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Amenmesse: An Egyptian Royal Head
of the Nineteenth Dynasty
in the Metropolitan Museum

PATRICK D. CARDON

Administrator for Curatorial Affairs, The Brooklyn Museum

THE METROPOLITAN MUSEUM of Art has in its
Egyptian collection an unusual life-size head of a
king, which has been the subject of much debate (Fig-
ures 1—4).! As a result of my recent discovery of the
statue to which this head belongs and of Frank
Yurco’s reading of the inscriptions carved on the
statue and five companion pieces, both head and stat-
ues must now be reexamined. The staff of the De-
partment of Egyptian Art of the Metropolitan
Museum, aware that Yurco and I were concerned
with the same ancient Egyptian material, was respon-
sible for bringing us together. Our respective re-
searches are embodied in this and the following
article. Mine is an art-historical discussion of the
head, after a brief and general introduction to the pe-
riod; Yurco’s is concerned with inscriptional evidence
bearing on the identification of the king represented
as well as with the original context and creation of the
statues. Joint scholarly efforts of this sort are not com-
mon in the field of Egyptology, but they are of consid-
erable value and should be undertaken whenever
possible to present the opinions of both art historians
and philologists attempting to reach a balanced con-
clusion.

The period we are concerned with is the Nine-
teenth Dynasty in the New Kingdom of ancient
Egypt. The New Kingdom, the third major division
in ancient Egyptian history, lasted approximately five
hundred years from about 1570 B.c. to about 1070

© The Metropolitan Museum of Art, 1980
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B.Cc. and was ruled by Dynasty XVIII through Dy-
nasty XX.2 The Nineteenth Dynasty was begun by Ra-
messes I (ca. 1293—1291), who had been an officer
under Horemheb, the last ruler of the Eighteenth
Dynasty (ca. 1321-1293), made famous by such per-
sonalities as Hatshepsut, Tuthmosis 111, Amenhotep
111, Akhenaten, Nefertiti, and Tutankhamun.

We know of eight monarchs in Dynasty XIX who
reigned over a period of some 108 years (ca. 1293—ca.
1185). Following Ramesses I was Sety I who is known
for, among other things, the building of a temple at
Abydos decorated with exquisite raised reliefs and

1. Rogers Fund, 34.2.2. Painted quartzite, 48 (face 14.1) X
27.4 X g3 cm. H. E. Winlock, “Recent Purchases of Egyptian
Sculpture,” MMAB 29 (1934) p. 186, ill. on cover. Often illus-
trated in the MMA Guide to the Collections, general histories of
Egypt, and art-historical publications. Later discussed by J. Van-
dier, Manuel d’archéologie égyptienne (Paris, 1958) 111, pp. 394,
410, pl. cxxvi,4; W. C. Hayes, The Scepter of Egypt (MMA, New
York, 1959) 11, pp. 341-34z2, fig. 216.

I am grateful to Christine Lilyquist, curator of the Depart-
ment of Egyptian Art, for giving me permission to publish this
head, and to her colleagues Thomas Logan, Yitzhak Mar-
gowsky, and Edna Russmann for their valuable comments. I am
also grateful to William J. Murnane of Chicago House at Luxor
for his help in photography and measuring, and for supplying
much information in the preparation of this article.

2. For the purpose of this article the dates are those given by
E. Wente and C. van Siclen, “A Chronology of the New King-
dom,” Studies in Honor of George R. Hughes, Studies in Ancient
Oriental Civilization g9 (Chicago, 1976) pp. 217-261.
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FIGURE 1
Head of King Amenmesse (1202-1199 B.C.), Dy-
nasty XIX. Painted quartzite, H. 48 cm. (face 14.1
cm.). The Metropolitan Museum of Art, Rogers
Fund, g4.2.2 (photo: David A. Loggie)

FIGURE 2
Head of Amenmesse, right side

FIGURE §
Head of Amenmesse, left side

FIGURE 4
Head of Amenmesse, back (photo: David A.

Loggie)



FIGURE 5
Statue of Amenmesse usurped by King Sety II

(1199—ca. 1193 B.C.). Quartzite, H. 197.7 cm. Kar-
nak, Temple of Amun, Hypostyle Hall (photo: Wil-
liam J. Murnane)




for the decoration of the Hypostyle Hall at the temple
of Amun at Karnak. Sety ruled for eleven years, to
1279, and was succeeded by his son Ramesses II who
is without any doubt this dynasty’s celebrity. His rule
lasted some sixty-seven years, ending in about 1212.
In that time he established his reputation as a fear-
some warrior and a prolific builder.

Ramesses was succeeded by his thirteenth son,
Merenptah, who ruled for approximately ten years to
about 1202. Following Merenptah were some dynas-
tic disputes, resulting first in Amenmesse’s rule (ca.
1202—1199), and then in Sety II's ascent to the
throne, which he held until about 1193. After Sety’s
brief reign Egypt was ruled jointly by Siptah and
Queen Ta-wosre for eight years until about 118. Fol-
lowing a short interregnum, the first king of Dynasty
XX, Setnakht, came to the throne in 1185.

After this brief historical review of Dynasty XIX, a
few general comments about the sculptural tradition
of Egypt are necessary. To begin with we must under-
stand that the tradition is a cumulative one. This does
not mean that the later sculpture is of better quality
than the earlier but rather that it must be viewed as
an evolution which incorporates the knowledge gained
from earlier productions. Therefore it is reasonable
to assume, for example, that sculpture of the Middle
Kingdom will reflect that of the Old Kingdom, that
both traditions will be reflected in sculpture of the
early Late Period, and, more specifically, that the
sculpture of the Nineteenth Dynasty will reflect that
of the Eighteenth.

At the same time, another point should be stressed.
With each beginning in ancient Egypt, whether it be
the change from one kingdom to the next, or from
one dynasty to another, or from one ruler to his suc-
cessor, the representation of the human face will vary.
With each changeover the sculptors have a new and
subtly different style, though ultimately it remains
within the encompassing sculptural tradition. This
tradition, described above as cumulative, is what
makes the underlying feeling, the ethos that properly
belongs to ancient Egypt and that cannot be captured
by other sculptors at any other time.

Thus, as we study this royal head at the Metropoli-
tan Museum, some of the questions we have to con-
sider are: Since the man represented is an Egyptian
ruler, who is he? How does this head fit into the Egyp-
tian sculptural tradition? What is its iconography de-

rived from? The search for the answers in this case is
further complicated by two problems.

The Nineteenth Dynasty was a troubled one be-
cause of the squabbles among members striving to be-
come pharaoh. Once in power each diligently went
about trying to establish a proper reputation for the
future. This is reflected in an inordinate amount of
usurped art, that is, art produced under previous rul-
ers, taken over and reinscribed by the reigning phar-
aoh to promote his own image. The second difficulty
may be called, for the sake of convenience, that of
emulation. Quite often an Egyptian king harked back
to a past ruler and wished to copy his greater deeds.
But this was not limited to deeds only; statues would
also tend to look like the admired potentate. The
royal head at the Metropolitan Museum is a case in
point.

Both usurpation and emulation are practices that
cause difficulties for the historian. It is for this reason
that collaboration between a philologist and an art
historian has been so helpful in arriving at our pres-
ent conclusions; researched independently, they would
have taken far longer to establish.

In the winter of 1973, I was studying three royal stat-
ues in the Hypostyle Hall at the temple of Amun at
Karnak. The sculptures, made of quartzite, are head-
less and were usurped through reinscription by Sety
II (ca. 1199—1193).3 A question that came to mind as
I measured and photographed was whether a head
existed that might fit one of them. The exercise is one
that tests our methodology, a sort of sleuthing which
starts from a few given facts such as the type of stone,
the evidence on the body for the kind of headgear
worn, the size of the object and of the break, the in-
scription, and the period in which the sculpture was
carved. In the present case the only candidate I could
think of was the life-size royal head in the Metropoli-
tan Museum. But there were some problems: its au-

3. B. Porter, R. Moss, and E. Burney, Topographical Bibliog-
raphy of Ancient Egyptian Hieroglyphic Texts, Reliefs, and Paintings:
11. Theban Temples, 2nd ed. (Oxford, 1972) pp. 51—52. See Frank
J. Yurco, “Amenmesse: Six Statues at Karnak,” MM] 14/1979
(1980) nos. 1—3, figs. 1-6; and my Figure 5. The kneeling statue
originally had a head with a nemes; the two standing figures
show no traces of a wig on the shoulders. Usurpation is quite
clear in the middle areas of the back-pillars, which are sunk and
rougher compared to the edges.



thenticity had been doubted by some scholars,* while
others believed it to be a likeness of Sety I (ca.
1291—1279) or of Ramesses II (1279-1212).5 To
check the possibility of a join I approached the
Centre Franco-Egyptien and obtained a latex mold of
the break at the neck of the life-size striding statue
which faces west (Figure 5).6 Despite the fact that a
fragment is missing from the back-pillar, the mold
was found to match the break at the neck of the Met-
ropolitan Museum head.

The discovery was an exciting one, but the prob-
lems concerning the identification of the king repre-
sented were far from resolved. As the figure was
reinscribed for Sety II, it had to be usurped from a
king who preceded him. For some, as already men-
tioned, the head appeared to be that of Sety I or of
Ramesses 11, yet its iconography did not fully support
these hypotheses. In fact, the head and body could
have been dated stylistically anywhere from late Ra-
messes II (ca. 1225) to Merenptah (ca. 1212—-1202);
Amenmesse, the predecessor of Sety 11, was not con-
sidered since no statuary ascribed to him was known.
Publication of the discovery was therefore postponed
until more evidence could be gathered leading to
identification of the pharaoh originally represented.
This happened when Yurco, in his work on historical

4. Hayes, Scepter 11, p. 342: “the surprisingly crude handling
of the eyes has even led some connoisseurs to cast doubt upon
its authenticity.” Hayes himself accepts the piece as genuine but
as “one of our not completely solved problems” (ibid.).

5. The identification of this head as Sety I or Ramesses II
depends upon comparisons with the statue in Turin (Museo
Egizio, no. Cat. 1380, see Figure 6). As Vandier explains (Man-
uel 111, pp. 393—394), the statue in Turin was believed by some,
despite the inscription, to have been made originally for Sety I,
then appropriated by his successor Ramesses 11. B. V. Bothmer,
who is mentioned by Vandier (p. 393, n. 7), has since changed
his opinion and now believes the statue to be an original of the
early part of Ramesses II's reign, probably reflecting the like-
ness of Sety I. Hayes and Vandier both see close connections to
the sculpture in Turin, which they believe to have been made
for Ramesses I1. Vandier further places both in his first group
(Manuel 111, p. 394).

6. Porter-Moss, Theban Temples, p. 52. This is the statue north
of column seventy-one (H. 197.7 cm.; the base measures 42.1
X approx. 43.5 X approx. 6o cm.). See Yurco, “Six Statues,”
no. 1. The other standing statue in the Hypostyle Hall, being
over life-size, was not considered as a candidate for the join. I
would like to record my appreciation of the help given me by
the late Ramadan Saad and my gratitude to M. Lauffray, direc-
tor of the Centre, and his staff for their assistance.

problems of the late Nineteenth Dynasty, discovered
traces of the names of the king from whom this statue
and its companion pieces in the Karnak temple had
been usurped: Amenmesse.’

The head in the Metropolitan Museum was ac-
quired from an English private collection,® and the
provenance from Karnak hitherto surmised can now
be confirmed.® It represents a king wearing a khe-
presh-helmet, or Blue Crown. Carved in a light
brownish-red fine-grained quartzite,!° it has suffered
remarkably little damage. The head of the uraeus,
parts of the left side of the crown and ear, and a por-
tion of the back-pillar are missing. Some chips are
also missing from the back ridge of the crown. Traces
of paint survive: yellow—probably meant to remind
the viewer of the gold ornaments usually worn—and
blue on the helmet,!! red on the face except for the
unpainted eyes.

The khepresh-helmet is high and smooth. It is nar-
row, deep, and rather bulbous at the top, closely re-
sembling in shape the helmet of Ramesses 11 in Turin
(Figure 6), the one on the statue of Ramesses II at
Mit-Rahineh (Figure 7), and those in the representa-
tions of the king above the entrance to his temple at
Abu Simbel.!? The khepresh of the Metropolitan head
has yellow on the band over the forehead as well as

7. The statues are dealt with comprehensively by Yurco, “Six
Statues.”

8. Winlock, “Recent Purchases,” p. 186.

9. Hayes, Scepter 11, p. 341.

10. A. Lucas, Ancient Egyptian Materials and Industries (Lon-
don, 1962) pp. 62—63, describes quartzite as “a hard, compact
variety of sandstone. . . ; it varies considerably both in colour
and in texture and may be white, yellowish, or various shades
of red and either fine-grained or coarse-grained.” He also gives
several sites for the provenance of the material.

11. The “minute flecks of blue” had been noted by Winlock
in 1934 (“Recent Purchases,” p. 186) and can still be found on
the crown.

12. Ramses le Grand, exh. cat. (Paris, 1976) p. 150, lower fig.
As can also be seen on the stela of the Year 400, Cairo, no. JE
60539 (ibid., pp. 34, 36, 37), an odd sort of recutting is clear at
the top of the khepresh. Though an error by the sculptors is pos-
sible, the coincidence that two similar mistakes were made at
Tanis and Abu Simbel is improbable. I would suggest rather a
change in style or fashion. It is, however, not clear where the
correction in plaster was made. There must have been a central
workshop from which rulings on style originated or were ap-
proved but it is difficult to identify the geographical origin of
this detail.



on the edge of the flanges beginning above the tem-
ples and sweeping back to the top. On both the upper
and lower surfaces of the edge are incisions that
probably aided the artist in separating the blue and
yellow colors of the crown. The uraeus, which has
traces of yellow upon it, is carved to show the details
of the cobra’s hood; its body has a single loop on
either side of the hood and rises vertically, with slight
bends, to the crest of the helmet. On the rounded
tabs of the helmet, in front of the ears, are interesting
renderings in relief of two uraei: on the right side
they wear the crown of Upper Egypt, on the left that
of Lower Egypt (Figures 8, g).!* These uraei also bear
traces of yellow.

Under close examination with a raking light it is
clear that all the areas to which the yellow pigment
was applied are rough compared to the smooth face
and crown, which had different coloring. It is out of
the question that ocher can affect the surface of crys-
talline quartzite so as to leave it pitted. Only concen-
trated hydrochloric acid, after lengthy application,

10

might lead to some corrosion of the stone. So it is
much more likely that the quartzite was picked with a
pointed instrument and purposely left rough where
the ocher was to be applied.!* Yellow ocher “will ad-
here to . .. stone to some extent if applied dry, and

13. These uraei are further discussed below but we should
note now that they may indicate that the statue faced east at the
time of this commission and not west as it does at present. The
directional or geographical influence on reliefs carved at Kar-
nak is evident in many instances. For statuary we have only to
think of the inscriptions on sphinxes or on obelisks placed on
either side of a gate (H. G. Fischer, “Archaeological Aspects of
Epigraphy and Palaeography,” in R. Caminos and H. G. Fischer,
Ancient Egyptian Epigraphy and Palaeography [MMA, New York,
1976] p. 32). But see Yurco, “Six Statues,” for a different opin-
ion on the placement of the statue.

14. Lucas, Ancient Egyptian Materials, pp. 65—74.

FIGURE 6
Statue of King Ramesses II (1299—ca. 1212 B.C),
detail. Turin, Museo Egizio, no. Cat. 1380 (photo:
Marburg)

FIGURE %
Statue of Ramesses II, detail. Mit-Rahineh (photo:
Yurco)




FIGURE 8

Head of Amenmesse, right side, detail showing
uraei with the crowns of Upper Egypt (photo: Car-
don)

although the ochres will adhere still better if wetted,
others of the ancient pigments, such as azurite, mal-
achite, and blue and green frits, will not normally ad-
here without some binding material.”!> Since it was
unnecessary for the artist to use a binding substance
in working with ocher, areas of the head to be colored
yellow were probably left rough so that the pigment
would have a surface to “bite” into and remain in
place.

The method in which the side uraei were carved is
of interest. They are not in true raised relief. Instead,
the area of the crown around them has been cut back
at an angle so that they appear to be so. In reality,
they are at the same level as the rest of the crown and
have a wide beveled border.!¢ Are these uraei part of
the original composition or were they added by the
usurper, Sety 1I? The question cannot be definitively

FIGURE @
Head of Amenmesse, left side, detail showing uraei
with the crowns of Lower Egypt (photo: Cardon)

answered because there is limited extant evidence of
the use of such uraei and most of it exists in two-di-
mensional art forms. Moreover, these representations
in relief are of little help in dating because they range
from Sety I to Ramesses 111 (Dynasty XX, ca. 1185)."7

15. Ibid., p. 351.

16. This work-saving device, of which many examples could
be cited, is mentioned by W. Stevenson Smith, The Art and Ar-
chitecture of Ancient Egypt (Baltimore, 1965) pp. 73—74, in refer-
ence to the relief decorations of the temple of Ny-user-ra at
Abu Gurab (Dynasty V).

