s discovery of the
sleeping Ariadne.®” Here ingenious planning brings
order to the potentially chaotic mass of figures: a
pipe-playing Maenad stands in the middle of the
upper zone of the relief while at her side cavort full-
length figures whose contorted bodies line up with
a series of circles emanating from the chest’s center.
The superb technical quality of this sarcophagus,
comparable to the Badminton chest, points to an
explanation for the relative paucity of reliefs whose
centers are constructed in this way. Considerable




talent was necessary to rethink complex scenes from
the existing workshop repertory according to the
newly popular centralized design formulas. Thus
the designers of the Paris and New York chests
matched the actual carvers in their consummate
ability.

Along with the impulse toward centering the
composition, important iconographic and typologi-
cal changes transformed the Roman sarcophagus in
the first decades of the third century. Once-popular
types were retired to make way for new ones. Large
sarcophagi supplanted small ones as they became a
primary means for patrons to express their wealth
and social aspirations. Even chests of modest size
achieved a more monumental effect by their deco-
ration with enlarged figures that filled the entire
height of the frieze. Such figures, whether arranged
in circles or queued in paratactic sequences, permit-
ted designs that were simpler and more legible than
those found on earlier chests. In this sense, the cir-
cles of the New York—Badminton sarcophagus
paved the way for the most far-reaching develop-
ment of Roman art in the third century, the
triumph of abstraction.

CONCLUSION

The many reliefs cited above illustrate clearly how
the circle functioned as a primary design principle
for sarcophagi during the third century. Making
a break with prior solutions, the often complex,
circle-based compositions of these chests required
considerable planning. The preliminary stages of
this planning are visible on the back of the Badmin-
ton sarcophagus, where the sculptural atelier made
use of an available finished surface to work out the
design of this and other chests. Although atypical in
its provision of such a drawing board, the Badmin-
ton block preserves the evidence of essential plan-
ning that must have once been commonplace in the
sarcophagus workshop. It is likely that further in-
vestigations of the backs and design of other Roman
sarcophagi will shed additional light on the techni-
cal—but hardly insignificant—aspects of sarcopha-
gus production that the Badminton chest raises so
provocatively.
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NOTES

1. For a recent survey of the major literature on these subjects,
see Hazel Dodge, “Ancient marble studies: recent research,” Jour-
nal of Roman Archaeology 4 (1991) pp. 28—47.

2. Acc. no. 55.11.5. McCann, pp. 9g4-106, no. 17, and Kranz,
pp. 62—63, no. 131, provide the most recent full discussion of the
piece, although Matz remains an important starting point for any
discussion. The sarcophagus is in excellent condition, with only a
few very minor modern restorations (McCann, p. g5) and the
obviously post-antique inscription “1733 HIC Pos[ITU]M,” record-
ing its placement at Badminton. It has also lost its lid and the
paint applied to the front (Matz, p. 5). On the practice of painting
sarcophagi, see K-S, pp. 87-88.

3. There is much dispute about sarcophagus chronology in the
third century. Envisioning a Gallienic renaissance in the 260s,
German scholars have proposed radical revisions in the dating of
a number of well-known caskets, including the Badminton. See
Klaus Fittschen, Der Meleagersarkophag. Liebighaus Monographie
(Frankfurt, 1975) p. 25; Bernard Andreae and Helmut Jung,
“Vorliaufige tabellarische tubersicht tber die Zeitstellung und
Werkstattzugehorigkeit von 250 romischen Prunksarkophagen
des 3. Jhs.n.Chr.,” Archdologischer Anzeiger (1977) pp. 432—436;
Kranz, p. 62. Their arguments have not convinced this author,
who retains the traditional dating of the Badminton chest to the
220s or 230s. In support of the early date, see McCann, pp. 102—
106; Friedrich Matz (Die dionysischen Sarkophage. ASR 1V, pt. 4
[Berlin, 1975] p. 449, no. 258); George Hanfmann, review of
Matz, Gnomon g1 (1959) p. 538; Robert Turcan, Les sarcophages
romains & représentations dionysiaques. Bibliothéque des Ecoles Fran-
caises d’Athénes et de Rome 210 (Paris, 1966) p. 278.

4. Donald Strong, Roman Art, 2nd ed. (Harmondsworth, 1988)
p- 231.

5. K-S, p. 86.

6. Acc. no. 47.100.4; McCann, pp. 39—45, no. 4. For other
exceptions, see K-S, p. 65.

7. Matz, p. 6.

8. McCann, p. 95. Its findspot is unknown.

9. For comparison, see the entablature of the Temple of Castor
in Rome as illustrated in Fritz Toebelmann, Rémische Gebdlke
(Heidelberg, 1923) p. 51, fig. 48.

10. For the history of the sarcophagus prior to its acquisition
by the MMA, see McCann, p. g4; Osbert Sitwell, “The Red Folder
—I11,” The Burlington Magazine 80 (1942) p. 117; and Cornelius
Vermeule, “Notes on a New Edition of Michaelis: Ancient Mar-
bles in Great Britain,” AJA 59 (1955) p. 130.

11. Helga Herdejiirgen, “Sarkophagriickseiten,” Archdologischer
Anzeiger (1988) pp. 87—g6.
12. San Antonio Museum of Art, acc. no. go.17. I thank Carlos

Picon for notice of this work.

13. Vatican, Museo Gregoriano Profano, inv. g517 (Friederike
Sinn, Vatikanische Museum. Museo Gregoriano Profano ex Latera-
nense. Katalog der Skulpturen. Die Grabdenkmdler 1, 1. Reliefs, Altare,
Urnen [Mainz, 1991] pp. 48—49, no. 21, figs. 55—59).
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14. This is the measurement at the top. It is slightly shorter at
the bottom, measuring 2.14 m. This difference reflects the subtle
flare of the chest upward and outward in order to enhance its
visual effect.

15. See Toebelmann, Romische Gebdlke, fig. 46 following p. 50
and fig. 39 following p. 36.

16. Peter Rockwell, “Carving Instructions on the Temple of
Vespasian,” RendPontAcc 60 (1987-88) p. 57.

17. Hairline cracks found on the front running from Diony-
sus’s chest to the panther’s neck and on the left side of the back’s
smoothed section, even if they were apparent in antiquity, ob-
viously did not deter the carver.

18. Identification of the marble (which is technically not marble
but undurated limestone) is based on isotopic analysis of a sample
undertaken by Norman Herz at the Center for Archaeological
Sciences, University of Georgia, in May 19g92. The sarcophagus
has the distinctive color of stone from this quarry, white streaked
with blue/gray. On Proconnesian marble in general, see Dario
Monna and Patrizio Pensabene, Marmi dell’Asia Minore (Rome,
1977) PP- 145—177; p. 157 discusses its use in architectural con-
texts.

19. On the Arch and other Proconnesian monuments, see
L. Lazzarini et al., “Determination of the Provenance of Marbles
Used in Some Ancient Monuments in Rome,” in Classical Marble:
Geochemistry, Technology, Trade, Norman Herz and Marc Waelkens,
eds. (Dordrecht, 1988) pp. 399—409; and John Ward-Perkins,
“Nicomedia and the Marble Trade,” PBSR 35 (1980) p. 1.

20. Monna and Pensabene, Marmi dell’Asia Minore, p. 154.

21. In a study of lenos sarcophagi with lions’ head protomes,
Susan Walker finds a reduction in the use of Proconnesian in the
middle of the century: “The Marble Quarries of Proconnesos:
Isotopic Evidence for the Age of the Quarries and for Lenos-
Sarcophagi Carved at Rome,” in Marmi Antichi: Problemi d'Impiego,
di Restauro, e d’Identificazione, Patrizio Pensabene, ed., Studi Miscel-
lanei 26 (1981-83 [1985]) pp. 57-65.

22. See Andreae and Jung, Archdologischer Anzeiger, chart fol-
lowing p. 434.

2g. Lazzarini et al., “Determination of the Provenance of Mar-
bles,” p. 405. There are even instances of the reuse of carved
sarcophagi (see K-S, p. 86).

24. Lazzarini et al., “Determination of the Provenance of Mar-
bles,” pp. 403—405.

25. The dimensions of the left dowel hole are as follows:
height, 2 cm; width, 2.2 cm; depth, 1.75 cm; and of the right:
height, 3 cm; width, 2.2 cm; depth, 2.25 cm.

26. These clamps did not function as hinges, but rather as safe-
guards against dislodging during transit, or possibly, like a per-
sonal seal, as deterrents against tampering.

27. An iron clamp remains intact at the right end of a third-
century Dionysiac sarcophagus in Boston (Museum of Fine Arts,
acc. no. 1972.650; Mary Comstock and Cornelius Vermeule,
Sculpture in Stone. The Greek, Roman and Etruscan Collections of the
Museum of Fine Arts Boston [Boston 1976] p. 153, no. 244) and two
remain on a chest from Roman Britain (London, The British



Museum, PRB 1853.6—20.1—2; Susan Walker, Catalogue of Roman
Sarcophagi in the British Museum [London, 19go] pp. 56—57, no.
71, pl. 30).

28. Such cuttings are found on the front of a sarcophagus from
a tomb in Rome, now in Baltimore (Walters Art Gallery, inv.
23.32; John Ward-Perkins, “Workshops & Clients: the Dionysiac
Sarcophagi in Baltimore,” RendPontAcc 48 [1975—76] p. 200, fig.
8), where they are aligned with cuttings on the lid. In this instance
they look like an attempt (unsuccessful, in view of later pilferings
of the tomb) at tomb security. As there are four across the front,
they are too numerous to be explained either as the bedding for
hoisting ropes or metal clamps to safeguard against dislodging.

2g. See the finds from the Temple of Poseidon at Isthmia
(Frederick Hemans, “New Discoveries in the Temple of Poseidon
at Isthmia,” AIA Newsletter 7, 3 [1992] p. 3)-

30. The removal of the stabilizing cuttings on the front makes
it uncertain how the finished sarcophagus was moved from the
workshop to its final location in the tomb. Perhaps no lifting was
involved at this stage, and the sarcophagus could be moved with
the aid of ramps and rollers alone.

31. For examples of cuttings like those of the Badminton sar-
cophagus, see an Adonis sarcophagus in the Vatican (Carl Rob-
ert, Einzelmythen. Actacon-Hercules. ASR 111, pt. 1 [Berlin, 1897]
PpP- 13—14, no. 12, pl. 3) and a Prometheus sarcophagus in Paris
(Musée du Louvre, inv. Ma 339; LouvreCat, pp. 115—118, no. 47,
fig. p. 117). For examples of the simple dowel holes, see a Mele-
ager sarcophagus in Florence (Galleria degli Uffizi, inv. 135; Rob-
ert, Einzelmythen. Hippolytos-Meleagros. ASR 111, pt. 2 [Berlin,
1904] pp- $15—316, no. 248, pl. 84); a Proserpina sarcophagus in
Pisa (Camposanto; Robert, Einzelmythen. Niobiden-Triptolemos. ASR
111, pt. g [Berlin, 1919] pp. 488—489, no. 409, pl. 128); and a
Muse sarcophagus in New York (MMA, acc. no. 10.104; McCann,
pp- 46—50, no. 5, esp. fig. 49). In the New York chest the holes
have been filled in (probably in modern times) with stucco.

32. E.g., an Endymion sarcophagus in the MMA, acc. no.
24.97.13; McCann, pp. 34—38, no. 3.

33. John Ward-Perkins, “The Imported Sarcophagi from
Roman Tyre,” Bulletin du Musée de Beyrouth 22 (1969) pp. 109—
145; idem, “Nicomedia and the Marble Trade,” PBSR 35 (1980)
pls. 9a, 11b, 12a, and 12b. Particularly large and heavy, these
chests sometimes have as many as six channels/holes, two on each
long side and one at each end (see esp. pls. 11b and 12a).

34. Ward-Perkins, “The Imported Sarcophagi,” p. 116. Some
other sarcophagi appear to preserve traces of metal. See, for
example, the left hole of the right end of the MMA’s Endymion
sarcophagus mentioned in note g2.

35. For sarcophagi with these respective features, see Ward-
Perkins, “The Imported Sarcophagi,” pls. 11, 8, and 5.

36. Walters Art Gallery inv. 23-31, Matz, Die dionysischen Sar-
kophage. ASR 1V, pt. 2 (Berlin, 1968) pp. 231-233, no. g5, pl.
120. The smoothed band in which some of the drawings are cut
seems to have been made with the saw (the closely spaced parallel
lines made by the saw’s teeth are visible in Figure 5). On the saw
see Sheila Adam, The Technique of Greek Sculpture. Annual of the
British School at Athens, Suppl. 3 (Oxford, 1966) p. 83.

37. Musée du Louvre, inv. Ma 1346; LouvreCat, pp. 138—142,
no. 67, fig. p. 141.

38. Matz, p. 6.

39. Sichtermann, in K-S, p. 86. The incrustation covering the
circles in many places does secure them as ancient carvings rather
than modern.

40. McCann, p. g5.

41. Amanda Claridge, “Roman Methods of Fluting Corinthian
Columns and Pilasters,” Citta e architettura nella Roma imperiale.
Analecta Romana Instituti Danici, Suppl. 10 (Odense, 1983) pp.
119—128.

42. Ranging in date from the third century B.c. to the second
century A.p. Lothar Haselberger, “Werkzeichnungen am jiing-
eren Didymeion,” Istanbuler Mitteilungen 30 (1980) pp. 191—-215
and “Aspekte der Bauzeichnungen von Didyma,” Revue Archéo-
logique (1991) pp. 9g9—113.

43. Lothar Haselberger, their discoverer, does not believe their
function to have been architectural (personal communication,
March 7 and Aug. 17, 1992).

44. P. Bruneau et al., L'ilot de la Maison des Comédiens. Explora-
tion archéologique de Delos 277 (Paris, 1970) p. 157, fig. 111.

45. Michael Pfrommer, Studien zu alexandrinischer und gross-
griechischer Toreutik friihhellenistischer Zeit., Archiologische Forsch-
ungen XVI (Berlin, 1987) pls. 19—24.

46. They may have served as guides to the workmen installing
the opus sectile of the lower walls. These unpublished findings
were reported to the author by Richard Stone.

47. On the compass, see Charles Daremberg and Edmond Sag-
lio, Dictionnaire des Antiquités grecques et romaines 1, pt. 2 (Paris,
1918) pp. 1185—1186, s.v. circinus (Saglio). Fig. 1512 on p. 1186
and fig. 2 of Hugo Bliimner, Technologie und Terminologie der Ge-
werbe und Kiinste bei Griechen und Romern (Leipzig, 1884) 111,
p- 91, illustrate typical reliefs. See also a stele from Aquileia (Ger-
hard Zimmer, Romische Berufsdarstellungen [Berlin, 1982] p. 150,
no. 70).

48. Adam, The Technique of Greek Sculpture, pp. 82—83, records
its use as early as the archaic period in Greece, where it was
employed, among other things, to carve perfect circles for leop-
ards’ spots.

49. As on the end of a Phaethon sarcophagus in the cathedral
at Tortona (ASR 111, pt. 3, pp. 32—385, no. 350, pls. 114—115).

50. As on a garland sarcophagus in Thessaloniki (K-S, figs.
391-392).

51. Probably elevated during carving, the sarcophagus would
have had even greater accessibility. For an image of a sarcopha-
gus-carver at work on a strigillated lenos sarcophagus with lions’
head protomes, of roughly the same date as the Badminton chest,
see the so-called Eutropos sarcophagus in Urbino (K-S, figs. 66,
67).