17. Sety I: A Calverley, The Temple of King Sethos I at Abydos
(London, 1g33) 111, pl. §8. Merenptah: an instance is unpub-
lished but has been recorded by Yurco who has found such
uraei painted on the sides of the khepresh at Abydos. Ramesses
I11: C. R. Lepsius, Denkmaeler aus Aegypten und Aethiopien . . .
(Berlin, 1849—58) Abth. 111, pls. 215, 299(69); from Thebes,
Valley of the Kings.
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On sculpture in the round, another, somewhat simi-
lar occurrence of this feature—a single uraeus bear-
ing the crown of Upper Egypt—can be seen on the
head of Ramesses II from Tanis, now in Cairo.!8 It is
probable that the tradition began in two-dimensional
art forms and later was transferred to statuary. That
the uraei on the sides of the Metropolitan Museum
head date from the sculpture’s first owner is sup-
ported by the fact that the space in the tabs in front
of the flange is much broader than usual and was ev-
idently planned as such. We need only compare these
tabs with those of the Turin helmet, for example,
where the space available for carving is limited by the
flange, in its more normal place at the center of the
tab (Figure 6). The roughness of the surface around
the side uraei cannot be used as an argument for
their later addition because, as we have seen, all the
parts of the helmet to which yellow pigment was ap-

18. Cairo Museum Temporary Journal no. 27/5/67/1; W. M.
F. Petrie, Tanis (London, 1885) I, pl. 14(2), p. 15, where it is
called “probably Ramses 11.” The photographs in that publica-
tion are poor and the uraeus on the side of the crown does not
show up in the illustration of the head. I know of it from an old
photograph in the Department of Egyptian and Classical Art at
The Brooklyn Museum, in which only the uraeus on the right
side is visible. A single uraeus where the Metropolitan head has
two uraei, it differs also in being a simple, incised line represen-
tation. The khepresh flange ends at the back of the tab so as to
leave space for the carving of the uraeus.

19. The heads with a khepresh we may consider dated to Ra-
messes 11 are in the Cairo Museum garden (a triad, no. 8/2/21/
20), the head in Cairo mentioned above (see note 18), a head in
Kansas City (Nelson Gallery of Art-Atkins Museum, no. 32—194),
the statue in Mit-Rahineh (Figure 7), the Turin statue (Figure
6), and a wooden statue in Paris (Louvre, no. E.16277). The
helmets of this shape with circlets in relief and coiled uraei ap-
pear to originate at the end of the reign of Amenhotep 111
(Brooklyn, acc. no. 48.28, Vandier, Manuel 111, pl. c1v,2,3), un-
less the royal head in Leipzig (no. 1640) is attributed to Tuth-
mosis IV. That Ramesses 11 may have had the helmets of
Amenhotep 111 imitated is explained by his desire to emulate
his predecessor, as has already been noted by Y. Margowsky in
his talk at the Annual Meeting of the American Research Cen-
ter in Egypt, 1978. After Amenhotep 111, during the Amarna
period, the shape of the helmet is accentuated in height and it
is worn tilted further back than in the Ramesside Period (Lou-
vre, no. E.11076, Vandier, Manuel 111, pl. cx1, 6; Copenhagen,
Ny Carlsberg Glyptotek, no. AEIN 1640, O. Koefoed-Petersen,
Catalogue des statues et statuettes égyptiennes [Copenhagen, 1950]
p- 27, pl. 51). During the Late Period there is a return to the
pre-Amarna shapes of khepresh-helmets, though these never
have a coiled uraeus. Both the pre-Amarna and Late Period
khepresh are much squatter (cf. the pre-Amarna helmet in the
Cleveland Museum of Art, no. 52.5138, Vandier, Manuel 111, pl.
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plied have been left rough. The evidence suggests,
therefore, that the helmet was not recarved during
Sety IIs reign.

The type of khepresh-helmet seen on the Metropoli-
tan Museum head—without circlets in relief over its
surface, with a uraeus that has single loops on either
side of the hood of the cobra, and with uraei in relief
on the sides—is indeed rare for the Nineteenth Dy-
nasty. It appears to be a Blue Crown which combines
several features of earlier ones and some details nor-
mally found on other types of crown made at that
time. The trend as the dynasty goes on is toward sim-
plicity. If we consider other dated heads, and thus far
they are all of Ramesses II, few helmets are smooth,
all of them have coiled uraei, and only the one from
Tanis mentioned above has uraei on the sides.!"
Throughout the Nineteenth Dynasty the uraeus with
one loop on either side of the hood appears to be as-

cv,5, with the Late ones of Philadelphia, University Museum,
no. E.14303 and Paris, Louvre, no. E.8061, both in B. V. Both-
mer et al., Egyptian Sculpture of the Late Period [Brooklyn, 1960]
pls. 50 and 69 respectively).

Of the Ramesside Period are several other heads with the khe-
presh but these are only datable stylistically. Baltimore, Walters
Art Gallery, no. 22.107 (G. Steindorff, Catalogue of the Egyptian
Sculpture [Baltimore, 1946] no. 139), tempus Ramesses 11; Rome,
Barracco, no. 21, a young Ramesses 11 (?); a damaged head in
Bologna, Museo Civico, no. B.1802 (S. Curto, L’Egitto antico,
exh. cat. [Bologna, 1961] p. 73, no. 25, pl. 18, thought therein
to represent Amenhotep IV/Akhenaten; republished by E.
Bresciani, La collezione Egizia . . . Bologna [Bologna, 1975] p. 39,
pl. 16, as “probably Amenhotep I11,”) has a round face charac-
teristic of Dynasty XIX and an orbital configuration comparable
to that of Ramesses 11 in Turin (no. Cat. 1380); New York, Col-
lection Kelekian, an unpublished head known from the Ko-
dachrome collection at The Brooklyn Museum, which has a
coiled uraeus and cannot be of Dynasty XXVI. Two other sculp-
tures should be mentioned because they have been given early
New Kingdom dates by some archaeologists: MMA, no. 44.4.68
(Hayes, Scepter 11, p. 145, fig. 80, “Amun-hotpe 1I (*)"); and
Baltimore, Walters Art Gallery, no. 22.229 (Steindorft, Cata-
logue, no. 104, pl. 20). 1 believe both to be later than Dynasty
XIX and part of the revival of Dynasty XVIII types occurring
in Dynasties XX and XXI; Vandier attributes the former to Dy-
nasty XX (Manuel 111, p. 405, pl. cxxx,5). I do not think that
the metal bust of a king in Hildesheim (Roemer-Pelizaeus-Mu-
seum, no. 384) is one of Ramesses 11 (H. Kayser, Die A'gypmchm
Altertiimer . . . [Hildesheim, 1966] p. 70, no. 384, fig. 61: ibid.,
2nd ed. [1973] p. 70, fig. 70, col. pl. v1).

A royal head presently on loan to The Brooklyn Museum is
of interest in connection with this study (Brooklyn, acc. no.
L78.17.46). It is carved in yellowish-brown quartzite and bears
an incomplete Blue Crown. The king’s face is rounded. He has
a protruding forehead, rounded eyeballs, naso-labial folds, and



sociated with other headdresses such as the nemes or
the civil wig.2 That it is found on the Metropolitan
head is a clue that this head must have been made
later than the reign of Ramesses I1.

Behind the helmet, near the top, is what remains
of the trapezoidal end of the back-pillar (Figure 4).
Only a small part of its back surface survives and
there is no evidence of inscription on it.

The right ear of the king is well modeled, deeply
carved, and has a drilled lobe, whereas the left one is
very flat, pushed forward, and cursorily executed
(Figures 2, 3). In working on the left ear, the sculptor
was probably hindered by the staff that once ex-
tended up to the edge of the crown’s flange on that
side of the head (Figure 5).2!

A noteworthy feature is the protruding forehead,
a bony bulge upon which the eyebrows are carved
(Figures 2, ). This seemed so strange at one time that
it was believed to be evidence for recutting, either an-
cient or modern. Yet there are several other heads
ranging in date from Sety I to Merenptah that share
the same peculiarity.?? A modern reworking of the
face would presumably have allowed more stone for
the recarving of the nose had it been damaged; the
fact that it is intact has also been a reason for doubt-
ing the head’s authenticity. A forger, however, would

corners of the mouth which are drilled. On the basis of these
features a stylistic attribution to Dynasty XIX is possible. Fur-
ther, the remnants on the left side of the head show that the
king probably held a standard. It is possible, therefore, that we
have here another representation of Ramesses II or of one of
his successors, including Amenmesse.

20. Vandier, Manuel 111, pls. cXxvi—CXXX.

21. A standard-bearing statue wearing a khepresh is not com-
mon. Vandier (Manuel 111, pls. cxix, cxx) illustrates two earlier
examples of the end of Dynasty XVIII (British Museum, no.
37639 and Cairo CG 42095). The second standing statue in the
Hypostyle Hall at Karnak must also originally have had a khe-
presh-helmet (Yurco, “Six Statues,” no. 2) as does the statue of
Ramesses II at Mit-Rahineh (Figure 7).

22. Sety I: MMA, no. 22.2.21 (Hayes, Scepter 11, p. 335, fig.
210); relief in Sety’s tomb (K. Lange and M. Hirmer, Egypt [New
York, 1968] pls. 217—-219). Ramesses II: Boston, Museum of
Fine Arts, no. 89.558, Ramesseum, colossal head in black gran-
ite (both illustrated in Vandier, Manuel I1I, pls. cxxvi, cxxvi).
On ostraca of Ramesses II the feature is clearly visible, perhaps
exaggerated: Cairo CG 25121 and CG 25124 (Ramses le Grand,
pp- 128, 130). It is also quite prominent on two heads stylisti-
cally datable to Ramesses 1I: Ptah (Munich, G180, Staatliche
Sammlung Agyptischer Kunst [Munich, 1972] p. 34, pl. 12); and
the head in Baltimore (Walters Art Gallery, no. 22.107, see note

have cut back the head, face, and crown, and would
not have carved either the side uraei or the bulge in
the brow.2* All this considered, the most reasonable
conclusion is that the face as it appears now was
carved in ancient times and that the protruding brow
is an intrinsic part of the physiognomy.

The eyebrows are rendered plastically following
the brow line, and their ends are squared off on the
sides of the face. They are paralleled by the squared-
off cosmetic lines.2* The upper eyelids project slightly
and are incised so as to indicate the separation be-
tween the eye socket and the brow. The upper lids
have a flattened rim, beneath which are small rounded
eyeballs set into straight, buttonhole sockets. Viewed
from the side, the eyeballs are undercut and give the
impression of looking down.

In the smooth, lower part of the face the philtrum
is deeply carved and the mouth, with a thicker lower
lip, is wide and gentle. A thin, plastically rendered
edge separates the lips from the face. The corners of
the mouth are slightly pulled up and they are drilled.
Below, a squarish chin, set off by two lines coming
down from the corners of the mouth, gives a sense of
the strength of character of the king represented.?

Two creases are indicated in the neck. These are
not mere incised lines; on the contrary, a rounded

19 above). Merenptah: Cairo CG 607 (Ramses le Grand, col. pl.
55, pp. 270—273). Although the published photographs are of
poor quality, it appears from a survey of them that this feature
is more frequent in the sculpture of Sety I and Ramesses II.

23. An aspect of forgeries to bear in mind is that pointed out
by B. V. Bothmer in “The Head that Grew a Face: Notes on a
Fine Forgery,” Muscellanea Wilbouriana 1 (1972) pp. 25—31: in
many cases, though certainly not in all of them, we find that a
forgery has a life-span. By now it would have been evident to us
if the Metropolitan Museum head were a forgery.

24. The cosmetic lines carved in the Ramesside Period have
a detail peculiar to them, which needs further research as ad-
ditional dated material is brought forth. The lower incision of
the cosmetic line continues partly under the eyes and stops
neatly a little further in than the outer corners of the eye. This
detail is found also on dated sculpture from Sety I (MMA, no.
22.2.21, Hayes, Scepter 11, fig. 210) to Merenptah (Cairo CG
6077, Ramses le Grand, pp. 270—273); but, as with the protruding
brow, it is more common under Sety I and Ramesses I1. This is
once again probably a device to aid in the application of color
to the stone, since there seems to be a difference in the prepa-
ration of the eyelids between hard and soft sculpture.

25. Both in the “jeunesse souriante” mentioned by Vandier,
Manuel 111, p. 394, and in the downward glance of the eyes, the
head compares well with the Turin statue (Figure 6).
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fold of flesh accentuates the region of the Adam’s
apple (Figures 2, 3).26

Thus, the face of the Metropolitan Museum king is
composed of features that fall into three categories:
some are individualistic, others can be associated with
the early Nineteenth Dynasty, and still others appear
to belong to the later part of the same dynasty.?” In its
general impression the head resembles that of the
Turin Ramesses II (Figure 6), as other scholars have
suggested, but in the details of the face there are
many anomalies which make a direct connection to
Ramesses 11 difficult. From our knowledge of the ico-
nography of Sety 1I, we can claim with some certainty
that the face of the king at the Metropolitan was not
recut to match it, since the face bears no resemblance
whatsoever to securely identified heads of Sety II1.28
The latter has narrower eyes and a firmly set mouth
which endow him with a mean expression not visible
in the king at the Metropolitan, who in his “sweeter”
look more closely resembles Ramesses II. It can be
noted also that the torso to which the Metropolitan

26. This can be found on most of the sculpture of the period
listed in the preceding footnotes.

27. See above, notes 19, 22, and 24.

28. British Museum, no. 616, Louvre, no. A 24, and the co-
lossal statue in Turin, no. Cat. 1383 (Vandier, Manuel 111, pl.
CXXX,3, pl. cxxvi,p, and Giulio Farina, Il R. Museo di antichita
di Torino, sezione egizia [Rome, 1938] p. 38, respectively). Their
inscriptions have been collated by Yurco, who confirms that
they are all original of the time of Sety I1.
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head belongs was not recut by Sety 11; had it been, it
would have a very strong median line in keeping with
Sety II's iconography (Figure 5).

These conflicting elements were resolved when Frank
Yurco discovered traces of Amenmesse’s name carved
on the five companion statues of the king at Karnak.
Amenmesse, it appears, had reason to strive toward
establishing a firm line of descent from Ramesses II.
Thus, that Amenmesse’s head has some resemblance
to that of Ramesses 11 is as logical as its lack of simi-
larity to Sety 1I, the pharaoh who deposed Amen-
messe and reinscribed his statues. It is also appropriate
that the representation should be one of a man who
ruled between Ramesses II and Sety II, since the
statue harks back to the iconography of the former
while foreshadowing that of the latter. With this dis-
covery, The Metropolitan Museum of Art has in its
Egyptian collection the first known representation in
the round of King Amenmesse, who ruled after Ra-
messes 11 and Merenptah, from 1202 to 1199 B.C.



Amenmesse: Six Statues at Karnak

FRANK J. YURCO

THE ROYAL RAMESSIDE HEAD in The Metropoli-
tan Museum of Art (no. g4.2.2) has been shown by
Patrick Cardon to belong to one of three related stat-
ues in the Hypostyle Hall in the temple of Karnak.!
Of these, Maurice Pillet published a short note about
the statue now situated north of column four, repre-
senting the king kneeling and holding an offering
table.2 He found this statue in excavations near the
girdle wall of the Thutmoside part of the temple,
near Taharqa’s edifice, north of the Sacred Lake at
Karnak. It was moved to a location inside the Hypo-
style Hall following Pillet’s suggestion that it origi-
nally belonged to a group that included the two
standing statues located north of columns seventy
and seventy-one in the south half of the hall. Pillet
had proposed that the north-south axis of the hall
was lined originally with a set of reddish quartzite
statues, similar to the surviving three.® Shehata Adam
and Farid el-Shaboury, in their description of the res-
toration of these statues, stated that their original lo-

A list of abbreviations is given at the end of this article.

1. P-M II, pp. 51-52. This group excludes Cairo statue CG
1198, which came from a different part of the Hypostyle Hall;
see below and notes 13-18.

2. Pillet, ASAE 24, pp. 73—74; Barguet, Temple (Cairo, 1962)
pl. viic.

3. Pillet, ASAE 24, p. 74.

4. Adam and el-Shaboury, ASAE 56, p. 49, n. 1.

5. Pillet, ASAE 24, p. 74; he mentions finding a third base
(besides those under the statues in the southern half of the hall),
and fragments of the same reddish quartzite of which the stat-
ues are fashioned at another emplacement along the north-
south axis of the hall.

6. Adam and el-Shaboury, ASAE 56, pl. xvis (incorrectly cap-
tioned “after restoration”).

© The Metropolitan Museum of Art, 1980
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cation was uncertain.¢ Pillet, however, had discovered
additional evidence in support of his proposal,’ and
indeed, the photograph that Adam and el-Shaboury
took before the restoration shows the statue north of
column seventy-one—the one that matches the Met-
ropolitan Museum’s head—still standing on what ap-
pears to be its original base.® Pillet’s proposal regarding
the grouping and location of the statues therefore
seems the more reliable.’

All three statues were usurped, that is, appropri-
ated and surcharged with respect to their inscrip-
tions, by Sety II from an earlier pharaoh. Three
other red quartzite statues at Karnak were similarly
usurped. At present, two of these stand before the
porch of the Second Pylon at Karnak, on the north
and south sides respectively of the main processional
axis of the temple.® The third now stands in the Fes-
tival Hall of Thutmose III, just west of the entrance
to the sanctuary of the hall.? The six statues were
carved in a reddish quartzite of uniform texture and

7. I doubt, however, the accuracy of the location of the kneel-
ing statue in the Hypostyle Hall. Another virtually identical
statue of reddish quartzite survives in the Festival Hall of Thut-
mose 111, just before the sanctuary (P-M II, p. 110, no. g41); it
too was usurped by Sety II (Barguet, Temple, p. 178, n. 4), and
is of the same scale. It also held an offering table, now almost
totally broken away. In fact, the two statues form a complemen-
tary pair. As Pillet found the kneeling statue outside the Hypo-
style Hall in a secondary context, I would suggest that it belongs
with the statue in the Festival Hall, the pair probably flanking
the sanctuary entrance.