52. Any optical distortions caused by the camera are too minor
to affect the accuracy of this illustration.

53. Staatliche Museen, inv. Sk 46 (Kranz, pp. 218-219, no.
130, pl. 56.1; George Hanfmann, The Seasons Sarcophagus in Dum-
barton Oaks [Cambridge, 1951] 11, p. 175, no. 461, figs. 20, 28;
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Margarete Bieber, Die antiken Skulpturen und Bronzen des kinigl.
Museum Fridericianum in Cassel [Marburg, 1915] pp. 43—45, no.
86, pl. 34). Unlike many earlier illustrations, Figure 8 shows the
relief with its modern restorations removed.

54. There is dispute regarding the relative dates of the two
chests. On the Kassel sarcophagus as the earlier, see McCann, pp.
102—103%; Kranz, pp. 61-62; on the Badminton as the earlier, see
Matz, pp. 142—147, ASR 1V, pt. 4, pp- 449—452, nos. 258-259,
and Hanfmann, review of Matz, p. 538.

55. The exceptional care with which the Badminton chest was
designed can be seen as well in the division of the front figures
into three categories of head size: that of Dionysus and the Sea-
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An Early Christian Sarcophagus from Rome

Lost and Found

HELEN EVANS

Assistant Curator, Department of Medieval Art, The Metropolitan Museum of Art

r I YHE METROPOLITAN MUSEUM OF ART ac-
quired in 1991 the surviving original por-
tion of a major Early Christian frieze

sarcophagus. It was the gift of Josef and Marcy Mit-
tlemann,' and it had been a garden ornament at
Burrwood, an estate in Cold Spring Harbor on
Long Island. On the face of the restored sarcopha-
gus, carved in high relief, are scenes from the life
of Christ and the apocryphal life of St. Peter; on the
ends, in low relief, events from the Old Testament
are depicted. The composition of the sarcophagus
—with its solid, almost chunky, figure style and
deeply undercut drapery patterns—is typical of
Roman early-fourth-century Christian sarcophagi.
The juxtaposition of Petrine and Christological
scenes makes the sarcophagus one of a group of
approximately fifty works that give special preem-
inence to the story of St. Peter’s life in Rome.?2 No
other example of this type is known in an American
collection.

As it exists today, five scenes appear on the face
of the sarcophagus (Figure 1). At the far left end of
the sarcophagus a bearded Peter draws water from
the rock of his prison cell as attendant figures watch
in wonder. Following to the right, across the front,
is the Arrest of Peter with two men holding Peter’s
arms to restrain him. In the center a bearded Christ
is shown in profile seated on a stiff-legged ass in an
expansive depiction of his Entry into Jerusalem. At
the right a bearded Christ stands flanked by two of
his disciples behind baskets filled with loaves of
bread that identify the event as the Miracle of the
Loaves and Fishes. At the far right end of the sar-
cophagus is the Raising of Lazarus in which a
bearded Christ stands before the shrouded figure
of Lazarus in his tomb. On the end of the sarcopha-
gus near the Christological scenes Adam and Eve
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- cover themselves with large leaves beside the Tree

of Knowledge after the Fall of Man (Figure 2). On
the end near the Petrine scenes the Three Hebrews
in the Fiery Furnace raise their hands in prayer
(Figure 3). The back and interior of the sarcopha-
gus are roughly finished, like the background of the
scene with the Three Hebrews and the figure of
Eve.

The Petrine scenes are composed of overlapping
figures carved in multiple layers of relief, which al-
lows them to be compressed into narrowly defined
spaces. With the exception of the man who grabs St.
Peter’s arm to the left of the scene of Christ’s Entry
into Jerusalem, the heads of the major figures in
each scene are thrust forward beyond the rim of the
sarcophagus making the drama of the events pro-
ject into the viewer’s space. Their hair is defined by
short runs of drill holes arranged in rows, and ex-
pressionistic shadows are created by the use of the
drill at the inner edges of the eyes and mouths.
Their clothing is deeply undercut in schematic de-
signs that create vivid patterns of light and dark,
which enhance the immediacy of the moment.

In contrast, the heads of the figures in the Chris-
tological scenes and that of the man holding the arm
of Peter beside the Entry scene are carved with lim-
ited, random use of the drill and relatively shallow
drapery folds. None of the other compositions is as
densely packed with figures as those in the Petrine
scenes. Each is essentially composed in two layers of
relief arranged in a relatively regular rhythm of al-
ternating highs and lows, with none of the figures
projecting far beyond the rim of the sarcophagus.

A comparison of the Museum’s sarcophagus with
related Early Christian works reveals the extent of
the difference between the Petrine and Christolog-
ical scenes. Most similar in composition to the Mu-
seum’s work is the sarcophagus Lateran 161 in the
Museo Pio Cristiano in Rome, which is generally
dated to the end of the first quarter of the fourth
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Figure 1. Front of Early Christian sarcophagus, showing scenes from the Life of Peter and the Life of Christ, Late Roman,
first third of 4th century. Marble, L. 213 cm. The Metropolitan Museum of Art, Gift of Josef and Marsy Mittlemann, 1991,

1991.366

century (Figure 4).> The Old Testament scenes on
the ends of the two sarcophagi are almost exact rep-
licas. On both, the Three Hebrews stand in an elab-
orate wood-burning furnace made of brick. The
scenes of Adam and Eve with their short fleshy
bodies and tubular legs differ only in the presence
of the snake twining around the tree in Lateran 161.

Four of the scenes on the front of the sarcophagi
are similar. In both works, the Petrine scenes of
Drawing Water from the Rock and the Arrest on
the left are balanced by the Christological events of
the Miracle of the Loaves and the Raising of Laza-
rus on the right. Only the central compositions dif-

Figure 2. End of sarcophagus in Figure 1
showing Adam and Eve by the Tree of
Knowledge
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fer: the expansive Entry into Jerusalem appears on
the Museum’s sarcophagus, whereas on Lateran 161
a female orans is flanked by two compact Christo-
logical scenes—Christ Changing Water into Wine at
the Wedding in Cana and Christ Healing the Man
Born Blind. In contrast to the Museum’s sarcopha-
gus, where only two scenes project forward, the en-
tire face of Lateran 161 is covered by a series of
densely composed scenes whose major figures dra-
matically thrust their heads beyond the rim of the
sarcophagus. As in the Petrine scenes on the Mu-
seum’s sarcophagus, drill holes are found at the cor-
ners of the eyes of all the major figures and the

Figure 3. End of sarcophagus in Figure 1 showing Three Hebrews
in the Fiery Furnace



drapery patterns are consistently deeply undercut
in schematic patterns: all characteristics of early-
fourth-century sarcophagi.*

Not only the carving but also the compositions of
the Petrine scenes on the two sarcophagi are re-
markably similar. Only minor details in style and
iconography differ in the depictions of Peter Draw-
ing Water from a Rock and at his Arrest. The major
figures share the same poses, projecting forward
from the smooth background in densely packed lay-
ers of relief. On the Lateran sarcophagus Peter car-
ries a wand in both of the scenes in which he
appears. On the Museum’s work the tip of the wand
survives at the upper edge of the sarcophagus in the
depiction of the water miracle but is not present at
Peter’s Arrest. In both works those who kneel to
wonder at the flowing water in the water miracle
wear a pileus, a short cylindrical hat worn by the
Roman military elite.®

By contrast, the Christological scenes differ dra-
matically. Most significantly Christ appears as a
bearded adult in each event on the Museum’s sar-
cophagus. On Lateran 161, as is usual in Early

Figure 4. Front and end
views of Early Christian
sarcophagus called Lateran
161. Late Roman, first
quarter of 4th century.
Marble. Vatican City, Vatican
Museum (photos:
Monumenti Musei e Gallerie
Pontificie)

Christian art, he is portrayed as a beardless youth.
Moreover, secondary figures on the Museum’s sar-
cophagus, like the child beside Christ at the Raising
of Lazarus, wear the pileus, a motif unknown in
Early Christian narrative scenes of Christ’s life.
Only the base of the compositions of the scenes of
the Miracle of the Loaves and the Raising of Laza-
rus are the same on the two sarcophagi. Both share
the same densely packed groups of feet separated
by baskets of bread and ending with a kneeling fig-
ure.

Most significant in explaining the discrepancy in
the style and iconography on the face of the Mu-
seum’s sarcophagus are the two breaks on the work
which divide the sarcophagus’s face horizontally
and vertically. The compositional differences below
and above the gaping fissure that marks the hori-
zontal break running across the lower legs of the
figures from the Arrest of Peter to the Raising of
Lazarus have been noted. Equally significant is a
narrow, irregular vertical break which follows the
contour of the right side of the figure of Peter in
the scene of his Arrest beginning at the roughly
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repaired rim of the sarcophagus and ending at the
horizontal break. This vertical break is most visible
where the arm of the arresting man is joined with
grainy mortar to the hand with which he grasps
Peter’s left arm (Figure 5). Within the rectangle
formed by these break lines the marble has a
smoother, whiter finish than elsewhere on the work
—a contrast again most visible at the join between
the figure of St. Peter and the man arresting him.®
If the rectangular slab of marble filled with the
upper part of the Christological scenes is dis-
counted, the remaining elements of the sarcopha-
gus are consistent in style and iconography with
early-fourth-century sarcophagi, such as Lateran
161, the earliest example of a sarcophagus with Pe-
trine and Christological scenes.” The Museum’s
work is probably of a slightly later date, although no
later than the end of the first third of the century,
as it possesses the squat proportions and dynamic
compositional rhythm of the earlier works of the
type.

All the known surviving Early Christian sarcoph-
agi were carefully catalogued and illustrated by en-
graving in the fifth volume of P. Raffaele Garrucci’s
Storia dell’arte cristiana nei primi otto secoli della chiesa,
published in 1879.2 While minor details of the sur-
viving sarcophagi were at times inaccurately ren-
dered by the engravers, they are essentially accurate
and have been used consistently by later scholars of
Early Christian iconography.® Among the works il-
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Figure 5. Detail of Figure 1

lustrated by Garrucci combining Petrine and Chris-
tological themes is a damaged sarcophagus that can
be shown to be the work now in the Museum’s col-
lection (Figure 6)."° Most significantly, Garrucci’s
engraving of the sarcophagus shows one of the men
at the Arrest of Peter to survive only as the hand
which grasps Peter’s left arm at the elbow.!! As seen
in Figure 5, the vertical break on the Museum’s sar-
cophagus runs across the arm of the figure holding
Peter’s left arm; the join occurs where the man’s
hand grabs Peter’s elbow. As in the engraving, the
rest of the upper body and the head of the figure
are lost.

All other major elements of the Petrine scenes on
the Museum’s sarcophagus match details of the en-
graving, even to the position of Peter’s wand in the
scene of the water miracle. The Old Testament
scenes on this sarcophagus also closely resemble
those on the Garrucci engraving, including the
length of the tongues of flame coming from the
furnace in the Three Hebrews scene, the huge
leaves held by Adam and Eve, and the notch in the
trunk of the Tree of Knowledge.?

The sequence of feet and objects that extends
across the broken lower portion of the sarcophagus
in the engraving matches precisely the lower por-
tion of the Museum’s sarcophagus. On both, at the
left, a very short-legged, rough-maned colt stretches
forward from behind the rear legs of the ass to nib-
ble a leafy branch that lies on the ground. At the



forelegs of the ass, a curve of fabric falls to the
ground, one of the garments laid before Christ at
his Entry into Jerusalem. The legs of several people
are clustered together—a straight one beside the
forelegs of the ass, two facing away from the ass
between two others that face the scene. The farthest
away, bending at the knee toward the ass, is placed
in front of the trunk of a tree. Following are a pair
of legs with an extra foot projecting from behind
the far leg, three tall baskets of bread, another pair
of feet, three more baskets of bread, another leg, a
pair of legs, and the kneeling figure of Martha with
outstretched hands.

On the existing sarcophagus the upper portion of
the figure of Martha has been lost, but photographs
survive of it in situ at Burrwood (Figure 7).!> More-
over, the existing hands and knee on the Museum’s
sarcophagus match their position on the engraving.
The angular patterns over the colt’s head and to the
right of the curve of the fabric in the engraving
were meant to represent broken areas on the face
of the stone. The area by the colt still exists, covered
on the Museum’s restored sarcophagus by the foot
of Christ as he sits on the ass. The other area, lo-
cated over the feet beyond the curve of the gar-
ment, is still visible on the sarcophagus. It is cleverly
used as part of the lost lower portion of the body of
the young child shown clutching the legs of the man
holding the garment before Christ, a child’s pose
without precedent in Early Christian art.

Figure 6. Front and end
views of sarcophagus in
Figure 1. Engravings from

J. Raeffelo Garrucci’s Storia
della arte cristiana net primi otto
secoli della chiesa (Prato, 1879)

plate 314

The only significant discrepancy between the en-
graving and the Museum’s sarcophagus is the route
of the break across the baskets of bread. The en-
graving shows the front of the sarcophagus broken
off in an irregular line that juts up to run over the
baskets of bread. On the Museum’s sarcophagus
the break is a relatively straight line that runs across
the rims of the baskets. The original break must
have been regularized when the restoration was
added to provide a stable base for the massive rec-
tangular fill. That may also explain why the relief
carving on the restoration is generally thickest at its
base. The heads of the figures do not project as far
forward as they do in the Petrine scenes, yet the
rear of the ass and the frightened child in the Entry
scenes are in such high relief that, if complete, their
feet would project beyond the plane of the sar-
cophagus’s base.

Garrucci’s original identification of the missing
scenes as consisting only of the Entry into Jerusa-
lem, the Miracle of the Loaves, and the Raising of
Lazarus has remained unchallenged in all subse-
quent publications.!* A careful consideration of the
pattern of the feet in the original portion of the
sarcophagus suggests that another event in the life
of Christ should be added to Garrucci’s three scenes
and their later restoration. While the figures of the
existing Entry into Jerusalem, with the exception of
the small child, are standard for Early Christian
iconography, they are spaced too far apart to be an
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accurate reconstruction of the original composi-
tion.!® Furthermore, the two feet, and therefore the
body, which turn away from the ass just beyond
the fall of the garment cannot have been part of
the original Entry. The restorer, who accounted for
every element of the original portion of the sar-
cophagus in his work, solved the problem of the feet
by inserting a frightened child turning to an adult
for comfort. This solution, however, is not possible
in an Early Christian image where everyone always
faces Christ in welcoming him to the city.'¢

Moreover, the arrangement of the figures in the
Miracle of Loaves, the following scene, is a variant
on the standard Early Christian formula. Typically,
as in the scene on Lateran 161, Christ is fully visible
with the baskets of bread almost hiding the feet of
the disciples who stand beside him. On the Mu-
seum’s sarcophagus, it is Christ, the central figure
in the event, whose feet are hidden. If the body of
Christ was placed originally in the standard pattern,
between the baskets over the surviving pair of feet,
the foot barely visible in low relief beyond the bas-
kets at the left would have been that of a disciple.
The pair of feet beside the baskets and the feet
turned away from the Entry would then have be-
longed to another event in the life of Christ.