8. P-M I1, p. 38, no. 137; Legrain, Temples, p. 140 (although
both Porter-Moss and Legrain mention only one statue, there
are in fact fragments of two; see Pillet, ASAE 24, p. 74, and
Adam and el-Shaboury, ASAE 56, p. 50, n. 1).

9. P-M 11, p. 110, no. 341; Barguet, Temple, p. 178, n. 4.
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quality, and are roughly of the same scale (slightly
over life-size); their usurpation by Sety II is indicated
by their back-pillar inscriptions which are secondary,
carved over erased original texts.! I would propose,
therefore, that all six statues were erected and in-
scribed originally by one and the same pharaoh,
probably at key points along the processional routes
of the temple of Amun-Re at Karnak.

A number of historical studies by various scholars
have mentioned the statues,!! but they have yet to be
published adequately; and for this reason the inscrip-
tions of all six will be presented and discussed here.

Vandier, contesting a verbal reference given by Ed-
gerton to Gardiner, suggested that the Karnak statues
with Sety II’s name had not been usurped.!'? His main
argument focused on another statue bearing inscrip-
tions of Sety II, now in the Cairo Museum but origi-
nally from Karnak, namely Cairo CG 1198.!3 This
statue is usually grouped with the three from the Hy-
postyle Hall,'# in spite of the fact that the red quartz-
ite of which it is carved is of a somewhat darker
shade,! and the scale is approximately twice life-size,
markedly larger than the others. The queen on its left
side is sculpted, whereas queens on three of the six
statues are carved in sunk relief. Moreover, it is clear
from a remark made by de Morgan about the discov-
ery of this statue in the season of 1892—gg that it does
not belong with the three statues in the Hypostyle
Hall; apparently it was found in the hall, but under
the debris of a pylon.! Lacking any more definite
statement concerning its findspot, I would surmise
that de Morgan’s reference means under the debris
of the Second Pylon; it was in fact found in a ruinous
state, partially collapsed into the west end of the Hy-
postyle Hall.!'” The Cairo statue should not, there-

10. All the inscriptions on the six statues are incised. To ob-
literate an incised text, two techniques are possible: either it is
plastered over, making a blank surface for the surcharging text;
or it is scraped away, lowering the level of the stone. The second
technique was used to usurp the six statues under discussion.

11. Most recently, Gardiner, JEA 44, p. 17, and Vandier, RdE
23, pp. 181-183.

12. Vandier, RdE 23, pp. 181-182; Gardiner’s reference
based upon Edgerton is found in JEA 44, p. 17.

13. Vandier, RdE 23, pp. 181-182; Ludwig Borchardt, Sta-
tuen und Statuetten von Konigen und Privatleuten . . . , Catalogue
général des antiquités égyptiennes du Musée du Caire (Berlin,
1934) part IV, pp. 97-99, pl. 169.

14. E.g., P-M 11, p. 52; Vandier, RdE 23, p. 181; Gardiner,
JEA 44, p. 17.
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fore, be classed with the three statues in the central
part of the hall. Since its texts have already been pub-
lished by Borchardt,!8 it will not be included with the
group of six that are our concern here; I will, how-
ever, comment below on the question of the usurpa-
tion of its texts.

The copies of the texts from the six Karnak statues
presented in this study are based upon photographs
and controlled hand copies made over the years
1974-"77 in Egypt, when I was a member of the Epi-
graphic Survey of the Oriental Institute.! Rubbings
of usurped texts were made in order to confirm the
earlier traces. In addition, the usurped texts were
measured in order to establish how much material
had been removed in the erasure of the original in-
scriptions; where traces of these had survived, the
measurements also helped to determine to what
depth they had been carved. This procedure proved
useful for differentiating between the original and
the palimpsest versions.

STATUE NO.1

Reddish quartzite standing statue of a king, with
usurping texts of Sety II, located at present in the
southeast quadrant of the Hypostyle Hall north of
column seventy-one, facing west. The king is repre-
sented wearing a long pleated skirt, holding a stan-
dard, broken at the top, against his left shoulder. The
statue’s head is broken off, but head no. g4.2.2 from
The Metropolitan Museum of Art matches the break.
The statue’s overall dimensions, minus the head, are:
197.7 X 48.5 (max.) X 60 cm.

15. Contrary to the statement in Gaston Maspero, Guide du
visiteur au Musée du Caire, 4th ed. (Cairo, 1915) p. 169 (top),
which describes it as carved in red granite.

16. Jacques de Morgan, “Compte rendu des travaux
archéologiques effectuées par le service des antiquités de
I'Egypte et par les savants étrangers pendant les années
1892-1893,” Bulletin d’Institut d’Egypte, grd ser. 4 (1893) p. 413;
P-M 11, p. 52, lists the year of the volume erroneously as 1894.

17. Legrain, Temples, p. 128, fig. 79; and p. 133, fig. 85.

18. Borchardt, Statuen und Statuetten, IV, pp. 97—99, pl. 16g.

19. I wish to express sincerest thanks to the directors of the
Epigraphic Survey during my years with the expedition, Kent
R. Weeks, and Charles C. Van Siclen III, for permitting me to
use the expedition’s equipment. Special thanks are owed to Pat-
rick Cardon whose photographs have been used in this study.



FIGURE 1

Statue no. 1, detail of back-pillar showing erasure
of the original inscription. Karnak, Temple of
Amun, Hypostyle Hall (photo: Cardon)

BIBLIOGRAPHY

Adam and el-Shaboury, ASAE 56, pp. 49—50, pls. xvIB
(before, not after restoration as captioned), XvIIB

Barguet, Temple, pp. 77—78, n. 2

Cardon, P. D., “Amenmesse: An Egyptian Royal Head
of the Nineteenth Dynasty in the Metropolitan Mu-
seum,” MM]J 14/1979 (1980) fig. 5

Hoyningen-Huene and Steindorff, fig. p. 131

P-M I, p. 52

BIBLIOGRAPHY FOR THE HEAD

Cardon, “Amenmesse,” MM] 14/1979 (1980) pp. 5—14,
figs. 1-4, 8,9

Hayes, Scepter 11, pp. 341-342, fig. 216

Hoyningen-Huene and Steindorff, fig. pp. 134, 137

Scott, N. E., Egyptian Statues (MMA, New York, 1945;
reissued 1951, 1955, and 1959) pl. 25 (described as
Ramesses 11)

Vandier, J., Manuel d'archéologie égyptienne: 111. Les grandes
Epoques: La statuaire (Paris, 1958) pp. 394 with n. 2,
and 410 with n. 5 (described as Ramesses II), pl.
CXXVI,4

Winlock, H. E. “Recent Purchases of Egyptian Sculp-
ture,” MMAB 29 (1934) figs. pp. 181, 186

The fact that this statue was usurped was recog-
nized by Barguet. Inspection of the inscriptions in the
course of copying them confirmed this; the back-pil-
lar inscription had been erased and recarved along its
whole length to a depth of 0.5 to 0.7 cm. (Figure 1);
no traces of the earlier inscription survived. The
front of the base did not reveal the characteristic dip
in level of a usurped text. Either the text of Sety II is
original here, inscribed onto a blank surface when he
usurped the statue, or the entire base was cut back
and reinscribed anew. The inscriptions on the right
and left sides of the base may be secondary. The sur-
face on both sides is very rough; on the left side, a dip
in the level of the surface to a depth of 0.4—0.5 cm.
may suggest that original texts were erased from
here. The cartouche on the belt, minus the character-
istic tie, seems to have been erased and reinscribed

FIGURE 2
Statue no. 1, inscriptions (drawing: Yurco)
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for Sety II. The sporran text likewise is secondary;
the lines showing the pleats of the sporran have been
erased, suggesting that the whole surface has been
lowered. With the text on the standard, recutting is
more difficult to determine as a curved surface is in-
volved. The titulary now visible is entirely that of Sety
IT (cf. Gauthier, LdR III, p. 138, no. xvii—the titu-
lary, which is not usurped, is from Karnak, from the
stela between the sphinxes on the north side of the
dromos to the quay). If the standard was usurped, it
was only by cutting back the entire surface. It is pos-
sible also that the standard was not inscribed origi-
nally and that Sety II’s titulary was added to a blank
surface. (For the inscriptions on the statue, see Fig-
ure 2.)

In Adam and el-Shaboury’s photograph of the
statue prior to restoration (pl. xviB), the statue, which
possesses a high base (42.1 cm.), is shown standing on
a second block of almost the same height. One reason
for this building up of the base was perhaps to equal-
ize the total height of the statue with that of statue no.
2. Minus their heads, the present height of the statues
(including bases) is: no. 1, 197.7 cm.; no. 2, 258.4 cm.
A parallel raising of the base of a statue may be seen
at Luxor, in the First Court, where colossus no. 6o
(P-M 11, p. 312, nos. 60, 61) has a built-up base
that serves to make it the same total height as colossus
no. 61.

STATUE NO. 2

Reddish quartzite standing statue of a king (Figure
3), bearing the secondary texts of Sety I1; it is located
in the southwest quadrant of the Hypostyle Hall,
north of column seventy, facing east. The king is rep-
resented wearing a short pleated kilt with sporran,
holding a standard, the top of which is broken away,
against his left shoulder; the statue’s head is broken
off and missing. Behind the advancing left leg of the
king, the figure and titles of Queen Takhat (T3/t) are
carved in sunk relief (Figure 4). She appears wearing
a long diaphanous robe and a flat-top crown, sur-
mounted by a Mut-vulture with wings outspread and
a large uraeus-type cobra before it. In addition to the
standard uraeus on her brow, she also wears a short
wig with a sidelock falling over her left shoulder. In
her left hand she holds a lotus flower. Her present
inscription identifies her as a “king’s daughter (and)
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king’s wife.” The statue’s overall dimensions are:
258.4 X 67.5 X g5 cm.

BIBLIOGRAPHY

Adam and el-Shaboury, ASAE 56, pp. 49—50, pls. xvia
and xvIIa

Barguet, Temple, pp. 78—79, n. 2

Hoyningen-Huene and Steindorff, fig. p. 132.

Michalowski, Karnak, pl. 23

Pillet, M., Thébes: Karnak et Louxor (Paris, 1928) fig. 34

P-M 11, pp. 51-52

Robichon, C., and Varille, A., En Egypte (Paris, 1937) pl.
87

Samivel and Audrain, M., The Glory of Egypt, trans. J. E.
Manchip-White (London, 1955) pl. 34

Barguet recognized that this statue was usurped,
but the alteration of the queen’s second title has not
been noted previously. When examined closely, the
back-pillar was found to have been erased over its en-
tire inscribed surface, to a depth of 0.5-0.8 cm.; some
traces of the original version survive at a depth of

FIGURE §
Statue no. 2. Karnak, Temple of Amun, Hypostyle
Hall (photo: Cardon)
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FIGURE 5

Statue no. 2, detail of back-pillar showing erasure
of the original inscription and its surviving traces,
reading “Amun-Re, king of the gods” (photo: Car-
don)

0.7—1.0 cm. (Figure ). The sun-disk of “Son of Re,”
of the nomen, of the group “Amun-Re,” and a pos-
sible sun-disk near the top of the text, perhaps from
the original prenomen, are the deepest of the traces.
The original text faced right (south); it was 16 cm. in
width, whereas Sety II’s text is only 14 cm. wide. The
original titulary had slightly larger hieroglyphs than
those of Sety II’s inscription, and the traces suggest
that it contained fewer elements. A suggested recon-
struction of the original text is included among the
inscriptions (Figure 6).

The circular trace beneath Mry-R° of Sety II's titu-
lary may belong to Amenmesse’s prenomen [Mn-mi]-
R‘-[stp-n-R‘]. Starting with the traces below nb-t3.uw,

FIGURE 4

Statue no. 2, left side, figure of Queen Takhat
(photo: Cardon) FIGURE 6

Statue no. 2, inscriptions (drawing: Yurco)
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the original text is preserved more extensively; s3-R°¢
and a nomen may be read; the nomen is Amenmesse’s
in a variant form (see Gauthier, LdR I1I, p. 128, no.
1va). It takes up about three groups of signs. Below
the original nomen, clear traces of Imn-R*, nsw.t
ntr.w and somewhat scantier traces of nb pt mry, di ‘nh
are preserved (see Figure 5). Regarding Sety II's no-
men, it is of interest to note that only on the back-
pillar has the Seth-hieroglyph of his nomen been mu-
tilated.

The front of the base shows no clear evidence of
recutting; Sety II's texts may have been added to an
originally uninscribed surface, or alternately, the en-
tire front of the base may have been cut back, so that
none of the usual signs of usurpation would be pres-
ent. The right and left sides of the base show an un-
even surface; they may have been cut back and
completely reinscribed, or Sety II's inscriptions may
have been added to a previously unused surface.

The belt cartouche, minus the customary tie, seems
to have been recut, as shown by its lowered surface. It
has been reinscribed with Sety II's prenomen. The
surface of the inscription on the sporran shows a dip
throughout, about 0.2 cm., suggesting that it was
erased and reinscribed.

As on statue no. 1, erasure of the standard that the
king holds would be difficult to detect because of the
curving surface, but again the entire titulary is that of
Sety II and not Amenmesse’s; if usurped, it has been
recut over its entire surface.

As for the queen’s text (Figures 4, 6), of the title

muw.t mw.t(} m)the Mut-vulture was altered to Am.t

(=)

E). The surface around this group reveals about
0.3—0.35 cm. of erasure. In the altered version of the
title, the final ~ may serve as a complement for .
It belongs to the original version, however, as indi-
cated by its skewed position relative to the secondary
group Y.

STATUE NO. 3

Reddish quartzite kneeling statue of a king (Figure
7), inscribed at present with usurping texts of Sety 11,
located in the northeast quadrant of the Hypostyle
Hall, north of column four (not its original location),
facing west. The king is represented wearing a short
pleated kilt, holding an offering table. His head is
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FIGURE 7
Statue no. 3. Karnak, Temple of Amun, Hypostyle
Hall (photo: Cardon)

broken off and missing, but that he was shown wear-
ing the nemes-headcloth is certain from the traces of
the striped ends still remaining on the shoulders. The
statue’s overall dimensions are: 139.7 X 49.2 (max.)
X 98.5 cm. It resembles statue no. 6 (Figure 14) so
closely that the two may be regarded as a pair.

BIBLIOGRAPHY

Adam and el-Shaboury, ASAE 56, pp. 49—50, pls. xvic
and xvIIC

Barguet, Temple, pp. 77—78, n. 2, pl. viic

Michalowski, Karnak, pl. 21

Pillet, ASAE 24, pp. 73—74 (provenience given)

P-M I, p. 52



FIGURE 8
Statue no. g, inscriptions (drawing: Yurco)

Base: front

ang

Back-pillar

\
(A2l

Base: right side

B S ERE

29

HIESD)
\T\\\j

>oco
D™

S

Base: left side

A

Offering table
support

W
\

I]E

iz

-jo
=

That the statue had been usurped was recognized
by Barguet; reexamination of it confirmed his find-
ings. The entire text on the back-pillar has been
erased to a depth of 0.5 cm. and reinscribed for Sety
II. The surface of the text area is also quite rough,
another indicator of usurpation. No traces of the
original inscriptions were found under Sety II’s texts
(Figure 8).

Only the beginning, standard portion of the royal
titulary is preserved on the front of the base, and this
shows no evidence of having been altered. From the
preserved traces, it appears that the titulary was con-
tinued along the two sides. All that remains, however,
on each are the prenomen, nomen, and connecting
titles. On the right side, the entire original text has
been erased to a depth of 0.6—0.7 cm.; the rough sur-
face also indicates that the existing texts are usurped;
the secondary version contains the names of Sety II.

No traces of the original texts are preserved. The car-
touche on the table support reveals no traces of era-
sure; possibly it was added to a surface previously
uninscribed.

STATUE NO. 4

Reddish quartzite standing statue of a king (Figure
g), with secondary texts of Sety II superimposed over
erased inscriptions of the original king, now located
before the porch of the Second Pylon, on the north
side, facing south toward the processional axis of the
temple. The statue, which is broken off at the waist,
represents the king in a long pleated skirt with a spor-
ran; unlike statues nos. 1—3, he is wearing sandals.
Originally he was shown holding a standard against
his left shoulder, but this is now broken away almost
completely. The figure and titles of a queen are
carved in sunk relief behind the king’s left leg (Figure
10). She wears a long garment knotted just below her
right breast and a broad collar. In her left hand she
holds an “nl-sign and a lotus flower. Damage to the
statue has obliterated her crown, except for a uraeus
at the brow. Her titles are those of a chief royal wife,
but her name has been expunged utterly; originally
there was a cartouche just below her right, extended
arm, but only a trace of the oval remains. The statue’s
overall dimensions are: 141 (max. preserved) X 59.5
X 102.8 cm.