The previously unrecognized event must have
been Christ Healing the Man Born Blind. The
scene, which is popular on Early Christian sarcoph-
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agi, appears to the right of the orans in Lateran 161,
where the man as small as a child stands in front of
a larger figure. Christ stands alone, solidly set on
both feet as he reaches out to touch the blind man’s
eyes (Figure 4). In reverse order the scene on Lat-
eran 161 would have fit well on the Museum’s sar-
cophagus with the blind man overlapping the figure
of the man laying a garment before Christ and
Christ standing alone. Depictions of the scene with
the figures in reverse order, as they must have orig-
inally been on the Museum’s sarcophagus, are
known.!” With the addition of the scene of the Man
Born Blind, the Christological subjects would have
been compressed into dynamic, densely packed
narrative compositions comparable to those on Lat-
eran 161 and to the Petrine scenes on the Museum’s
sarcophagus.'®

The history of the damaged sarcophagus of the
engraving without the inaccurate restoration of the
Christological scenes can be traced with some cer-
tainty into the early twentieth century when it was
recorded as lost. After its identification by Garrucci,
it was published a number of times in studies of
Petrine and Christological iconography.'® In 1gog it
was identified as missing from the Villa de Felice
(formerly the Villa de Carpegna) in Rome.?* No
subsequent information about it was known until
the work entered the Museum’s collection.?! Re-
search into its history at Burrwood, however, sug-

Figure 7. The sarcophagus in
Figure 1 used as a fountain
base at Burrwood, Cold
Spring Harbor, New York
(photo: Archives of
American Gardens,
Smithsonian Institution)



gests that the sarcophagus may have been brought
to this country for Burrwood at approximately the
date it was published as lost; it probably came to this
country with the restorations.?? The Parke-Bernet
sale catalogue for the furnishings of the estate in
1949 includes an early photograph of the house
with the sarcophagus, fully restored, mounted on
plinths in a place of honor.? By 1926 the sarcopha-
gus had been placed against the brick wall of the
estate’s sunken garden as the base for a lion-head
fountain (Figure 7).2¢ The existing break at the end
of the sarcophagus must have occurred after it was
in use as a fountain.

While it is unfortunate that many of the original
figures on the Metropolitan’s sarcophagus have
been broken and worn by years of being part of a
garden ornament in Italy and then America, those
heads protected by being carved in low relief under
the sarcophagus rim offer startling insight into the
sculptural tradition of Rome in the first third of the
fourth century (Figure 8). Their intense expres-
sions, like the dynamic rhythm of the compositions
of the original portions of the sarcophagus, reveal
the power of the earliest Christian art of Rome. In
the original portions of the lost Early Christian sar-

Figure 8. Detail of heads of
Peter and attendant figure
from scene of Peter drawing
water from a rock on the
sarcophagus in Figure 1

cophagus, The Metropolitan Museum of Art has
acquired a major Roman work of the early fourth
century whose iconography is critical to the under-
standing of the development of Christian art.

NOTES

1. The MMA'’s acquisition of the sarcophagus was facilitated by
Josef Mittlemann’s interest in classical art and his faith in the
quality of the sarcophagus.

2. Age of Spirituality: Late Antique and Early Christian Art, Third to
Seventh Century, exh. cat., MMA (New York, 1979) pp. 416—418;
E. Dinkler, “Die ersten Petrusdarstellungen,” Marburger ]ahrbuth
fiir Kunstwissenschaft 11 (1938/39) pp. 1—80.

3. F. W. Deichmann, Repertorium der Christlich-Antiken Sar-
kophage (Wiesbaden, 1967) no. 6, with bibl.; Age of Spirituality,
pPp- 416—418.

4. G. Hanfmann, The Season Sarcophagus in Dumbarton Oaks
(Cambridge, Mass., 1951) pp. 53-55.

5. B. Brenk, “The Imperial Heritage of Early Christian Art,”
in Age of Spirituality: A Sympositum, Kurt Weitzmann, ed. (New
York, 1980) p. 40, argued that the presence of the hats, which
had been worn by Roman officers who had had an important role
in the persecution of Christians, was meant to stress that scenes
of St. Peter being taken captive or in jail should be understood as
events from the history of the persecution of Christians.
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6. The vertical break is among many minor cracks that cover
much of the face of the sarcophagus. Details of the scenes have
been lost, including the hand with which Peter draws water from
the rock, the rear leg of the ass, the base of the tomb of Lazarus,
and the upper portion of the figure of Martha, who kneels be-
neath it at Christ’s feet.

7. Dinkler, “Die ersten Petrusdarstellungen,” p. 59.

8. P. R. Garrucci, Storia dell’arte cristiana nei primi otto secoli della
chiesa (Prato, 1879) V.

9. Deichmann, Repertorium, used the engravings whenever
photographs were not available as with the MMA’s acquisition; E.
Dinkler, Der Einzug in Jerusalem: Tkonographische Untersuchungen im
Anschluss an ein bisher unbekanntes Sarkophagfragment. Arbeitsgemein-
schaft fiir Forschung des Landes Nordrhein-Westfalen, Geisteswissen-
schaften 167 (Opladen, 1970) fig. 12, used the engraving of the
MMA's sarcophagus for his study of Entry-scene iconography.

10. Garrucci, Storia dellarte cristiana, pl. 314, figs. 2—4,
pp- 27—29, where he identified the damaged base as containing
the three Christological scenes found on the restoration today.
He correctly identified the Old Testament events but could
only identify the Petrine scenes as a bearded man drawing water
from a rock and a bearded man being arrested.

11. Ibid., p. 28, specifically noted the presence of the hand in
the scene.

12. According to Alan Reiver, who supervised the removal and
the subsequent restoration of the work, the diagonal breaks—
clearly visible on the sarcophagus today and not indicated on the
engraving—occurred when it was pulled from its setting at Burr-
wood.

13. The photograph of the garden is from the files of Mac
Griswold, who also provided me with information on the devel-
opment of the gardens at Burrwood. Mrs. Florence Nelson, a
granddaughter of Walter Jennings, the builder of the estate, pro-
vided a photograph of a 1926 painting of the sunken garden,
including the sarcophagus, by Helen Sides, thus confirming the
location and condition of the sarcophagus at that time.

14. See note 10 for Garrucci’s identification of the scenes; R.
Grousset, Etude sur Uhistoire des sarcophages chrétiens. Catalogue des
sarcophages chrétiens de Rome (Paris, 1885) p. 81, no. g4 without
illustration, where Garrucci’s identification of the scenes on the
sarcophagus was amended only by the identification of the Pe-
trine scenes as events in the life of Moses; E. Becker, Das Quell-
wunder des Moses in der altchristlichen Kunst (Strasbourg, 19og)
P- 44, accepted Garrucci’s identification of the Christological
scenes and continued the identification of the Petrine scenes as
depictions of Moses; G. Stuhlfauth, Die apokryphen Petrusge-
schichten in der altchristlichen Kunst (Leipzig, 1925) p. 88, also ac-
cepted the identification of the Christological scenes while being
the first to identify correctly the scenes with the bearded man as
events from the life of St. Peter; J. Wilpert, I sarcofagi cristiani
antichi (Rome, 1929) 11, p. 311, pl. 195, followed Garrucci’s iden-
tification of the Christological events; M. Sotomayor, S. Pedro en
la iconografia paleocristiana (Granada, 1962) p. 66 n. 120, also ac-
cepted the identification of three Christological events while sup-
porting the identification of the other scenes as Petrine imagery;
Deichmann, Repertorium, pp. 394—395 and pl. 151, figs. 946, 1—
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946, 3, accepted Garrucci’s identification of the Christological
scenes while recognizing the Petrine imagery of the complete
scenes. There the sarcophagus is dated to the first third of the
4th century. E. Dinkler, Einzug in Jerusalem, pp. 18, 22 and fig.
12, also accepted Garrucci’s identification of the events without
considering the feet turning away from the Entry.

15. Dinkler, Einzug in Jerusalem, p. 22, figs. 4 and 12, suggested
the scene should be compared to the Entry on the Lateran sar-
cophagus 186. Deichmann, Repertorium, nos. 14 (Lateran 180), 21
(Lateran 186), 28 (Lateran 150A), for examples of Entry scenes
on Early Christian sarcophagi where the colt also stands beneath
its mother. On each, Christ sits astride the ass with one or two
disciples in the background. Before him one figure leans forward
on bended knee to spread a garment before the feet of the ass.
In a tree beside the man, Zacchaeus peers through the branches
to see Christ. No other figures are present.