BIBLIOGRAPHY

Adam and el-Shaboury, ASAE 56, p. 49, n. 1

Legrain, Temples, p. 140 (mentions one fragment of only
one statue); fig. 38 on p. 51 (statues visible on east side
of Taharqa’s columns)

Michalowski, Karnak, pls. 10 and 13 (beside Taharga’s
column)

Pillet, ASAE 24, p. 74 (mentions fragments of two stat-
ues)
P-M 11, p. 38 (fragment of only one statue mentioned)

Scholars have hitherto not recognized that this
statue was usurped. When examined closely, the cen-
tral column of inscription on the back-pillar was
found to have been erased to a depth of 0.5 cm.; how-
ever, no traces of the original inscription are pre-
served. The surface of the cartouche on the front of
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FIGURE g
Statue no. 4. Karnak, First Court (photo: Cardon)

the base revealed a dip of 0.5 cm., and so it too has
been erased. Sety II's prenomen was inscribed here
secondarily, but no traces of the original text were
found. On the right side of the base, Sety II's text
_appears to be original; the entire surface here is very
uneven, and may have been cut back completely for
the secondary inscription, or left blank to begin with.
The inferior quality of the workmanship visible in the
carving of the hieroglyphs, by contrast with the de-
tails of the king’s costume which are certainly repre-
sentative of the original workmanship, likewise
indicates that Sety II's texts are secondary. In this re-
gard, note especially the skewed position and shape
of the nb-sign of nb-t3.wy, and the overall sloppy cut-
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FIGURE 10
Statue no. 4, left side, figure of a queen, probably
Bakt-en-werel (photo: Cardon)

ting of the signs of Sety II's nomen. The left side of
the statue seems not to have been inscribed at all.

The cartouche on the belt, minus the customary
tie, has probably been erased and reinscribed. No in-
scriptions or decoration, aside from the leopard head
and the cobras, remain on the sporran, but the sur-
face is rough, suggesting that a text situated between
the leopard head and the cobras has been expunged.
From the overall roughness of the sporran surface, it
may be surmised that the conventional representation
of the pleating has also been erased.

The standard is too fragmentary to render an esti-
mate of recutting possible, but the extant traces sug-
gest that the present titulary is entirely that of Sety II.
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FIGURE 11
Statue no. 4, inscriptions (drawing: Yurco)

It too is probably secondary, and either the entire sur-
face has been erased or else it was not inscribed origi-
nally.

The queen’s name, originally inscribed in a car-
touche below her right, extended arm, has been
erased thoroughly, leaving but a few meager traces of
the cartouche oval. The surface here reveals a dip of
0.28-0.3 cm.; the remainder of the queen’s texts,
consisting of her titles, was not touched; the depth of
the hieroglyphs is 0.3 cm., and as the cartouche was
probably cut to the same depth, it is understandable
that no traces of her name survive. A reconstruction
of her titles is included in Figure 11. The texts sug-
gest that she was the chief queen of the king whom

the statue represented originally. In accordance with
the historical interpretation offered below, I would
identify her as Bakt-en-werel, wife of Amenmesse
(see Gauthier, Ldr 111, p. 130, no. xi).

The location of this statue is alluded to by Pillet and
mentioned briefly by Legrain; the latter is quoted by
Porter-Moss. Of its location, Legrain states that it was
reerected near the place where it had been excavated.
That his reference concerns statue no. 4 is fairly cer-
tain, for he mentions only one fragment, whereas
statue no. 5 is broken into two pieces. So the proven-
ience of statue no. 4 is clearly from the area between
the porch of the second pylon and Taharqa’s colon-
nade, and statue no. 5 was probably found there also,
as is suggested by Pillet’s allusion and Legrain’s
photograph. Is this the original spot where the stat-
ues were erected? I believe not. The area of the court
where Legrain reerected statue no. 4 has been subject
to much alteration, and the fact that the left side of
the base has not been inscribed, either by Amenmesse
or by Sety II, may suggest that it was not erected
originally where Legrain’s photograph shows it, or
for that matter in the court at all. Perhaps Sety 11
moved the two statues (nos. 4 and 5) from inside the
Hypostyle Hall in conjunction with his work on the
Triple Shrine and the quay; but subsequent extensive
rearrangement of the area under the Bubastides and
Taharqa makes it difficult, if not impossible, to state
precisely where Sety 11 may have relocated them.
Note that in modern times, both statues have been
moved from beside Taharqa’s columns to their pres-
ent location (see J. Leclant, “Fouilles et travaux en
Egypte, 1957—-1960,” Orientalia n.s. 30 [1961] pl.
xxvi, fig. 14).

STATUE NO. 5

Reddish quartzite standing statue of a king with
usurping texts of Sety II, now located before the
porch of the Second Pylon, on the south side, facing
the processional axis of the temple. Like no. 4, this
statue is broken off above the waist; the surviving
portion consists of two pieces; and the whole front of
the figure is missing. The king was probably repre-
sented wearing a long pleated garment with a spor-
ran, similar to that worn by statue no. 4; the nature

23



of the break in front suggests the form of the gar-
ment. The figure of a woman holding a lotus flower
in her left hand is carved in sunk relief behind the
king’s left leg (Figure 12). Her name and titles, as well
as her upper body, are broken away completely. Over-
all measurements of the statue: 1g1.2 X 61 X 67 cm.
(maximum preserved; a certain amount of the statue
is missing from the broken area, as suggested by the
gap in the inscription on the right side).

BIBLIOGRAPHY

Adam and el-Shaboury, ASAE 56, p. 49, n. 1

Drioton, E., and Sved, E., Art égyptien (Paris, 1950) pl.
124

Legrain, Temples, p. 140 and fig. 38 on p. 51

Michalowski, Karnak, pls. 10 and 13 (in shadow of Ta-
harqa’s column)

Pillet, ASAE 24, p. 74

P-M 11, p. 38

None of the cited publications recognized that this
statue had been usurped (for the inscriptions, see Fig-
ure 13). Examination revealed that the column of text
on the back-pillar, containing the royal titulary, had
been erased to a depth of 0.4—0.6 cm. and reinscribed
for Sety II. No traces of the original inscription were
found. On the front of the base, the surface around
the vertical cartouche is too badly damaged to permit
assessment of recutting; but since the back-pillar texts
of Sety II are secondary, the same should be true of
this cartouche. The other texts on the front of the
base are conventional; they could be adapted for
either king and would not have been subject to recut-
ting. The text from the front of the base carries over
onto the right side; the area around the cartouche for
Sety II on this side seems to have been erased to a
depth of o0.75 cm. at the deepest point, making the
cartouche a secondary one. Accordingly, the part of

FIGURE 12
Statue no. 5, left side, remains of the figure of a
royal lady. Karnak, First Court (photo: Cardon)

FIGURE 13
Statue no. 5, inscriptions (drawing: Yurco)
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the text reading nir nfr s3 “Imn nsw.t bity nb t3.wy is
part of the original inscription. The epithet ntr nfr s3
’I'mn for Amenmesse is known from elsewhere (see
Ricardo Caminos, “Two Stelae in the Kurnah Temple
of Sethos 1,” in O. Firchow, ed., Agyptologische Studien
[Berlin, 1955] p. 19, for example), and it would be
particularly suitable for him, considering his nomen.
The left side of the base is now uninscribed; as is the
case with the left side of the base of statue no. 4, it
may not have been inscribed in either version. The
front of the base is too damaged to estimate whether
a text matching the one on the right side of the base
existed on the left as well. Since it is the left side of
the base, facing west, that is uninscribed, while the
side facing the porch is inscribed (and seems to have
been inscribed also in the original version), again the
possibility arises that this statue, like its complement,
no. 4, was not placed in the court originally. Perhaps
it and statue no. 4 were located, rather, along the
transverse axis of the Hypostyle Hall. Pillet indeed
found a foundation block for a third statue along the
north side of the transverse axis in a position which
would have paralleled that of the two statues north of
columns seventy and seventy-one.

Since the front of the statue is missing, the belt and
sporran with their inscriptions have not survived; nor
have the inscriptions accompanying the figure of the
woman on the left side of the statue. Her upper body
and head have also vanished with the break, so that
neither her identity nor her titles can be established,
although it is very likely that she was related to the
pharaoh whom the statue originally represented.

STATUE NO. 6

Reddish quartzite kneeling statue of a king (Figure
14), with palimpsest cartouches of Sety 1I. The king
is depicted wearing a short pleated kilt. Although his
head is missing, traces of striped lappets on the shoul-
ders show that he wore the nemes-headcloth as well as
a broad collar. The arms are broken off, but a trace
of stone on the king’s lap suggests that he held an
offering table similar to that of statue no. 3. The over-
all measurements of the statue are: 115.8 X 46.5 X
74.5 cm. (all maximum preserved). In scale, pose, and
dress, this statue is virtually a duplicate of statue no.

3 (Figure 7).

FIGURE 14
Statue no. 6. Karnak, Festival Hall of Thutmose 111
(photo: Cardon)

BIBLIOGRAPHY

Barguet, Temple, p. 178, n. 4
Michalowski, Karnak, pl. 71
P-M 11, p. 110, no. 341

The fact that this statue had been usurped was rec-
ognized by Barguet, who proposed that it originally
represented Amenmesse. Detailed inspection of the
texts on the statue (made jointly with William J. Mur-
nane in April 1977) confirmed Barguet’s suggestion.
The cartouches, but not the connecting titles, on the
back-pillar were subject to erasure and recutting by
Sety II; they show a dip to a maximum of 0.7 cm.; no
traces of the earlier king’s names survive.

On both right and left sides of the base, again the
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FIGURE 15
Statue no. 6, inscriptions (drawing: Yurco)

cartouches but not the connecting titles were erased;
in this case, however, they were not reinscribed. The
surfaces of the cartouches dip to 0.4—0.45 cm.; as the
other, unaltered parts of the inscriptions were carved
0.5—0.65 cm. in depth, traces of the original car-
touches were preserved despite the erasure. Recon-
structions are included in Figure 15,.

On the left side of the base, I would interpret the
top sign in the group preceding nb k'.w as a falcon’s
wing (A. H. Gardiner, Egyptian Grammar, 3rd ed.
[London, 1957] p. 474, sign list H 5), possibly repre-
senting the word dnh.w, “wings”; see A. Erman and
H. Grapow, eds., Wirterbuch der dgyptischen Sprache
(Leipzig, 1926—31) V, pp. 577-578.

As noted above, the scale, pose, and dress of this
statue closely parallel those of statue no. §. Since the
latter was found in a secondary context (Pillet, ASAE
24, Pp. 73—74), it should perhaps be paired with
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statue no. 6 and relocated inside the Festival Hall of
Thutmose 111, flanking the doorway into the sanctu-
ary. There is evidence that a Ramesside pharaoh—
most probably Amenmesse—enlarged the entrance
and vestibule to the Festival Hall. Barguet (Temple,
pPp- 158, 168) had realized this, but suggested that
Sety II was the king responsible. He noticed, how-
ever, that certain scenes inside the vestibule had been
usurped by Sety II from Amenmesse (ibid., p. 169, n.
2), and personal inspection of the cartouches in ques-
tion, in April 1977, confirmed his observation. Fur-
ther, the two Osiride colossi that flank the entrance to
the Festival Hall, and that Barguet (ibid., p. 158)
stated were usurped by Sety II from Thutmose III,
were in fact usurped by Sety II from Amenmesse.
Again, personal inspection of these colossi on several
occasions and under differing light conditions during
1975—77 revealed traces of Amenmesse’s nomen only,
beneath Sety II's painted version. The cartouches had
been erased to a considerable depth, however, and it
is probable that a double usurpation is involved here;
Amenmesse from Thutmose III initially (probably to
take credit for his alterations to the entrance), and
then Sety II, in paint, from Amenmesse. At least
some of the erasure visible in the cartouches was an
attempt by Sety II’s agents to destroy the traces of
Amenmesse’s name; the depth of the erasure aver-
ages 1.0 to 1.4 cm. inside the cartouches, but the un-
altered portions of the text outside the cartouches
average only 1.0 cm. in depth, while the surviving
traces of Amenmesse’s name within the cartouche lie
at a depth of 1.3 cm. (measured from the surface to
the base of the cut). Thus the evidence suggests that
Sety II removed more material from the cartouches
than would have been required to erase only Thut-
mose I1I's names, and accordingly that the cartouches
had already been usurped once, by Amenmesse, per-
haps in plaster and paint. It seems clear, therefore,
that Amenmesse executed the alterations to the en-
trance and vestibule of the Festival Hall, and he may
also have placed a pair of statues, nos. g and 6, to
flank the entrance into the sanctuary.

CONCLUSIONS

The preserved traces of the original inscriptions on
statues nos. 2 and 6 indicate that these two were dedi-
cated originally by Amenmesse and usurped later by



Sety II. As the six statues form a closely related
group—in the material of which they are fashioned,
in scale, and especially in their usurpation by Sety
II—I would propose that they were all dedicated
originally by Amenmesse. The head in the Metro-
politan Museum that matches statue no. 1 would then
depict Amenmesse’s features; it is unique in this re-
spect, for no other sculpted heads of this pharaoh are
known at present.2 The Museum’s head displays de-
tails which are not exactly paralleled in the features
of any other late Nineteenth Dynasty king.?! The pro-
posed identification should help to resolve doubts
about the identity of the head, and even those about
its authenticity that have arisen because of some of its
unique stylistic elements.

With Amenmesse established as the king who origi-
nally dedicated these statues, the related question of
their use and original location arises. As stated ear-
lier, nos. 1 and 2 seem to be positioned in their origi-
nal locations, along the north-south transverse axis of
the Hypostyle Hall.22 There is other evidence that the
transverse axis was a focal point for statues. Barguet,
on the basis of inscriptions on the adjacent columns,
proposed that Ramesses 11 had erected statues at the
point where the main and transverse axis of the hall
intersect.?? I have also suggested, using as a point of
departure Pillet’s evidence that four of the quartzite
statues were situated along the transverse axis,2* that
nos. 4 and 5 formed a pair and were originally lo-
cated inside the Hypostyle Hall. Several additional
points of evidence may be marshalled to support this
proposal, and also its corollary, that nos. 1, 2, 4, and
5 form a distinct subgroup. Although there can be no
doubt that Sety II usurped the statues, most of his

20. Heads of the other five statues in this group have not
been found. Certain reliefs at Karnak, originally decorated by
Amenmesse and usurped by Sety II, may depict Amenmesse’s
features. Unfortunately, all the heads of the king represented
in these reliefs are badly damaged or are missing completely.

21. Hayes, Scepter, 11, pp. 341-342 and fig. 216, expressed
reservations about identifying the head as Ramesses II (in spite
of earlier claims, i.e., Hoyningen-Huene and Steindorff, p. 179,
and pls. on pp. 134 and 137). More recently, my two colleagues
in New York, Cardon and Yitzhak Margowsky, both expressed
serious reservations about dating the head to the reign of Ra-
messes 11 because it displays too many stylistic features peculiar
to the late Nineteenth Dynasty.

22. The evidence presented by Pillet, ASAE 24, pp. 7374,
supports this point.

23. Barguet, Temple, p. 77, n. 2.

inscriptions on the bases of nos. 1, 2, and 4 appear to
be original, that is, not carved over an area that had
been erased, but probably onto a surface previously
left blank. For a usurping king to increase the num-
ber of inscriptions on an appropriated monument is
a well-attested phenomenon.2> The four statues also
present a certain unity as a subgroup: all are standing
figures, with standards held against the left shoulder,
and their bases show a relatively narrow range of
variation in height?¢ and width.?” Statue no. 1, resting
originally upon a built-up base, was a special case. It
probably was carved from an undersize block of stone
and another block was inserted beneath the socle so
that it would be equal in height to statue no. 2.

From these observations, it appears that statues
nos. 1, 2, 4, and 5 formed a subgroup located inside
the Hypostyle Hall, positioned north of columns sev-
enty and seventy-one on the south side, and north of
columns three and four on the north side. Accord-
ingly, statue no. g, now occupying the spot north of
column four, should probably be located with statue
no. 6, inside the Festival Hall of Thutmose 111.28

Why did Amenmesse erect four statues at this par-
ticular location on the transverse axis? First, the axis
must have been a processional route through the hall,
along with the main axis. This is indicated by the fact
that Ramesses 11, when he added his large horizontal
cartouches to the columns of his father in the north
half of the hall, had them oriented in such a manner
that anyone walking down the transverse axis would
be confronted squarely by them. Second, this was the
logical route to the temple of Ptah, located north of
the Hypostyle Hall. Another reason perhaps lies in
the observation made by Barguet that Ramesses 11

24. Pillet, ASAE 24, pp. 73-74.

25. For example, in a number of statues that Ramesses 11
and Merenptah appropriated from Amenhotep III; one of
these is discussed by Mekhitarian, CdE 31, pp. 297-298, and
fig. 28 on p. 297.

26. No. 1, 42.1 cm.; no. 2, 32 cm.; no. 4, §3.5 cm.; and no. 5,
g0 cm.

27. No. 1, 60 cm.; no. 2, 68 cm.; no. 4, 59.5 cm.; and no. 5,
61 cm.

28. The measurements suggest that they are a pair: base
height: no. 3, 27.5 cm.; no. 6, 21.2 cm.; base width: no. g, 49.1
cm.; no. 6, 44.6 cm. (estimated); width of back-pillar: no. g, 23.4
cm,; no. 6, 25.0 cm. Note also that both show clear evidence of
having portrayed the king wearing the nemes-headcloth; and
that of the six, both definitely had texts of Amenmesse carved
on their bases that were usurped by Sety II.
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had erected statues at the intersection of the trans-
verse and main axis of the hall.?® In view of Amen-
messe’s relationship to the royal family through his
mother, Takhat, a daughter of Ramesses 11, it seems
quite consistent that he should erect his own statues
in proximity to those of his illustrious ancestor. Such
a stress upon his ancestry would likewise help clarify
the reasons for the strong stylistic resemblance of the
head of statue no. 1 to the work of Ramesses 11.3

Queen Takhat’s presence on statue no. 2 provides
additional evidence for assigning this statue to Amen-
messe originally. Her title originally read “king’s
daughter (and) king’s mother” and in the element
“king’s mother” it parallels the title of Amenmesse’s
mother, Takhat, as it is written beside her represen-
tation in his tomb (Valley of the Kings, no. 10).3! Her
appearance on statue no. 2, in conjunction with these
titles, presents the first certain evidence that Amen-
messe’s mother was a royal princess. Gardiner’s sug-
gestion that Amenmesse was of royal ancestry is
thereby vindicated.’? Further, much of the doubt that
has persisted about the identification of the Queen
Takhat who is represented on Cairo statue CG 1198
with Queen Takhat, the mother of Amenmesse, is re-
moved.33

In spite of Vandier’s claim to the contrary, CG 1198
shows clear traces of usurpation.?* The back-pillar,
sporran, and belt all have unequivocal signs of alter-

29. Barguet, Temple, p. 77, n. 2.

30. For comments on this point see Cardon, “An Egyptian
Royal Head.” Such stylistic imitation may explain why for so
long it was suspected that this head might portray the features
of Ramesses I1. See also ibid., fig. 7, a granite statue of Ramesses
II from Mit-Rahineh (Memphis), for a graphic illustration of
the resemblance of this head and statue type to the work of
Ramesses I1I.

31. Gauthier, LdR 111, p. 129, no. x11.

32. Gardiner, JEA 44, p. 17.

33. Especially, Vandier, RdE 23, pp. 181-185; von Beckerath,
JEA 48, p. 70, n. 9; and L. Christophe, “La Fin de la XIXe
dynastie égyptienne,” Bibliotheca Orientalis 14 (1957) p. 10, n. 6.

34 Vandier, RdE 23, p. 182. This statue was examined on
several occasions between 1974 and 1979 by myself alone and
in the company of my colleagues, James F. Romano, William
Murnane, and Rolfe Krauss.

35. Gardiner, JEA 44, p. 17.

36. Sety II could have been the first usurper of Cairo CG
1198 or the second, following Amenmesse, in either case. Posi-
tive identification of the original dedicator is hedged with diffi-
culties. If he was Ramesses 11, no certain parallels exist for Sety
IT’s usurpation of a monument directly from him; nor are any
examples known to me of Amenmesse usurping material from
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ation of the inscriptions. The back-pillar reveals a no-
ticeable dip along its entire preserved height,
suggesting that a complete titulary has been erased
and replaced with that of Sety II. The lines indicating
the pleats of the sporran, adjacent to the column of
inscription that runs down its center, have also been
partially erased, probably in the process of removing
the original text; likewise, the cartouche oval on the
belt reveals a lower surface than the surrounding
area. The inscriptions along the sides of the back-pil-
lar are carved onto a rough surface that may have
resulted from the erasure of an earlier inscription.
The texts on the base of the statue show no clear evi-
dence of erasure, but the base may not have been in-
scribed originally, or the entire surface may have
been removed and inscribed anew (in fact, the sur-
face of the sides of the base has a rough finish, in
keeping with this possibility). As for the standards
that the king holds in both arms, their surfaces are
curved, and to establish the recutting of an entire in-
scription on such a surface is not possible. Nonethe-
less, the evidence from the back-pillar, sporran, and
belt cannot be refuted, so that the opinion of Gardi-
ner, based upon Edgerton’s notes, is fully vindicated.?
Consequently, it is proposed that Cairo statue CG
1198 was dedicated originally by either Ramesses 11
or Merenptah.’® Repeated examinations of its texts
have disclosed no traces of the original inscriptions;

Ramesses I1, although there are plenty of Sety II usurping from
Amenmesse. To Lanny Bell, however, I owe the suggestion that
Amenmesse might have usurped the statue from Ramesses 11
because of the figure on it of his mother Queen Takhat. If the
original dedicator was Merenptah, Sety II’s father, Sety II did
not usurp material from him except where Amenmesse had
first usurped or erased his name. Thus Sety II could well be the
secondary usurper of the statue but Takhat’s presence on it
adds a complication. This would make Merenptah Amen-
messe’s father, and would mean that Amenmesse, whose fre-
quent erasure or usurpation of Merenptah’s name I have
discovered in my research, turned against his father’s memory.
(Ramesses II had usurped some of the works of his father Sety
I, but on a limited scale, both in extent and geographical distri-
bution, and not from hostility toward him.) The statue cannot
be an original work of Amenmesse because Queen Takhat is
depicted with the title of king’s wife and not king’s mother, and
inspection of her inscription reveals no trace of alteration. The
queen might be more easily regarded as Merenptah’s second
principal wife (his first, Isis-nofret, having perhaps predeceased
him) than as a chief wife of Ramesses II, who it seems was out-
lived by his last-known chief wife, his daughter Bint-Anath (see
Cruz-Uribe, GM 24, pp. 30—31). Stylistically, according to Car-
don and Margowsky, Cairo CG 1198 is also more likely to be the



Sety II's agents executed their work well in this in-
stance.

With the evidence of the Karnak statue no. 2, the
objections to identifying the Queen Takhat of Cairo
CG 1198 with Amenmesse’s mother are minimized.
In reply to von Beckerath’s objection,?” Takhat is not
called “king’s mother” on Cairo CG 1198 because this
statue was dedicated originally by either Ramesses 11
or Merenptah, and Takhat would not have acquired
the title until Amenmesse’s accession.?® It can be con-
cluded with a high degree of certainty that Queen
Takhat of Karnak statue no. 2, of Cairo CG 1198,
and of the Valley of the Kings tomb no. 10% is one
and the same woman—Amenmesse’s mother—and
daughter almost certainly of Ramesses 11, and
either his chief wife, or Merenptah’s.

The identity of the queen on the Karnak statue no.
4 must be considered at this point. Her titles describe
her as “king’s great wife, mistress of the Two Lands.”
If the statue originally represented Amenmesse, as
has been proposed above, then the queen was proba-
bly Bakt-en-werel, who is attested as Amenmesse’s
chief wife in the Valley of the Kings tomb no. 10.4! It
is not surprising that on the statue her name should
be erased when Sety II usurped the piece, for her
only claim to the royal family may have been through
Amenmesse.*? What is puzzling, however, is that Sety
I1 did not substitute his own chief queen’s name in
the erased cartouche.3

A final question in regard to the queens concerns

work of Merenptah than Ramesses II. In short, Cairo CG 1198
probably represents Amenmesse’s father, but provides no deci-
sive evidence as to whether he was Ramesses II or Merenptah.

37. von Beckerath, JEA 48, p. 70, n. g.

38. As indicated above (note $6), there is no evidence that
Queen Takhat’s name or titles were altered on Cairo CG 1198.
Nor is it likely that her figure and inscriptions were added sec-
ondarily to the statue. Her figure is sculpted in the round, from
the same block of stone as the king’s. Moreover, the anticipatory
use of the title “king’s mother” has been challenged convinc-
ingly by Vandier, RdE 23, p. 185 and n. g, and more recently by
E. Wente, “Thutmose III's Accession and the Beginning of the
New Kingdom,” Journal of Near Eastern Studies 34 (1972) p. 270,
with n. 41. Even this last possible exception must now be ex-
cluded; see M. Gitton and J. Leclant, “Gottesgemahlin” in W.
Helck and E. Otto, eds., Lextkon der Agyptologie (Wiesbaden,
1976) 11, fasc. 6, col. 807, n. 25.

39. The limited space in the scene in tomb no. 10 (C. R. Lep-
sius, Denkmaeler aus Aegypten und Aethiopien . . . [Berlin, 1849—59]
III, p. 202f) may explain why Takhat has only the titles “The

the status of Takhat. On both the Karnak statue no. 2
and on Cairo CG 1198, her name was left untouched
when Sety II appropriated the statues. That his
agents were not unaware of her is suggested by the
fact that on the Karnak statue they took the time and
effort to alter her title from “king’s mother” to “king’s
wife.” Why was the name of the mother of a pharaoh
who had usurped the throne spared when the king
against whom the usurpation was aimed appropri-
ated the statue? An answer is perhaps to be found in
the status indicated by her titles. Both the Karnak
statue no. 2 and Cairo CG 1198 show that she was a
king’s daughter, and her father can be only Ramesses
I1, or much less likely, Merenptah. She had also been
at some point the chief queen of a fully legitimate
pharaoh, again either Ramesses II or Merenptah.# It
is therefore quite possible that Amenmesse used his
relationship to her and through her to Ramesses 11 in
order to claim the throne, but that she took no active
part in his attempt. If so, Sety II would have had no
special motivation to eradicate her memory, as he had
with Amenmesse; rather, he may have been moved to
respect her because she was a princess and queen of
the legitimate royal line and association with her
might therefore strengthen his own hold on the
throne, a hold that Amenmesse’s effort had rendered
rather shaky. This explanation of Takhat’s position
can only remain a theory, but it is one that suits all the
points of evidence presented by her figures and in-
scriptions and by what befell them.

Osiris, god’s mother (and) king’s mother.” In her son’s tomb,
these titles would have the greatest relevance.

40. W. Spiegelberg, “Ostraca hiératiques du Louvre,” Recueil
de Travaux 16 (1894) pp. 65—-67. An outside possibility is that
Takhat, like the son of Prince Setherkhepeshef and Nofretari
on the companion ostracon (Louvre no. 2261), was a grandchild
of Ramesses II who had been inducted into the ranks of the
king’s children.

41. Gauthier, LdR III, p. 129, no. x11.

42. Of the few inscriptions that survive with her name, none
describes her as king’s daughter or king’s sister, although in
Amenmesse’s tomb (Lepsius, Denkmaeler, 111, p. 202g), she is
shown wearing the sidelock.

43. Unless it was inscribed only in plaster and paint which
have since fallen out. There is, however, no evidence of this,
such as scoring of the surface to improve the hold of the plaster.
Note also that the erased cartouches on statue no. 6 seem not to
have been reinscribed.

44. As indicated by her titles on Cairo CG 1198. Amenmesse
and all subsequent kings are excluded.
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How then are we to interpret such a possible asso-
ciation of Takhat with Sety II in view of Tawosret’s
role as his chief queen? First, Takhat was not neces-
sarily related to Sety II as his “great wife”; on the
Cairo statue, CG 1198, that title pertained to her re-
lationship with its original owner, not Sety II. More
to the point, on the Karnak statue no. 2, where Sety
II’s agents changed her title, they altered it to “king’s
wife,” and not “king’s great wife.” Secondly, her age,
as it may be estimated, may have minimized her
threat to Queen Tawosret. An ostracon in the Louvre,
no. 666, on which she appears as a princess, may be
dated securely to year 53 of Ramesses II (1226 B.C.).#3
This would make her at least twenty-seven years old
in Sety IT’s first year of rule and in fact she was proba-

45. Spiegelberg, “Ostraca,” pp. 66—67; though undated, the
ostracon is written in the same hand as ostracon no. 2261 in the
Louvre, dated the year 53 of Ramesses II, and bears most of the
names of the royal scribes that appear on it.

46. The ostracon on which her name appears is simply a list
of princesses; it is not likely that it indicates her birth that year.

47. In Papyrus Salt 124 (J. Cerny, “Papyrus Salt 124 [Brit.
Mus. 10055]," JEA 15 [1929] p. 246, and esp. p. 255) it is stated
that Msi—generally agreed, following Cerny, to be Amen-
messe—received a complaint and fired a vizier, hardly the ac-
tion of a minor.

48. Bint-Anath, Merenptah’s elder sister, although not his
own wife, was represented on one of his statues at Luxor, while
a companion statue shows Isis-nofret, his chief queen. Bint-An-
ath’s titles on the statue reflect clearly her status both with re-
spect to Ramesses II and to Merenptah; see Cruz-Uribe, GM
24, pp- 30—31. (Contrary to Cruz-Uribe’s opinion, based on the
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bly closer to forty-five.#® She was Amenmesse’s mother,
and it is unlikely that Amenmesse was a minor when
he tried to usurp the throne.#” As daughter and
queen of one of the earlier pharaohs whose legiti-
macy was not in dispute, her importance would have
been great enough to warrant respect from Sety 1.4
If, as has been suggested, she was a daughter of Ra-
messes II, Sety II would have been able to claim a
closer line of descent from him through association
with Takhat.

The implication that Amenmesse was of royal an-
cestry, derived from the evidence presented in this
study, helps to clarify the reasons for the stress that
he placed upon his relationship to Ramesses 1I and
Sety I (Figure 16).# Amenmesse was in a position to

observation of Van Siclen III, my own inspection of the two
statues in Luxor in 197677 suggests that both were usurped
from Amenhotep III and not Ramesses II; see also Mekhitar-
ian, CdE 31, pp. 297—298 with fig. 28 on p. 297). So Bint-An-
ath’s representation is definitely contemporary with the
usurpation of the statue by Merenptah, and she was still alive at
the time, as indicated by the epithet appended after her car-
touche. On the statue, her figure and titles were carved onto
what had been an uninscribed and undecorated surface.

49. It is expressed clearly in two stelae that he dedicated in
the Gurnah temple of Sety I; see Caminos, “Two Stelae in the
Kurnah Temple,” Agyptologische Studien, pp. 17—29. The rela-
tionship is expressed also through Amenmesse’s titulary, which
will be discussed at length in my doctoral dissertation, “The
Nineteenth Dynasty after Ramesses II,” for the University of
Chicago, Department of Near Eastern Languages and Civiliza-
tions.



claim a more direct maternal line of descent from Ra-
messes II than could be claimed by Sety I1. The latter
was Ramesses II's grandson on his father’s side, but
only a great-grandson on his mother’s side, assuming
that she was Isis-nofret, the chief queen of Mer-
enptah.’® Consequently, the resemblance of the Mu-
seum’s head to the work of Ramesses II can be ex-
plained as still another manner in which Amen-
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Sasanian Seals in the Moore Collection:

Motive and Meaning
in Some Popular Subjects

CHRISTOPHER J. BRUNNER

THE coLLECTION of stamp and cylinder seals gath-
ered by Mrs. William H. Moore has been on loan to
The Metropolitan Museum of Art since 1955.! It in-
cludes a small number of Sasanian stamp seals. Al-
though these objects were published in 1940 in the
catalogue of the Moore collection, the data given
were incomplete.2 Moreover, the interpretation of
Sasanian seals has, since then, advanced considerably;
and so it is appropriate to present this small but inter-
esting corpus with full details.

The descriptions of the seals below are coordinated
with the classification scheme used in the author’s
catalogue of stamp seals in the Metropolitan Mu-
seum’s Sasanian collection.® The identifying numbers
assigned in that catalogue to various seal features are
cited in parentheses, so that quick comparison may be
made between the Moore seals and the larger body of
material. The discussion of motifs below seeks to sup-
plement and expand upon that given in the cata-
logue. One additional measurement is here introduced

A list of abbreviations is given at the end of this article.

1. The writer is grateful to Bishop Paul Moore, Jr., of the
Episcopal Diocese of New York for permission to republish the
present seals. On the collection and for examples of its mate-
rials, see Elizabeth Williams Forte, Ancient Near Eastern Seals: A
Selection of Stamp and Cylinder Seals from the Collection of Mrs. Wil-
liam H. Moore MMA, New York, 1976).

2. Gustavus A. Eisen, Ancient Oriental Cylinder and Other Seals
with a Description of the Collection of Mrs. William H. Moore, Uni-
versity of Chicago, Oriental Institute Publications, XLVII (Chi-
cago, 1940) pl. x1, pp. 155-156 (descriptions), p. 83 (inscriptions
read by E. Herzfeld and M. Sprengling).

3. See the list of abbreviations at the end of this article under
MMA and Stamp Seals.

© The Metropolitan Museum of Art, 1980
METROPOLITAN MUSEUM JOURNAL 14

for the sake of precise description. It is termed the
“proportion of the hole” and is determined by divid-
ing the lengthwise diameter of the seal’s perforation
by the full length of the seal across that diameter. The
other two measurements are of the sealing surface (its
horizontal axis by its vertical axis) and of the height
of the seal from sealing surface to back. The seals are
identified with their Metropolitan Museum accession
numbers, followed by their Moore inventory and Fi-
sen’s catalogue numbers.

ANIMALS REAL AND IMAGINED

1. L 55.49.107 (Moore 100/Eisen 112), Figure 1.
sHAPE: Ellipsoid with thick profile, somewhat elon-
gated, with tapered back (Stamp Seals, shape 11.A.2).
MATERIAL: Quartz, agate. DIMENSIONS: 16 X 12 mm.;

FIGURE 1

Profile and impression of Moore seal 100. The Met-
ropolitan Museum of Art, from the Collection of
Mrs. William H. Moore, lent by the Rt. Rev. Paul
Moore, Jr., L 55.49.107

33

[55 [
The Metropolitan Museum of Art @J&g

is collaborating with JSTOR to digitize, preserve, and extend access to ©
Metropolitan Museum Journal STOR ®

LS

www.jstor.org




FIGURE 2

Profile and impression of Moore seal 100A. The
Metropolitan Museum of Art, L 55.49.108

H. 20 mm. Proportion of the hole: .26 (6 + 23 mm.).
MOTIF: Bull zebu (Bos indicus) standing in right profile
(Stamp Seals, motif g aa). DECORATION: Border of elon-
gated beads. sTYLE: Conventional, i.e., the rendering
is clear but standardized; shape and modeling are
slightly simplified in comparison with the naturalistic
style, but details of the image are depicted accurately.
The style tends toward the devolved. paTE: Fifth to
early sixth century A.p.