16. See note 15 above.

17. Deichmann, Repertorium, nos. 6 (Lateran 161), 8 (Lateran
146), 10 (Lateran 166), 12 (Lateran 191), 14 (Lateran 180), 17
(Lateran 160), 20 (Lateran 173), 21 (Lateran 186), 22 (Lateran
222 and 227), 23 (Lateran 135), 621 (Cemetery of Sts. Mark and
Marecellinus), 674 (St. Peter’s), 771 (Museo Nazionale Romano,
Aula II1, Inv. 455), 772 (Museo Nazionale Romano, Aula III,
Inv. 113302), and 919 (Villa Albani) for other early 4th-century
frieze sarcophagi with the event. On nos. 17 and 23 Christ stands
to the right of the Man Born Blind as he cures him, as he must
have on the Museum’s sarcophagus.

18. Ibid., nos. 21 (Lateran 186), 23 (Lateran 135), 24 (Lateran
115), and 807 (Musei Capitolini, Sala I, Inv. 2400) shows that the
composition of the remaining Christological scene, the Raising of
Lazarus, is accurate as to the number of figures. However, the
small child watching the event in the pileus of a Roman officer
must have been originally a depiction of the risen Lazarus as on
the sarcophagi in Deichmann. No small child attends the Raising
of Lazarus on Early Christian sarcophagi, but at times Lazarus is
depicted both dead, wound in his shroud in his tomb, and risen,
a small naked figure beside Christ.

19. See note 14 above.

20. Becker, Quellwunder des Moses, p. 44, published the sar-
cophagus as lost.

21. Deichmann, Repertorium, p. 394, citing Becker, repeated
the identification.

22. Mrs. Jackson Ravenscroft, a granddaughter of Walter Jen-
nings, has the journals of the Jennings's family stay in Rome in
1go8 when furnishings for Burrwood were being purchased.
However, no specific record of the purchase of the sarcophagus
could be found.

23. Sale from the Estate of the Late Walter Jennings by Order of the
Heirs, New York, October 25 and 26, 1949, Parke-Bernet Galleries,
1949. The sarcophagus was not listed in the items in the auction,
as by that date it had been built into the wall of the sunken
garden. After the auction, the estate became The Brooklyn
Home for the Blind, where the sarcophagus remained as part of
the garden decoration. The reference to the illustration in the
catalogue was provided by Josef Mittlemann.

24. See note 13 above.



A Neapolitan Patron of Armor and Tapestry Identified
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DEDICATED TO DR. NOLFO DI CARPEGNA

N ARMOR OF ABOVE-AVERAGE QUALITY

was invariably an individually commis-

sioned work, made to suit the tastes of a
specific patron. The decoration of this class of
armor might often include the heraldic arms of the
patron or other symbols that were particularly
meaningful to him; for instance, the insignia of a
chivalric order, the image of a patron saint, or a
personal emblem, such as an impresa, or motto. Yet,
despite these and other indicators, the original
owner of a given armor often remains unknown. A
coat of arms may identify a family but not an indi-
vidual family member. Many orders of chivalry, like
the Garter or the Golden Fleece, were shared by an
international brotherhood of noblemen, each with
the right to display the order’s insignia. Patron
saints were likewise popular images; an image of the
Virgin and Child might as easily appear on the
breastplate of an armor made for a German patron
as an Italian one. An impresa, if not that of an illus-
trious individual, often remains unidentified be-
cause these highly personalized emblems were not
hereditary. Imprese were not bound by the conven-
tional rules of heraldry and were, as a result, much
less apt to be consistently recorded.!

Therefore, when the elements of a fine, late-
sixteenth-century Milanese armor came to the Mu-
seum on long-term loan in 198g, it was regrettable
but not surprising that the original owner was un-
known, despite the presence of a prominent impresa
on the breastplate (Figures 1, 2).2 The elements of
this armor consist of a gorget, a pair of pauldrons,
and a breastplate with a single pendant fauld lame,
all of which were once part of a complete armor for
infantry use (corsaletto da piede).® The surfaces of the
plates are densely decorated with etched ornament
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chiefly composed of vertical bands of classically in-
spired trophies alternating with bands occupied by
two oval cartouches that are separated by entwined
tendrils. The cartouches contain allegorical figures,
some of which may represent the seven virtues. At
the top of the border of the centermost cartouche
appears the name “Pompeo,” for Pompeo della
Cesa (documented 1572 to 1593), the most re-
nowned Italian armorer of the late sixteenth cen-
tury.

The impresa, which serves as the focal point of the
armor’s decorative scheme, is composed of a flam-
ing sphere, or sunburst, beneath a crown and above
the motto, NULLA QUIES ALIBI, which may be trans-
lated as “no repose but here.”* The same intriguing
impresa is also found, in equally prominent posi-
tions, on another richly etched armor signed by
Pompeo (the remains of a small garniture for field
and tournament) and on an unsigned white armor
for man and horse, which are found in the collec-
tion of Warwick Castle (Figures g, 14).°

The two armors by Pompeo were undoubtedly
for the personal use of the same patron. Due to its
plain character the armor for man and horse—un-
decorated save for the impresa boldly etched on the
man’s breastplate and the horse’s peytral—may
have been intended for this same patron or for one
of his retainers. Together these armors represent
the remains of what may have been a sizable private
armory belonging to a nobleman of sufficient status
to employ the most sought-after Milanese armorer
of the period.

It was the presence of the same impresa on an
unpublished, early-seventeenth-century tapestry in
the Philadelphia Museum of Art that eventually led
to the identification of the impresa’s creator and,
thereby, the original owner of both the armors and
the tapestry (Figure 3).¢ The impresa on the tapestry
appears not in isolation, as it does on the armors,
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Figure 1. Pompeo della Cesa (Italian, documented 1572-93), Elements of an infantry armor, Milan, ca. 1595. The
Metropolitan Museum of Art, anonymous loan, L.1985.159
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but in conjunction with a coat of arms and a sur-
name—those of a Neapolitan family, the di Capua.
Moreover, the tapestry itself has been identified by
Candace Adelson as a rare, well-documented prod-
uct of the Medici tapestry manufactory (Arazzeria
Medicea), made in Florence in 1617-18 as the fifth
tapestry in a series of six.”

The impresa appears in the lower left and right
corners of the tapestry’s borders; a crown of gold
above a flaming tricolor sun on a field of blue. The
sun’s sphere is gold, its inner aureole white and its
outer one red. The banderole is white, the letters of
the motto black. In the corresponding upper cor-
ners appears the di Capua coat of arms, or, a bend
argent, fimbriated sable. The form of the shield is a
type, typical to Italian heraldry, known as a testa di
cavallo (literally, “horse’s head”). Above it is a
princely crown.® The name di Capua appears in the
caption in the center of the upper border, which
reads IOANNES DE CAPVA EQVVM CVIINSIDEBAT REGI
SEQ’ STRATOREM PROEBVIT (Giovanni di Capua of-
fered to the king the horse upon which he was sit-
ting and himself as groom). The tapestry depicts a
revered episode in the family’s history that occurred
during the battle of Seminara in 1495, in which
Giovanni di Capua sacrificed his life by giving his
horse to the king of Naples, Ferdinand II (1467
96), whose own horse had been killed. The other
tapestries in the series represented the king’s prep-
arations for battle, the battle itself, and, following
the Philadelphia tapestry, concluded with the scene
of Giovanni’s tragic death.®

The di Capua family traced its origins to the pe-
riod of the Norman occupation of southern Italy
and Sicily during the establishment of the Norman
Kingdom of Sicily in the eleventh century. Their
long and distinguished history is treated by several
genealogical writers from the sixteenth through the
nineteenth century.!® Only one, however, is so de-
tailed as to include descriptions of some of the
imprese used by succeeding generations of di Ca-
puas. It is in Scipione Mazzella’s 1601 Descrittione del
Regno di Napoli that the identification of the impresa
on the armors and the tapestry is found: “The
prince of Riccia, Don Luigi Vincenzo de Capoa, uses
for his impresa the flaming sphere, formerly used
in his domains, with the motto, Nulla quies alibi.” !