2. L 55.49.108 (Moore 100A/Eisen 113), Figure 2.
sHAPE: Ellipsoid similar to no. 1 (Stamp Seals, 11.A.2).
MATERIAL: Quartz, rock crystal. DIMENSIONS: 14 X 10
mm.; H. 16 mm. Proportion of the hole: .26 (5 + 19
mm.). MOTIF: Bull zebu lodged in right profile (as in
Stamp Seals, 3 ab), with, in place of a hump, a ram’s
head in left profile. sTYLE: Conventional. pATE: Fifth
to early sixth century.

Animals furnished numerous and diverse subjects
for Sasanian art, as they had for Achaemenid and Ar-
sacid. On seals they seem to be depicted largely for
their own sake. Complex hunting scenes, such as are

4. The seal most similar in motif to the silver vessels (Pope,
pl. 256D) was the property of a noble; it bears a proper name
and, as title or honorific, the term Kay (kdy) “prince.” The more
common, crude hunt scenes on seals (see Stamp Seals, motif 2 f)
may well be mythic, rather than realistic. For hunt scenes on
silver, see Prudence O. Harper, Royal Imagery on Sasanian Silver
Vessels: A Source for the History and Culture of the Sasanian Period
(MMA, New York, 1980); and the reference below in note &.
For the reliefs, see the discussion below of Sar Mashhad, and S.
Fukai and K. Horiuchi, Tag-i-Bustan, Tokyo University Irag-
Iran Archaeological Expedition Report 10 (Tokyo, 1969—72) 1
(plates).

5. See, e.g., Sasanian Silver, nos. 31, 32, 35, 39—41.

6. More precisely, it is mythical to the eye of the modern
observer. The name sén-murw (Avestan *saéné maragho) in itself
has a quite naturalistic ring. Compare the seemingly similar
Middle Persian term fras-murw (“peacock,” in the text Xusraw ud

34

frequently found on silver vessels and sometimes ob-
served on royal reliefs, are few;* and this sparseness
may be dictated by the popular nature of seals, re-
flecting their use by an extensive range of middle-
class people, more than by the limited area of the
sealing surface. The seal-cutting profession observed
the artistic conventions of animal poses; and it is true
that animals are most often shown singly, and only
sparingly in pairs of the same or of two different an-
imals. Thus, this medium would seem to lack the
scope for intricate combinations of animal motifs and
floral elements within a geometrical frame, such as
occur on late and post-Sasanian silverware.> But the
“shorthand” patterns of knot, cross, and triskele (dis-
cussed below), whatever their further significance,
surely reflect also the Sasanian aesthetic appreciation
of animals.

Some animals on seals seem to have a purely aes-
thetic significance (e.g., peacock, pheasant, duck,
crane) or an exotic interest (elephant). Such animals
as the lion, eagle, stag, antelope, and bear held an
import easily inferred from their natural qualities.
The same may be said of the “Sén bird,” which, al-
though purely myethical, is treated with the same fa-
miliarity as a natural animal.® Such motifs as the
scorpion may be apotropaic, while others possibly
have a folkloric meaning. The crow, for example, a
beneficial scavenger and also “the cleverest of all
birds,” is often depicted; and the hare occurs, not
only alone or with family, but also between the legs of
larger quadrupeds.” But most important were the an-
imals most closely associated with human life and
most highly valued—the bull, horse, and ram. Inevi-
tably these animals acquired a religious significance
in addition to their economic one. As partners with

rédag 25; see J. M. Jamasp-Asana, Pahlavi Texts [Bombay, 1897]
I, p. 29). Etymologically the name is “spotted bird” and may be
of Avestan origin (*parSat.maragha; cf. H. W. Bailey, “To the Za-
masp-Namak 11,” BSOS 6 [1930—32] pp. 596—597); an Avestan
compound pariat.gav (“dappled cow”) is used as a man’s name
in Yast 13.96 and 127. But in Middle Persian the name fras-murw
was not more easily analyzable than sén-murw; and it was not
readily apparent that the former term contained a color desig-
nation, while the latter did not (see M. Mayrhofer, Kurzgefasstes
etymologisches Worterbuch des Altindischen (Heidelberg, 1970) 111,
fasc. 22, p. 385). Cf. another name with a color term on seal no.
7, below.

7. On the crow (Stamp Seals, motif 4 i), see the Middle Persian
Bundahisn XXIV.33, p. 155.7; trans., p. 201). A notable depic-
tion of the hare (Stamp Seals, motif 3 m) is Pirouzan 4.22; on
Pirouzan 3.4 it figures between an antelope’s legs; on a seal in a
New York collection, it is between a water buffalo’s.



man they assisted in the cosmic conflict against the
evil adversary Ahriman and his demon forces. They
were, additionally, linked with major divinities: the
bull with Mah, the moon; the horse with Xwar, the
sun; the ram with Xwarrah, Fortune. The ram was
also the preeminent sacrificial animal; and, finally, the
images of the bull and ram evoked the “watery” (and
therefore fertilizing) zodiacal signs of spring, Aries
and Taurus.® The dog and the cock, though likewise
closely associated with man and meaningful in Zo-
roastrianism, are only sparingly depicted.?

Seal no. 1 typifies the bull zebu image, defined by
the large hump, horns of moderate length, and a styl-
ized heavy dewlap. Other bovidae on seals are rare; a
water buffalo (Bubalus bubalus) occurs on B.M. EM 1
and on the seal mentioned in note 7. The domination
in Iran of Bos indicus, as opposed to the humpless,
longhorn cattle of Scythian art, may already be sig-
naled in the art of Amlash. Both types of bull occur
in the art of Persepolis; but it is Bos indicus that is de-
picted in the realistic tribute procession on the apa-
dana stairway reliefs, while the humpless bull is found
in the conventional combat motif with a lion (which
seems symbolic in intent, rather than naturalistic). In
the Arsacid period Bos indicus is shown on a bulla
from Nisa and a coin of Walgas$ I (ca. A.D. 147—-191).1°

Seal motifs utilizing knot, cross, and triskele pat-
terns place Bos indicus, visually, in its zoological con-
text and thus supplement the Middle Persian account
of animal taxonomy in Bundahiin XIII1. Bovines were

8. See further in Stamp Seals, motifs g a, b, e. The bull and
horse occur with the vehicles of their associated divinities on the
seals Gobl 7d (in Munich) and Pope, pl. 255EE (Berlin). Sheep
are allotted to fire temples in Sapur I's Ka‘ba-yi Zardusht (SKZ)
inscription from lines 24 (Middle Persian), 19 (Parthian), and
44 (Greek); see Sprengling, p. 17; on blood-sacrifices, see M.
Boyce, “Atas-zohr and Ab-zohr,” Journal of the Royal Asiatic Society
(1966) pp. 104—110. A ram forms part of an altar scene on B.M.
BD 16, Berlin 1079, and Gobl 4c(1). The ancient Iranian con-
cept of Fortune is studied especially in H. W. Bailey, Zoroastrian
Problems in the Ninth-Century Books (Oxford, 1943) pp. 1-77. The
association with it of the ram appears in the text Karnamag i
Ardasir i Pabagan, ed. E. K. Antia (Bombay, 1goo) ch. III; the
text is slightly emended by comparison with the Sahpama, V, pp.
2gof., vv. 278ff.

9. See Stamp Seals, motifs g 1, 4 c. The dog occurs chiefly with
Gayomard, the primal man (2 d, e). On Foroughi 68 two cocks
draw a vehicle; the bust above it is presumably the god Sros,
whom both the dog and cock assist (Bundahisn XXIV.48).

10. Amlash figures: R. Ghirshman, The Art of Ancient Iran
(New York, 1964) nos. 34, 40. For Bos indicus on the apadana
tribute procession reliefs, see E. F. Schmidt, Persepolis, Univer-

designated, with sheep, goats, horses, and donkeys, as
“cattle” (gospand, Avestan gaospanta) in the widest
sense of that term. But the Bundahisn more closely
affiliates bos, ovis, and capra as genera within the
“family” (kardag, lit. “division”) of grazing animals,
“tribe” (ewénag, lit. “form”) of cloven-hoofed animals.
This close relationship is expressed by a knot of alter-
nate bull and ram heads on B.M. MA 1, MMA 81, and
QAN D.25. A more general depiction of the “family”
occurs on Pirouzan 5.g; there a knot joins the heads
of a bull (large, domestic) and a stag (large, wild) on
one side, and those of a ram (small, domestic) and an
antelope (small, wild) on the other. A variety of other
combinations may be observed (see Stamp Seals, mo-
tifs 6 b, 6 ¢); some of them include a human head,
thus referring to the ends the animal kingdom serves
and hence its full meaning.

The motif of seal no. 2 shows a (so far) unique
manner of imaginatively combining the two chief
sorts of domestic, food-giving cattle. On Sasanian
seals the usual alternative to the knot, cross, or tris-
kele of heads was combination through the joining
(usually inverse to one another) of animal foreparts
(Stamp Seals, motif 6 a). This pattern seems to display
a rotational principle, as do the cross and triskele; the
knot, by contrast, is static, displaying simply a four-
way division of space. The crossing of two animals
(salient horses in MMA 189, rampant lions in Pi-
rouzan 4.10) is a sparely used method of attaining an-
other sort of static, four-cornered design.!! Of course,

sity of Chicago, Oriental Institute Publications LXVIII (Chi-
cago, 1953) I, pls. 31, 40; cf. pl. 47 and the bull-lion combat,
pls. 20, 132, 153, 165ff., etc. Nisa: M. E. Masson and G. A. Pu-
gachenkova, “Ottiski parthyanskikh pechatei iz Nisy,” Vestnik
Dreuvnei Istorii 50, no. 4 (1954) fig. 17. The coin of Walgas: D.
Sellwood, An Introduction to the Coinage of Parthia (London, 1971)
no. 84/103. For the Scythian variety of bull, see especially the
Maykop figure: E. H. Minns, Scythians and Greeks (Cambridge,
1913) p. 144; cf. a head in M. Artamonow, Goldschatz der Scythen
in der Eremitage (Prague, 1970) fig. 60. The Urartian type is
similar: B. B. Piotrovskii, Urartu: The Kingdom of Van and its Art
(London, 1967%) pl. 1 and figs. 22—25.

11. The static design might refer, but only vaguely, to the
cardinal points of the disk-shaped material world. It is tempting
to view the rotational design as symbolizing the cycle of organic
life, the determination of temporal fate by the movements of
the heavenly bodies, or (more piously) the measured elapsing
of the limited time designated for combat between good and
evil. See Bundahisn 1, V, V.A and, for the latter chapters, D. N.
MacKenzie, “Zoroastrian Astrology in the Bundahi$n,” BSOAS

27 (1964) pp. 511-529.
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FIGURE §
Profile and impression of Moore seal 148. The Met-
ropolitan Museum of Art, L 55.49.156

FIGURE 4

Impression of MMA 69. The
Metropolitan Museum of
Art, Anonymous Gift,
62.66.24

the attaching of animal protomes to projecting points
of a main figure (shoulders, tail, antlers, etc.) is quite
familiar on Luristan bronzes and, to an extent, in Scy-
thian art. For example, a stag on a gold quiver cover
in the Hermitage has a common form of stylized an-
tlers with a row of curled prongs; the rear prong ter-
minates in a ram’s head.!? If Bos indicus had occurred
in these earlier arts, it might well have been treated in
the same manner as on the present seal, except that
the added protome would probably be oriented in the
same direction as the head of the main figure; com-
pare a golden plaque showing a lion with a second
head sprouting from its back.!?

3. L 55.49.156 (Moore 148/Eisen 111), Figure 3.
sHAPE: Carved ellipsoid of thick profile, with rounded
back and large perforation (Stamp Seals, I11.A.1.a.i).
The back is shaped into five facets, which terminate
at either end in a double scroll. MATERIAL: Hematite.
DIMENSIONS: 1§ X 11 mm.; H. 14 mm. Proportion of
the hole: .41 (7 + 17 mm.). MOTIF: A fantastic animal
formed with a duck’s body and a stag’s head. suBsip-
IARY ELEMENT: A six-pointed sun-star is to the right,
a moon crescent to the left. sTyLE: Conventional.
DATE: Fifth century.

A better attested method of imaginative invention
on Sasanian seals (as compared with that on no. 2) is
the combination of different parts from different an-
imals. Such motifs seem purely whimsical in inspira-
tion, and no symbolic interpretations suggest
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themselves. These inventions would be quite distinc-
tive personal emblems, contrasting with the many
routine naturalistic motifs; for some people not of a
family entitled to a heraldic device, such original im-
ages may have been a happy alternative. The influ-
ence of grylli occurring on Roman seals is uncertain,
although a Roman model may have inspired the more
complex combination of B.M. MG 4. The closest anal-
ogy to the present seal is the duck body with ram’s
head of B.M. MG 3§; compare the cock with ram’s
head of Berlin 1486.'4 A human head may be intro-
duced into such combinations, just as it may occur in
knot motifs; a seal in the Foroughi collection joins a
human head to a cock’s body,!> while MMA 69 places
one on, apparently, a hawk’s body (Figure 4). These
imaginative creations must be carefully distinguished
from the putto, discussed below under “The Lady
and the Tulip,” who sometimes has animal features
but is almost always clearly defined by his attributes
of ring, diadem, or tulip.

PORTRAIT BUSTS

Three of the Moore seals fall within this motif cate-
gory. First may be considered an example not genu-
inely Sasanian; it is presumably of early modern
(nineteenth-century?) manufacture.

4. L 55.49.157 (Moore 149/Eisen 107), Figure 5.
SHAPE: Round ring bezel with slightly convex sur-
faces. The back edge has been cut to facilitate setting;
and it is now framed in a gold ring. Shape and pro-
portions are non-Sasanian. MATERIAL: Crypto-crystal-
line quartz. PIMENSIONS: 20 mm. diameter; g mm.
thickness. MoTIF: Male bust in right profile; it is cut in
a purplish layer of the stone, contrasting with the
lighter, reddish surface. The style of the bust is
vaguely Greco-Roman, with bare and modeled shoul-
ders. The ragged beard is non-Sasanian, but there is

12. Minns, Scythians, p. 203; Artamonow, Goldschatz der Scy-
then, fig. 234.

18. Ghirshman, Art of Ancient Iran, no. 326.

14. Also illustrated in J. Lerner, “A Note on Sasanian Har-
pies,” Iran 13 (1975) pl. 11, no. 6. For the duck, see Stamp Seals,
motif 4 f. The curved wing tips, in contrast with the cock’s blunt
ones, are characteristic. A duck’s feet are not distinguished
from a cock’s. Cf. the grazing animals, among whom the only
differentiation in feet is between the single-toe hoof of horses
and the cloven hoof of the Artiodactyla (bull, stag, ram, goat).

15. Lerner, “Sasanian Harpies,” pl. 11, no. 5.



FIGURE 5
Profile and impression of Moore seal 149. The Met-
ropolitan Museum of Art, L 55.49.157

a clumsy representation of Sasanian hairstyling and
the usual earring. sTYLE: Approximates the conven-
tional. INsCRIPTION: The most common of seal for-
mulae is imitated: *pst'n ‘L yzd’n (abestan o yazdan),
“reliance on the gods!” An attempt is made to dupli-
cate the inscriptional uncial style of Middle Persian
script, but various distortions and errors occur. The
letter “1” is added at the end of the inscription; before
it is a blurred rendering of a four-pointed sun-star.
In the Eisen catalogue, the seal was classified as Par-
thian, but the possibility that the inscription was a for-
gery was recognized.

The other two examples show normal Sasanian
busts.

5. L 55.49.158 (Moore 150/Eisen 108), Figure 6.
SHAPE: Dome (Stamp Seals, I11.A.2), unperforated.
MATERIAL: Quartz, chalcedony (cloudy). DIMENSIONS:
19 mm. diameter; H. 15 mm. MOoTIF: Male bust shown
frontally, the head in right profile (Stamp Seals, motif

FIGURE 6
Profile and impression of Moore seal 150. The Met-
ropolitan Museum of Art, L 55.49.158

1 ad). The hair is in tight curls, bound above the fore-
head and gathered at the back of the head into a
bunch on each side, only one of which is seen; cf.
MMA 171. The figure is bearded and wears a two-
bead earring. The depiction of the eye is rather un-
common. Usually the eyeball, whether shown as
round or elongated, is placed within a triangular or
oval orbit. Here a round eyeball sits within a small
concentric circle. No necklace is worn; on the shoul-
ders are shown stylized drapery folds. The lower
edge of the bust is sharply defined, being cut deeply
into the stone. A residual base is formed by three
small and simplified palmettes. sTYLE: Conventional.
SUBSIDIARY ELEMENT: Six-pointed sun-star to the
right, moon crescent to the left. INSCRIPTION: Written
in an intermediate style of Middle Persian script.

HIM O L1055 cu oD 1R IFLL A
m’hngsnsp ’pst'n yzd’n. “Mahan-Guinasp. Reliance
(on) the gods.” The carver omitted the preposition
‘L for reasons of space. The owner’s name is quite
familiar in the form Mah-Gusnasp (without the attri-
butive, and patronymic, suffix). (a) One of the sons of
Mihr-Narseh, the famous vizier for King Wahram V
(A.D. 420—438), was so named. He held the important
office of wastaryssansalar (chief of the administration
of the produce tax) throughout this reign. (b) The
name was also borne by a Sasanian Zoroastrian priest
and commentator on the scriptures, whose date is un-
known. He is cited in the Middle Persian translation
and annotation of the Avesta, Yasna 9.10 and Widewdad
3.40, 42; and is often referred to in the Nirangistan.6
pATE: Fifth century.

6. L 55.49.109 (Moore 101/Eisen 109), Figure 7.
sHAPE: Carved ellipsoid with thin profile, perforation
of moderate size (Stamp Seals, I1.B.1.i). The shape of
the back is essentially the same as on no. 3. MATERIAL:
Quartz, chalcedony (cloudy to brown). pIMENSIONS:
11 X 14 mm.; H. 18 mm. Proportion of the hole: .27
(6 + 22 mm.). MOTIF: Female bust with head in right
profile (Stamp Seals, motif 1 be). It is deeply cut at top

16. (a) See al-Tabari, Kitab Akhbar al-rusul wa’l-mulitk, ed. M.
J. de Goeje (Leiden, 1879—19o1) ser. i, 11, pp. 869.9, 870.10;
trans. T. Noldeke, Geschichte der Perser und Araber zur Zeit der
Sassaniden (Leiden, 1879) pp. 110, 112. (b) For the latter text,
see the index in S. J. Bulsara, Aérpatastin and Nirangastin (Bom-
bay, 1915); cf. E. W. West, trans., Pahlavi Texts, 1, Sacred Books
of the East, V (Oxford, 1880) p. 244.
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FIGURE 7
Profile and impression of Moore seal 101. The Met-
ropolitan Museum of Art, L 55.49.109

and bottom, thus giving a strongly convex im-
pression. The woman’s hair is in normal Sasanian
style—straight on top and bound above the forehead;
two ribbons float behind the head (see more clearly
on no. 7, below). On the sides the hair is tied into four
braids, two falling on each shoulder. The dress is
shown with slight modeling of the breasts and routine
indications of horizontal drapery folds. (Compare,
generally, MMA 6 and 57.) sTYLE: Devolved; general
accuracy is maintained, but simplified cutting tech-
niques lose detail and produce rough, schematized
features. INSCRIPTION: A somewhat clumsy execution
of the intermediate script style. It begins, abnormally,
at 12:00 on the seal margin, rather than at 5:00; this
led to a misreading of the inscription in the Eisen
catalogue.

H3  ssI5s rupddauou

hm(?)’pst’ny ‘L yzd’n. “Reliance on the gods!” In
view of the somewhat erratic execution throughout
the inscription, the first two letters could be re-
garded as the carver’s false start (reading: p’pst’ny).
But the second letter offers the possibility of reading
the adverb ham, “also, the same,” which would render
the pious phrase more emphatic. paTEe: Fifth to sixth
century.

The animal motifs discussed above have suggested
that some degree of individual expression emerged
in the popular art of seals in the Sasanian period. It is
not known to what extent such expression was pre-
determined by prospective seal-owners rather than
the seal-cutters. In any case the proliferation of Sas-
anian portrait seals (and of representations of heral-
dic devices) points to the importance of the seal
impression as a statement of the owner’s identity. The
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“Document of 1,000 Decisions” (Madiyan 7 hazar
dadistan) refers to a “document with the seal of judges
or mobads”; and an affidavit (saxwannamag) is said to
be made official by a seal.!” It seems clear from this
source that private individuals, in addition to officials,
had frequent need of seals; a great variety of contrac-
tual arrangements (e.g., business partnerships, loans,
marriage and divorce, estate settlement) would have
to have been certified. The complex family relation-
ships of Sasanian Iran no doubt gave abundant scope
for litigation; and any propertied person, in addition
to the overlapping classes of the landed aristocracy
and the clergy, would be involved in legal transactions
such as the above. There is a recurrent seal inscrip-
tion, ruwan did (“seen by [my] soul”), which seems to
refer to the witnessing function of seals as directly as
do personal names and portraits (see Stamp Seals, in-
scription 10). The artistic innovation of widespread
portraiture is not observed at Arsacid Nisa (first cen-
tury B.c.); and it presumably reflects the cumulative
impact on Sasanian Iran of Hellenistic and Roman art
as disseminated through Mesopotamia—the eco-
nomic heart of the empire and the source for much
of its administrative talent.

If a seal implies that its owner was a propertied
person, then the occurrence of female portraits is of
added interest. Such portrait seals, and other women’s
seals of the same type as no. 7 below, must usually
have belonged to chief wives. These were designated
as “authoritative” (padixsayiha) wives, and they held a
legal and social status as “the family’s mistress of the
house” (didag kadagbaniug) which sharply distin-
guished them from subordinate (fagar) wives.'® The
text of a model marriage contract in Middle Persian,
even though late, probably reflects Sasanian usage ac-
curately; it relates to a prospective “authoritative”
wife, and in it the future husband pledges to support
the woman and to maintain her “secure as mistress of
the house” (pad kadagbanigih awestwar).'® An “author-

17. The text cited is MHDa, p. 18.17ff.; Bartholomae, 1V, pp.
14, 16. For consideration of the categorization of seals as private
or official, see R. N. Frye in QAN, pp. 47-52, and R. Gobl, Die
Tonbullen vom Tacht-e Suleiman: Ein Beitrag zur spitsasanidischen
Sphragistik (Berlin, 1976). On the cutting of an official seal, see
D. N. MacKenzie in BSOAS 37 (1974) p. 472.

18. MHD, p. 67.10ff.; Bartholomae, III, p. 23. Royal female
portraits had an additional function, that of confirming the au-
thority of officials in their service. See examples in note 31.

19. West, Pahlavi Texts, 1, p. 142.5—6; D. N. MacKenzie and



itative” wife by no means attained legal equality with
her husband, any more than in her father’s house she
had been her brothers’ legal equal (see Bartholomae,
L, pp. 27ff., and V, pp. 9g—10). But, once married, she
stood in a much more complex position in regard to
property; and a seal showing her portrait or juxta-
posing her figure (or bust) with her husband’s would
clearly indicate her changed status and confirm the
promise of the marriage contract. An “authoritative”
wife—or at least one who was actually allowed to ex-
ercise some authority-would require her own, or a
joint, family seal. She might be a party to legal con-
tracts and obligations; e.g., if she took out a loan to-
gether with her husband, she could be held liable for
the entire amount (Bartholomae, I, pp. 13—14, 25—26;
II1, p. 36; IV, p. 25). The “Document of 1,000 Deci-
sions” cites a rather strong text:

When [a man] seals a decision in reference to his author-
itative wife to the effect: “I hold you as partner,” that
man’s goods become that woman’s own. They come to
that woman through that authorization, and she is em-
powered to dispense them (MHDa, p. 6.14—16; Bartho-
lomae, I, p. 27).

This statement seems to give considerable theoretical
scope for women’s economic activity; presumably it
was sometimes carried out in practice. Moreover, a
woman might gain control of property in other
ways—by a divorce settlement (the amount having al-
ready been specified in the marriage contract) or, as
a widow, from her husband’s estate.2® A woman was
also entitled, if authorized by her father, to adminis-
ter an estate as the star or legal trustee (MHD, p.
36.9—12; Bartholomae, V, p. 11). Thus it is evident
that, while fewer women than men can have entered
into legal relationships regarding real property, crops,
commercial goods, etc., those who did must have
needed and employed seals in precisely the same
manner as men.

A. G. Perikhanian, “The Model Marriage Contract in Pahlavi
with an Addendum,” K. R. Cama Oriental Institute Golden Jubilee
Volume (Bombay, 196g) p. 106. Cf. Central Asian usage in the
Sogdian marriage contract studied by V. A. Livshits, Sogdiiskie
dokumenty s gory Mug 11. Yuridicheskie dokumenty i pis’'ma (Moscow,
1962) pp. 17-45.

20. Cf. MacKenzie and Perikhanian, “Model Marriage Con-
tract,” pp. 107—108, and Bartholomae, 111, pp. 44—45.

THE LADY AND THE TULIP

7. L 55.49.155 (Moore 147/Eisen 110), Figure 8.
SHAPE: Carved ellipsoid of thick profile, with rounded
back and large perforation. (Stamp Seals, I1.A.1.a.i).
The back is carved with a design of two stemmed tu-
lips (Figure g); a similar design is found on B.M. BD
3 (p. 143 of the B.M. catalogue). MATERIAL: Quartz,
chalcedony (cloudy to brown). DIMENSIONS: 18 X 21
mm.; H. 24 mm. Proportion of the hole: .30 (9 + 30
mm.). MOTIF: A woman stands in right profile, raising
to her face a tulip which is grasped between thumb
and forefinger of the right hand (Stamp Seals, motif 1
ba). Her hair is arranged in a style similar to that on
seal no. 6. She wears a triple-bead earring. Her long
dress, flaring at the ankles, is belted at the waist; both
vertical and horizontal folds are depicted, and the
train of the dress is grasped in the woman’s left hand.
A necklace with a single large pendant is worn; and a
cloak descends over the woman’s back, only its border
being visible. A quite similar figure is on Berlin 2168
(Figure 10). sTYLE: Naturalistic; shape and contour
are carefully indicated, and an attempt is made to
show an individualistic image. INSCRIPTION: Written
in uncial style.

QU200 p mz:LAJI\’SJ.

wle'ndwhty ZY bw(l)spy. “Daughter of Warazan,
Borasp.” paTE: Fourth century. OTHER PUBLICATIONS:
Pope, pl. 256G; Gobl 12a(1).

A woman’s full name, like a man’s, consisted of a
personal name and a patronymic; their order seems
optional, but the few seals with a woman’s full name
prefer to give the patronymic first. A man’s patro-
nymic was formed of the father’s name plus the attri-
butive suffix -@n; while a woman’s was a compound of
the father’s name plus the word duxt, “daughter.” Ap-
parently the father’s title or epithet would do just as
well as his proper name. Foroughi 74 is inscribed
(g)zylptdwhty hwmtly, “Humihr, daughter of the
gazidbed” (i.e., the administrator of the gazid [Arabic
Jizyal, the empire’s head-tax). The fourth-century
B.M. seal CC 1 bears the name “Arminduxt,” literally
“daughter of Armenia,” which may be understood as
a shortening of “daughter of the Arminansah” (king
of the Armenians). The viceregal title Arminansah is
well attested in the fourth century, having been borne
by the princes Hormizd-Ardasir and Narseh before
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FIGURE 8
Profile and impression of Moore seal 147. The Met-
ropolitan Museum of Art, L 55.49.155

FIGURE g
Tulip design carved on the back of Moore
seal 147

FIGURE 10
Drawing of impressions of seals from the collection
of the Berlin Royal Museum (after Horn and Stein-
dorff, 1891)

they attained the Sasanian throne.?! The present seal
contains a patronymic with waraz (“boar”), a word
common in the Sasanian period both as a name and
as an epithet indicating courage. With the literal
“daughter of Warazan” (or “daughter of the Waraz
family”) attested here one may compare the figura-
tive sense of Warazduxt, a daughter of King Xusraw
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FIGURE 11
Profile and impression of Moore seal gg9. The Met-
ropolitan Museum of Art, L 55.49.106

II (ao.p. 591-628).22 The personal name Borasp
(“Having bay horses”) is of ancient Iranian lineage.
The Sasanian name might have been drawn from
scriptural tradition (Avestan *Bawrd.aspa, cf. the
name Borgaw, “Having bay cattle,” from scripture);
but it may equally well derive from a continuous,
secular Median tradition (cf. the hellenized Scythian
form, Béraspos).23

8. L 55.49.106 (Moore gg). The seal which at pres-
ent bears these numbers replaces the one illustrated
under Eisen 114; the latter, whose present location is
unknown, shows a spray of three tulips. Figure 11.
SHAPE: Dome (Stamp Seals, 111.A.2). MATERIAL: Quartz,
carnelian. DIMENSIONS: g X 10 mm.; H. 10 mm. Pro-
portion of the hole: .17 (2 + 12 mm.). MOTIF: A single
tulip (cf. Stamp Seals, motif 7 b). The conventional de-
piction of three visible segments of the perianth is
carefully done. Flanking the tulip from the stem are
two long, thin leaves; the stem ends in a base, from
which a ribbon rises on either side. Cf. especially Pi-
rouzan 4.30. STYLE: Conventional. pATE: Fifth to
sixth century.

The tulip, when depicted alone, may be regarded
as a purely aesthetic motif; the same seems true of

21. SKZ 23 (Middle Persian), 18 (Parthian), 40—41 (Greek);
Sprengling, p. 17. See the remains of Narseh’s Paikuli inscrip-
tion in E. Herzfeld, Paikuli (Berlin, 1921) lines 2, 6 (Middle Per-
sian).

22. Cited in F. Justi, Iranisches Namenbuch (Marburg, 189g5) p.
350, from the Armenian historian Faustus of Byzance.

23. Ibid., p. 70; J. Harmatta, Studies in the Language of the
Iranian Tribes in South Russia (Budapest, 1952) p. 41. Borgaw
occurs as a man's name in the Dénkard, p. 613.16—17; trans. M.
Molé, La Légende de Zoroastre selon les textes Pehlevis (Paris, 1967)

pp. 26—27.



other illustrations of flowers on seals or on Sasanian
stucco.?* For the Sasanian period one is dependent on
the art for indications of esteem for the tulip’s beauty,
but in Islamic Iran many literary references occur as
well. The tulip is a standard part of the Sahnama’s
springtime imagery; and the epic’s rather conven-
tional formulations may well go back to Middle Per-
sian oral literature:

&u amad bahar u zamin gast sabz

hama kith pur lala u dast sabz

hawa pur zabr u zamin pur za xvid
jahant pur az lala u Sambalid
(S‘dhndma, IV, p. 172, vv. 1987, 1993)

When spring came and the earth turned green,

All the mountains were full of tulips and the plains of
green.

The air filled with clouds and the earth with verdure,

The world was filled with tulips and fenugreek.

A demon sang to Kay Ka’os an alluring “song of
Mazandaran”:

ki dar bastan-i5 hamiSa gul-ast

ba kith andaran lala u sumbul-ast
Day u Bahman u Adar u Farwardin
ham#a pur az lala bini zamin
(§dhndma, I, p. 488, vv. 30, 35)

In whose gardens are always flowers;

On the mountains, tulips and hyacinths.

[Whether in the months] Day, Bahman, A(_iar, or Far-
wardin,

You will always see the land filled with tulips.

Apart from poetic conventions, a notable example of
the appreciation of tulips is furnished in the memoirs
of the Mughal emperor, Babur. Discussing the region
around Charikar (north of Kabul in modern Af-
ghanistan), he says:

Tulips of many colours cover these foot-hills; I once
counted them up; it came out at thirty-two or thirty-
three different sorts. We named one the Rose-scented,
because its perfume was a little like that of the red rose;
it grows by itself on Shaikh’s-plain, here and nowhere
else. The Hundred-leaved tulip is another; this grows
also by itself, at the outlet of the Ghiir-bund narrows, on
the hill-skirt below Parwan.2?

If an analogy is drawn between classical (and mod-
ern) Iranian sensibilities and those of the Sasanian

period, then the primary significance of the tulip is its
intrinsic beauty; and its primary associations are with
fertility, growth, and general prosperity. The fre-
quent occurrence on seals of woman, man, and putto
figure with a tulip likewise argues for these associa-
tions; they are in harmony with such common seal
inscriptions as abzon (“prosperity”), as well as with the
general tenor of Zoroastrian religion. The tulip
might, secondarily, be assigned specific symbolism.
Thus the Middle Persian Bundahiin names it as the
special flower of the divinity Astad (“Rectitude”), and
the Sahnama relates it to the virtue of patience.26

The depictions of the full female figure, with which
the tulip is often associated on seals, comprise an in-
volved and varied group. Without a systematic study
of them and analogous male figures, it is impossible
to identify their meanings with assurance. In spite,
however, of the rarity of evident divinities on seals
(see note 8, above), the woman standing or sitting in
right profile has been freely regarded as the goddess
Anahid. Presumably this tendency is due to Anahid’s
prominent place in the Sasanian dynastic cult, the
vivid and unique description of her in the Avesta (Yast
5. 126—129), and her undoubted Sasanian images in
other media. Of these, the earliest is on a drahm coin
of King Hormizd I (a.p. 273). His investiture is de-
picted on some reverses either with the god Mihr or
with Anahid; the latter is shown with a high crown
and, as in the Avesta description, holding the ritual
barsom bundle.?’” A more detailed image occurs on the
investiture relief of King Narseh (a.n. 293—302) at
Nagsh-i Rustam: it is Anahid, instead of the high god
Ohrmazd, who extends to the king the characteristic
ring;?® she wears typical Sasanian formal dress and a
fluted crown. Finally, the late (sixth-century) investi-
ture relief in the higher grotto at Taq-i Bustan depicts
her with a smaller coronet but with her hair all the
more prominently gathered in a bunch on top of the
head. She holds the jewel- or pearl-studded ring in

24. See Stamp Seals, motifs 7 a—c.

25. Babur-Nama (Memoirs of Babur), trans. A. S. Beveridge
(London, 1921) p. 215. The occurrence of the wild tulip in Af-
ghanistan is now rather reduced, and the flower was officially
protected under a law of the Republic of Afghanistan (1973—78).