Vincenzo Luigi di Capua (d. 1627), in addition to
holding the title of prince of Riccia, was count of
Montoro and count of Altavilla. This last title, which
originated in the late thirteenth or early fourteenth
century, was evidently a great source of pride to the

family. The antiquity and continuity of the title
were, in fact, considered unparalleled at the time.
As Mazzella wrote, “What is important is that this
Contado has been preserved in this house from fa-
ther to son without yet being lost, either through
[lack of] a successor or through [extinction in] the
female line, and Signor Don Luigi Vincenzo di
Capua, the present prince of Riccia .. .is the fif-
teenth count of Altavilla, so that I know of no other
family in Italy able to show such continuous great-
ness.” '2

The importance of the impresa and the Altavilla
title to Vincenzo Luigi is evidenced by the promi-
nence that both are given in his last will and testa-
ment, which is preserved in a bound volume of
collected di Capua testamenti, found in the Archivio
di Stato, Naples.!® The tooled- and gilt-leather cover
of this book displays the di Capua coat of arms
flanked below by Vincenzo Luigi’s impresa and
motto, just as they appear on the armors and the
tapestry (Figure 4). The title and impresa were to
form the chief decorative elements of his tomb in
the Duomo in Naples. According to the instructions
in Vincenzo Luigi’s will the tomb was to be deco-
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Figure 2. Detail of the breastplate in Figure 1
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rated with marbles carved in low relief showing in
the friezes of the corners “my impresa of the element
of fire, with the motto below and a cartouche, and
above, in proportion to it, the radiant crown, and in
the upper part of the middle of the relief, but below
the frieze, my coat of arms in a testa di cavallo shield
with a similar radiant crown, and beneath this the
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Figure 3. Tapestry
representing The Rescue of
King Ferdinand II by

Giovanni di Capua at the

Battle of Seminara, Italian
(Florence), 1617-18.
Philadelphia Museum of
Art: Given by Mrs. Al Paul
Lefton, 6g—223—1 (photo:
Philadelphia Museum of Art)

inscription in Latin which should say my name, fam-
ily name, the titles of count of Montuori, prince of
Riccia and by continuous succession fifteenth grand
count of Altavilla, which letters should be the largest
possible so that they can be read. .. .” !

Vincenzo Luigi di Capua succeeded to his titles in
1594 and presumably adopted his impresa shortly



thereafter. The creation of the impresa in or shortly
after 1594 provides a terminus post quem for the
construction of his two armors signed by Pompeo,
which, for stylistic and chronological reasons that
will be examined later, appear to have been made
circa 1595. That the impresa was not employed by
Vincenzo Luigi prior to his accession is indicated by
the form of its crown—the radiant crown, or corona
a raggi, signifying the princely status of the Riccia
title.'s

Further, the sunburst, or sfera del fuoco, as it is
termed by Mazzella, may symbolize the county of
Altavilla itself, the succession to which was such a
source of pride to Vincenzo Luigi. A previous link
between Altavilla and the sun motif is implied by
Mazzella when, in his description of the impresa, he
refers to the emblem as that formerly used or al-
ready known (che stia gia nella sua regione) in Vin-
cenzo Luigi’s lands.'® This would account for the
presence of a very similar sunburst device identified

Figure 4. Bound manuscript of the testamenti of the di Capua
family. Naples, Archivio di Stato (photo: Archivio di Stato)
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Figure 5. Detail from an anonymous manuscript book of
horse brands, South Italian, ca. 1547. Private collection.

as the “mark used by the counts of Altavilla,” which
appears in a manuscript of horse brands compiled
about 1547 (Figure 5). The diagonal band running
through the center of the sunburst is probably de-
rived from the bend ordinary of the di Capua coat of
arms."”

The prestige of the Altavilla title lay not only in
its longevity but equally in its historical associations
with the Hauteville dynasty of the Norman Kings of
Sicily. The county of Altavilla was said to have orig-
inally been called Scandiano and to have been given
to Luigi di Capua by the last Norman King of Sicily,
William de Hauteville (William II, r. 1166—8g). The
name of this land was changed to Altavilla, the Ital-
ian translation of Hauteville, either by William in
memory of the Hauteville territories in Normandy
or by the di Capuas to commemorate the origin of
the gift.!8

The link between Altavilla, the sunburst device,
and the Hautevilles may be found in the mosaic
decoration of Monreale Cathedral. Built about
1170, the cathedral served as the burial place of the
Hauteville kings.'® Its extensive program of mosaics
constitutes one of the richest and best preserved
artistic monuments to the Norman presence in
Italy. Above the throne situated in the crossing, at
the heart of the cathedral, is a mosaic depicting the
coronation of William de Hauteville by Christ (Fig-
ure 6). Prominently represented on the wall be-
tween the throne and the coronation scene are
William’s coat of arms (azure, a bend counter compony
sable and argent) and another shield bearing the sun-
burst device (azure, a rais de soleil or).?° The rais de
soleil, as the sunburst was described in early blazon,
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Figure 6. Mosaic representing Christ Crowning King William
II, Monreale Cathedral, Sicily, ca. 1185 (photo: courtesy of
Luigi Artini, Kunsthistorisches Institut, Florence)

was a heraldic symbol peculiar to Normandy in the
twelfth and thirteenth centuries.?! Therefore, it is
possible that the association of the sunburst with the
county of Altavilla originated with the use of the
device by the Hautevilles and remained current
until Vincenzo Luigi’s time.

Taking the sunburst to represent Altavilla—with
all of its implications for the di Capua family—one
can interpret the impresa and motto as signifying
that there could be no repose for the di Capuas
without possession of the Altavilla patrimony. The
adoption of the impresa by Vincenzo Luigi in 1594
served as a visual declaration of his succession to the
title. Such a declaration was probably motivated, at
least in part, by the fact that the title had only re-
cently passed to his branch of the family. Previously,
it had descended through the line of his paternal
uncle Giovanni, who died without male issue in
1588. By prior arrangement the title, with all of its
assigns, was then ceded by Giovanni’s daughter
Ippolita to Vincenzo Luigi’s father, Fabrizio, who
held it until his death in 1594.2
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Before turning to a detailed discussion of the di
Capua armors per se, one further iconographical
element remains to be examined: the figure of a
winged putto, which supports a royal crown over-
head on outstretched arms. It appears directly be-
neath the sunburst impresa on the breastplate of the
Warwick Castle armor signed by Pompeo (Figure
13) and on the central bow plate of that armor’s
matching saddle.?® Like the subject of the Philadel-
phia tapestry, the winged putto and crown device
also commemorates Vincenzo Luigi’s ancestor Gio-
vanni di Capua for his heroic rescue of King Ferdi-
nand II at the battle of Seminara. As explained by
Mazzella: “All of the men of the di Capua family
carry as an impresa, after the salvation of the king
from death, a royal crown with the spirit that says
Ob Regem Servatum. It was the creation of Master
Iacopo Sannazaro [sic].”2* Despite the lack of the Ob
Regem Servatum motto on the armor it can reason-
ably be suggested that the winged putto and crown
device is a version of Sannazzaro’s impresa. A poet
of great renown, lacopo Sannazzaro (1456—1530)
served the courts of King Ferdinand II and his suc-
cessor, King Federigo I (r. 1496—1503), accompa-
nying the latter into exile in France in 1501.
Sannazzaro is said to have also designed the impresa
used by the twelve members of the Colonna family
who took refuge at the court of King Federigo fol-
lowing their expulsion from Rome by Pope Alex-
ander VI (Rodrigo Borgia, r. 1492—1503) in 1500.%°

Pompeo della Cesa, the creator of two of the three
known di Capua armors, was a prolific and highly
creative craftsman. Archival documents date his ac-
tivity from 1572 to 1593.2% He is referred to with
various titles: as armorer to the court of the gover-
nor of Milan (from 1585), as armorer to the gover-
nor (undated), and as royal armorer (in 1592).
The governor of Milan was a royal appointee of the
king of Spain (at this time Philip II, 1527-98), the
king also being the reigning duke of Milan. The
king’s governor was the ultimate civil and military
authority in Spain’s vitally strategic northern Italian
territories. For the period in which Pompeo’s titles
are documented the appointment was held by a vet-
eran of high office under the Spanish crown, Don
Carlos d’Aragona y Tagliavia (d. 1599), duke of
Terranova and prince of Castelbeltran, governor
from March 1583 to December 1592.2%6 Based on
Pompeo’s titles, the duke of Terranova can be con-
sidered as his principal patron. Yet Terranova’s pa-
tronage appears to have been largely if not solely
titular, given that of the more than forty extant ar-



Figure 7. Pompeo della Cesa, Armor from a small garniture
of Renato Borromeo, Milan, ca. 1590—g5. Florence, Museo
Stibbert, 3476 (photo: Museo Stibbert)

mors or armor elements signed by Pompeo, none is
documented as having been made for the duke’s
personal use or specifically commissioned by him. It
has been suggested, however, that the elaborate
armor garniture given by the duke to Prince Philip
(later Philip III, 1578-1621) about 1590 is the work
of Pompeo.®

Numbered among Pompeo’s clientele were some
of the most celebrated noblemen of their day. These
included Emanuele Filiberto (1528-80), duke of
Savoy; his successor, Carlo Emanuele I (1562—
1630); Alessandro Farnese (1545—92), duke of
Parma and Piacenza; and Vincenzo I Gonzaga
(1562—1612), duke of Mantua. Typically, armors
made for patrons of this rank were of very high
quality. What may be Pompeo’s most artistically ac-
complished armors survive in two garnitures made
for Alessandro Farnese and the remains of another
made for Vincenzo I Gonzaga.® It is in what can be
termed Pompeo’s second echelon of identifiable pa-
trons that we may consider Vincenzo Luigi di

Capua, along with the Milanese soldier and states-
man Renato Borromeo (d. 1608), count of Arona,
and the Spanish grandee Don Juan Fernindez Pa-
checo (1563-1615), fifth duke of Escalona. The ar-
mors made by Pompeo for these three are of
uniformly high quality and were probably all made
within the decade of 1585 to 1595.%!

The etched decoration on many of Pompeo’s ar-
mors can appear deceptively similar at first glance.
However, Dr. Lionello Boccia has divided the or-
namental programs employed by Pompeo into ten
distinct groups.* The two signed di Capua armors
fall into two different groups and, as they are also
quite different in terms of function (one is an infan-
try armor, the other a small garniture for field and
tournament), they will be discussed separately.

In terms of decoration, impresa aside, the partial
infantry armor on loan to the Museum is generally
similar to several Pompeo armors but particularly
so to both the Borromeo and Escalona armors (Fig-
ures 7, 8). The decoration of each consists princi-
pally of bands containing scrolling, foliate knot
motifs supporting oval cartouches, alternating with
bands containing a series of military trophies (i.e.,
armor parts, weapons, musical instruments). This
basic decorative formula was used not only by Pom-
peo but also by other northern Italian armorers of
the period. In Pompeo’s work, however, it is used

Figure 8. Pompeo della Cesa, Shield from a garniture of
Don Juan Ferndndez Pacheco, Fifth Duke of Escalona,
Milan, ca. 1595. Madrid, Real Armeria, A.339
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with endlessly subtle variations, so that the similari-
ties never become merely repetitive.

Of Pompeo’s work, only on the Borromeo armor
are a patron’s personal imprese incorporated more
prominently into the decorative scheme than they
are on the di Capua infantry armor. The most no-
ticeable difference between the two armors lies in
the type of narrow borders that separate the alter-
nating bands of ornament. Again, these borders—
typically a combination of narrow polished strips,
blackened lines, and guilloches—vary subtly from
one Pompeo armor to the next. The borders on the
Borromeo armor consist of a relatively wide pol-
ished strip edged on one side by a narrow blackened
line and a stylized guilloche. Similar borders appear
on other Pompeo armors.?*

The pattern of the borders.on the di Capua in-
fantry armor consists of a well-defined guilloche
flanked on either side by a blackened line and a
broader polished strip. This combination, dividing
alternating bands of the sort described above, ap-
parently appears on only one other signed Pompeo
armor, that of Don Juan Fernindez Pacheco, duke
of Escalona, who served Philip III as ambassador to
Rome and as viceroy and captain general of Sicily.**
In fact, a comparison of the two armors reveals that
their overall decoration is remarkably similar. In
addition to the borders many other elements of the
decoration are nearly identical, such as the choice
of motifs in the principal decorative bands, the form
of foliate knot motifs, and the relation of the knots
to the oval cartouches. Several of the figures within
the cartouches are the same on both armors. For
instance, the three female allegorical figures—prob-
ably representing Faith, Hope, and Charity—are
found both on the center of the di Capua breast-
plate and, with only minor variations, on the three
cartouches of the Escalona shield (Figure 8). In-
cluded on the shield is Ferndndez Pacheco’s impresa,
which, like that of Vincenzo Luigi, consists of a
flaming sun, the difference being that Pacheco’s sun
bears human facial features (known in heraldry as
a sun in his splendour). The motto beneath the sun,
which reads PoST NULLA PHEBUS, is etched on a tri-
partite banderole, as is the motto on the di Capua
armor.

The striking similarities between these two ar-
mors suggest that both were decorated in Pompeo’s
shop at about the same time, i.e., circa 1595. In fact,
the presence of the collar of the Order of the
Golden Fleece on Escalona’s armor indicates that it
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cannot predate 1593, the year in which he received
the order from Philip II. The decorative scheme of
one armor was more or less transferred with little
change to the other. Presumably the parallel nature
of the decorative campaigns would have been un-
known to the respective patrons.

In terms of form there is nothing evident in the
extant elements of the Museum’s armor to indicate
that it was ever anything more than a light infantry
armor, or corsaletto da piede.*® The symmetrical
pauldrons and the breastplate with no lance-rest are
characteristic features. In its original form the com-
plete armor, in addition to the extant gorget, breast,
back, and pauldrons, would have probably included
a light, open-faced helmet of the cabasset type (zuc-
cotto aguzzo), full vambraces, a pair of gauntlets, and
a pair of tassets. The remnants of the two sets of
three straps from which the tassets were suspended
are still to be seen on the fauld lame. The tassets
themselves were probably each of one plate, em-
bossed and etched to simulate separate articulated,
horizontal lames, such as were used by Pompeo on
other, similar infantry armors.®*® The ensemble
might well have also included a round metal shield,
decorated en suite, much like that of the Escalona
garniture.

An approximate date for the corsaletto elements
can be posited from three factors: the presence of
the impresa, the position of the armor in Pompeo’s
oeuvre, and the form of the armor itself. First, as
suggested earlier, it seems that Vincenzo Luigi
would not have used an impresa incorporating a
princely crown before his elevation to the title of
prince of Riccia, which occurred in 1594. Second,
the latest recorded mention of Pompeo occurs in a
letter of January 3, 1593, in which he is referred to
as “Armarolo della Corte.”% There is nothing in-
herent in this document to signify the end of Pom-
peo’s activities. However, given the lack either of
later documents or of later armors (other than the
di Capua examples) that can be securely dated, it
does seem that his career drew to a close, either
through death or retirement, by the mid-1590s.%
Third, the form of the armor, specifically its waist-
line, is a useful indicator of date. In general the
waistlines of armors rose and fell according to the
dictates of male clothing fashions. The deep peas-
cod waist of the 1570s and early 1580s gave way to
a lessening frontal curve through the mid-159o0s,
which became virtually a horizontal waistline by the
first decade of the seventeenth century. The waist-



Figure 10. Reinforce for
the left pauldron of the
armor in Figure g (photo:
Warwick Castle)

Figure 12. Saddle steel belonging to the armor in Figure g.
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