26. Bundahisn XVI.A.2; text, p. 119.13. Sahnama 1V, p. 488,
V. 1542.

27. R. Gobl, Sasanidische Numismatik (Brunswick, 1968) nos.
36 and 37 (with Mihr), 38 (with Anahid).

28. E. F. Schmidt, Persepolis, University of Chicago, Oriental
Institute Publications, LXX (Chicago, 1g70) 11, pl. go.

41



her right hand; with the left she pours a libation from
a water-jug.?

These three illustrations imply a consistent, queenly
iconography for the goddess; and the attempt to
identify her in female figures on seals must ignore the
significant absence of a crown in the latter and their
clear similarity to the portrait seals. Such an approach
is exemplified by E. Herzfeld’s comparison of Berlin
1116 (Figure 10), showing a man, woman, and child,
with Narseh’s investiture relief; Herzfeld also found
Anahid on Berlin 2168, whose motif is nearly identi-
cal with that of no. 7 above, and even cited the double
portrait seal B.M. BB 1 for support.3® The problem
of classifying the seal images is clearly demonstrated
in Gobl, group 12: the various motifs of a woman
alone or with a child are shown, and described vari-
ously as “Anahid, Potnia Thérén [presumably mean-
ing the goddess Nanaia], goddess, queen, lady, dancer,
worshipper.” The “Anahid” is apparently no. 7 above.
The “Potnia Théron” is indeed a high noble or prin-
cess; her hair is bunched, and she holds the berib-
boned ring; above her head is a common subsidiary
motif, the moon crescent. The remaining seals, set-
ting aside the dancer, have evident elements (pose,
gesture) in common with the first two; and the basis
for distinguishing divine from human remains unde-
fined.

The rare crowned figures on Sasanian seals do not,
in fact, encourage the Anahid thesis: (a) a seal for-
merly in Milan presents an unidentified royal image;

29. Fukai and Horiuchi, Tag-i-Bustan, 11, pls. 11, 111, XX—XXXIL.

g0. F. Sarre and E. Herzfeld, Iranische Felsreliefs (Berlin,
1910) pp. 86—88. For similar approaches, see, e.g. in Pope, p.
795, and under Geneva g8. More extreme identifications of
Anahid have been made, e.g., a nude woman who is grasped by
and attends a mythic eagle on a silver plate in the Hermitage;
see V. Lukonin, Iran (Cleveland/New York, 1967) II, no. 195.

31. (a) Herzfeld, Paikuli, I, p. 75, no. 4, not inscribed. (b) R.
Curiel and P. Gignoux, “Sur une intaille sasanide du Cabinet
des Médailles de Paris,” Studia Iranica 4 (1975) pp. 41—49. She
wears a headdress with ram’s horns. This feature is associated
with the Kasan$ah Wahram but did not pertain exclusively to
his viceregal office; see Corpus Inscriptionum Iranicarum, part I11I,
vol. VI, portfolio I, ed. A.D.H. Bivar (London, 1968) pl. vi1, no.
2; C. J. Brunner, “The Chronology of the Sasanian Kusansahs,”
American Numismatic Society Museum Notes 19 (1974) p. 154. Cf.
a similar prince’s crown on a silver plate in the Hermitage: Lu-
konin, Iran, 11, no. 147; Harper, Royal Imagery, pl. 23; E. Herz-
feld, Kushano-Sasanian Coins, Memoirs of the Archaeological
Survey of India, no. 38 (Calcutta, 1938) p. 23. The queen on a
silver plate in the Walters Art Gallery, Baltimore, wears a similar
crown but with the device of a pomegranate (Sasanian Silver, no.
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(b) a seal in the Bibliothéque Nationale may show the
wife of a Sasanian Kusansah; (c) while Queen Dénag
(wife of King Ardasir I, A.p. 226—240) is shown with
a modest diadem.3! A Transoxanian queen on B.M.
BB 2 wears a distinctive, rayed crown. All are realis-
tic, secular portraits. The restrained coiffure of
Dénag may be compared with that of a royal lady on
the Barm-i Dilak relief of Wahram II (A.p. 276—293).
Apparently the queen, she is said to be identified by
an inscription as “Ardadir-Anahid, daughter of
Wahram [I].”32 Wahram 11 is noted for the depiction
of his consort beside him on coin obverses, facing him
on reverses. The queen is also shown, wearing a high
kulaf headdress, on his Sar Mashhad relief; and this
figure has recently been asserted to be Anahid.** Such
an identification ignores Sasanian conventions for the
juxtaposition of human and divine figures. The king
familiarly holds the queen’s arm, while, with his back
to her, he attends to the attacking lions. She stands,
with equal familiarity, in front of two nobles.** The
significance of this relief may more easily be found in
its literal representation than in alleged recondite
symbolism. The Hajjiabad inscription of Sapur I (a.p.
242—272), commemorating his exceptional bowshot
in the presence of his court, is a reminder of the im-
portance of prowess in the arts of hunting for royal
prestige.> The numerous hunt scenes on Sasanian
silverware further underscore this aspect of tradi-
tional Iranian ideology. Wahram is shown on the Sar
Mashhad relief as having already dispatched one an-

13), while the Kugan3ah has a lotus, and the queen on the Paris
seal a leaf cluster. The Paris seal belonged to the chief ambas-
sador (mahist fréstamag) of King Sapur 111 (a.p. 383—388), who
bore the honorific title “Sﬁpﬁr [is] dear to the gods” (Yazdan-
friy-Sapir). (c) Leningrad 2; Lukonin, Iran, 11, no. 59. The seal
belonged to the queen’s personal eunuch; another eunuch’s
seal, in a New York private collection, similarly bears the por-
trait of his mistress.

32. W. Hinz, Altiranische Funde und Forschungen (Berlin, 1969)
p. 218; see pls. 136, 137, 139. Cf. also the royal female portrait
busts on silver vessels; see P. O. Harper, “Sasanian Medallion
Bowls with Human Busts,” Near Eastern Numismatics, Iconogra-
phy, Epigraphy, and History: Studies in Honor of George C. Miles
(Beirut, 1974) pp. 61-81.

33. Gobl, Sasanidische Numismatik, nos. 58, 59, 63—71. L.
Trumpelmann, Iranische Denkmiler, Lieferung 5, Reihe II, A.
Das sasanidische Felsrelief von Sar Mashad (Berlin, 1975).

34. These are variously identified; cf. Trumpelmann, Sar
Mashad, and Hinz, Funde, pp. 215—216.

35. Ed. and trans. H. S. Nyberg, “Hajjiabad-Inskriften,” @st
og Vest ... A. Christensen (Copenhagen, 1945) pp. 62—74. See
also references above in note 4.



FIGURE 12

Impression of MMA g3. The
Metropolitan Museum of Art,
Purchase, 86.11.43

imal, as is often the case with the image of a king on
silverware. In the presence of the queen and an ab-
breviated court he delivers a full-armed descending
cutting stroke, and this too is a convention familiar in
the art of silverware.’¢ The presence of the queen
would emphasize her importance and so be in har-
mony with Wahram’s coins.

One suggested basis for viewing at least some of the
ladies on seals as the queenly Anahid is the presence
of an enclosing pillared arch (Figure 12; see, e.g.,
A.D.H. Bivar in B.M,, p. 25). While this detail is sig-
nificant, it occurs on only seven of the eighty-six seals
listed below and cannot outweigh the considerable
continuity between the female images. The arch is
otherwise observed on seals as framing a fire altar,
with or without attending priests (Gobl 4b); clearly, in
this context, it indicates a temple. The arch is also
found on the problematic B.M. BE g, which shows a
nude, hirsute male figure walking in right profile and
carrying a stylized tulip or plant. This image is proba-
bly a variant of the putto (Stamp Seals, motif 2a), who
usually occurs in this pose and shares with the woman
the attributes of ring or tulip. His arch probably has
the same significance as the lady’s. It might designate
the house of which she is mistress;3? this would not be

36. See the Hermitage plate mentioned in note g1(b); also
Lukonin, Iran, 11, no. 148, and Harper, Royal Imagery, pl. 24;
and two British Museum plates: O. M. Dalton, The Treasure of
the Oxus (London, 1go5) pl. xx1v, and Harper, Royal Imagery, pl.
25; and Harper, Royal Imagery, pl. 13. Preparation for the stroke
is shown in a scene of a zebu hunt on a plate in a New York
collection; the king’s right arm is upswept as he reaches for the
charging bull’s horn with his left (Harper, Royal Imagery, pl. 26).

37- The arches which figure in the festive “wine and song”
motifs of Sasanian silver bottles and other vessels are certainly
most easily interpreted as a family estate house. See, e.g., the
note on the Kalar Dasht bottle in the Tehran museum, “Bou-
teille d’argent sasanide,” Athar-¢ fran 3 (1938) pp. 291—300 and
Lukonin, Iran, 11, nos. 183—19o. Cf. the related imagery with-
out arches in Sasanian Silver, nos. 17—23. See discussion in R.
Ettinghausen, From Byzantium to Sasanian Iran and the Islamic

inconsistent with the interpretation of the woman as
praying, for it could be an apt illustration of a
woman’s kadagbanigih to show her reciting the “grace
before meals” (baj 7 nan).%8 Or if her prayer is for off-
spring, as is here suggested, then the context of the
house which seeks the blessing is as appropriate as
that of the temple which receives an offering.

The woman is occasionally seen to pray explicitly
with hands raised in the manner of priests; cf. Berlin
1094, Berlin 1098 (Figure 10), and perhaps B.M. CC
13 with the men of B.M. BD series. The armed bust
of B.M. BA 6 is clearer; it seems a compromise be-
tween the simple portrait (which does not specify, in
itself, any pious context) and the full-length figure.
The woman extends her hands, palms upward, and is
accompanied by an inscription: “I invoke you for the
name of Mnwl-Nana; my hands are yours” (or “my
Fortune is yours”).3® This seems clearly a prayer for
bearing children. Another invocation occurs on B.M.
CC 5: the woman holding a tulip is named as Ro3n-
Pand, and there follows the phrase “may the god be
mindful” (yazd andeésad). Such inscriptions seem to
sharpen the message intended, in contrast to the
rather general “reliance on the gods” (abestan o
yazdan) which is found so abundantly. The latter
could also express the hope for offspring, but addi-
tional meanings are conceivable—for example, the
pledging of true witness.

The pose with a tulip is itself unhelpful to the
Anaihid theory. The gesture is a generalized one, not
restricted to women, which expresses salutation or
propitiation directed to a partner or superior. The
gesture may be religious; compare the offering and
exchange of flowers in the Zoroastrian afrinagan
rites.4® But it also has a wider social function. Thus

World (Leiden, 1972) pp. 3—10; and the Anahid interpretation
in C. Trever, “A propos des temples de la déesse Anahita en
Iran Sassanide,” Iranica Antiqua 7 (1967) pp. 121-133.

38. See Mary Boyce and Firoze Kotwal, “Zoroastrian Baj and
Dron—I1,” BSOAS 34 (1971) pp. 298—299.

39. Xwaném 6 té pad nam mnwl(?) nana um dast/xwarrah t5; cf.
A.D.H. Bivar’s discussion. The verb xwandan regularly trans-
lates Avestan zba, “invoke,” and establishes prayerful intent. Cf.
a somewhat different construction in the Middle Persian trans-
lation of Yasna 15.1: Pad h xtisn . . . amahrspandan pad an weh
nék nam xwaném, “according to doctrine ... I invoke the
Amahrspands by those good, beautiful names” (ed. B. N. Dhab-
har, Pahlavi Yasna and Vispered [Bombay, 1949] p. 89).

40. See . J. Modi, The Religious Ceremonies and Customs of the

Parsees (Bombay, 1937) pp- 373—377-
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FIGURE 13

Impression of MMA 25,
The Metropolitan Mu-
seum of Art, Rogers
Fund, 22.139.41

the queen at Barm-i Dilak is saluted by a prince who
raises toward her a flower (possibly, but not certainly,
a tulip). The front-rank nobles attending Sapur I on
the Darab relief hold flowers or sprigs of plants be-
tween thumb and forefinger in the conventional man-
ner.%! On seals, the lone noble of MMA 25 (Figure 13)
makes the same gesture, as does the armed bust of
QAN D .48. A man may make the gesture in a domes-
tic context, e.g., reclining on a couch (Leningrad 132,
B.M. BE 4)#2 or holding a ring in his other hand (For-
oughi 73, inscribed “Babé; reliance on the gods”).
Thus, whether explicitly praying or holding a tulip,
the woman is shown in a manner that has analogies in
quite human and male figures.

If no attribute defines the lady with tulip as
Aniahid, her meaning must be determined from the
sum of her seal imagery. The following table, chart,
and catalogue organize the data for eighty-six pub-
lished seals. These show the following features:

(a) The woman may occur alone (57 examples),
with one or more children (g), juxtaposed with a man
(19), or with both man and child (1). See examples in
Figure 10.

(b) When a man is not present, the woman may (i)
stand in right profile, against a plain background (42)
or within an arch (6), or (ii) sit in profile (plain back-
ground, 7; arch, 1). One example is a bust with head
in profile. Accompanying a man, the woman may also
be found in left profile (e.g., MMA 44, Figure 14).

(c) The woman always wears “formal” dress, as on
no. 7, above.

(d) She is usually characterized by a comotif, sub-

41. L. Trumpelmann, Iranische Denkmiler, Lieferung 6, Reihe
11, B. Das sasanidische Felsrelief von Darab (Berlin, 1975) pls. 1, 11.

42. Cf. Gobl, no. 16a(2), where the reclining man simply
makes a gesture, his hand raised and held palm inward.
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FIGURE 14
Impression of MMA 44. The Metropolitan Museum
of Art, Purchase, 93.17.42

FIGURE 15
Impression of MMA 100. The Metropolitan Mu-
seum of Art, X.305.3

motif, or accessory. By comotif is simply meant a
man. By submotif is meant a nonhuman image which
may occur on other seals as principal motif. Of these
there are, essentially, four: (i) The ring, with or with-
out ribbons (e.g. Figure 10, and MMA 100, Figure
15), or the scarf tied into a diadem. On less well exe-
cuted seals, the latter is not easily distinguishable
from the ring. (ii) The tulip, usually one, but occa-
sionally two or in a spray with the ring. (iii) The ges-
ture of the raised hand. Normally the palm is raised
in prayer or outward in salute. The handclasp be-
tween man and woman (Berlin 1110, Figure 10) may
be regarded as an allomorph of the gesture. (iv) The
leafy branch, a very general vegetal motif, parallel to
the tulip. Accessories are images which are not seen
to occur on other seals as principal motif. These are:
(i) one or two children; (ii) the couch (either or both
accessories occur in association with the tulip, ring,
and gesture); and (iii) an object here designated as a



“parasol”; it is held up by a man and woman together
and perhaps was a ritual object of the wedding festiv-
ities. (On B.M. CG 4 it is seen in a context of danc-
ing.)

(e) Inscribed seals which show a woman or woman
and child usually bear a woman’s name. The motif
thus appears to be especially appropriate to women,
which would not necessarily be the case if the figure
were Anahid.

The table at the right gives the overall frequency of
this imagery.

The chart below shows the parallelism (substituta-
bility) of the submotifs. Vertical relationships indicate
the thematic overlap between complex combinations,
while the horizontal levels align element combina-
tions that are similar in complexity. Each box cites the
motif or accessory elements which are present in a
depiction in addition to the posed woman; accessories
are distinguished by parentheses.

no attribute

I tulip I

2 tulips

woman

seals with alone gl;l;: total

submotif tulip 41 5 46
gesture 12 3 15
hands clasped - 4 4
ring 8 6 14
branch 2 1 3

accessory child 9 1 10
couch 1 4 5
parasol - 3 3

no attribute 2 - 2

l (child) I

‘ gesture I

|

l tulip + man I

| hands + man I
I

l
| tulip + child I

L(child) + gesture I I gesture + man 1

| hands + man + culip | | tulip + man + (couch) | [ eulip + (child) + ring |

I (child) + gesture + man I

l tulip + (child) + ring + (couch) l

Lbranch + man + (parasol) ]

l ring + (couch) + man—l [gesture + man + (couch)1

I man + (parasol)] l (child) + ring—l l

ring + maﬂ

| branch l

Irinz|
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The catalogue below indicates the precise distribu-
tion of submotifs and accessories. Except where
noted, the woman is shown standing and against a
plain background. Inscriptions are given in parenthe-
ses; and the abbreviation “r.0.g.” is used for the for-
mula “reliance on the gods.”

The close relationship between the tulip, ring, and
gesture submotifs is notable. They occur in common
to bind together man and woman, and they are fur-
ther associated as principal motifs. On Foroughi 209
the ring is enclosed in a diadem, which in turn is
wreathed with five tulips (compare the inscription,

ANS B.j5 (“Farnbag”). Berlin 1097 (“r.0.g."), 1099, 1100, 1101 (hwy), 1102,
2168 (“Mardoe”). Birmingham 82. B.M. CC 2 (effaced), g (smzn’y), 4
(“Dast-Adur the mage”), 5 (“Rodn-Pand. May the god be mindful”), 6
(“righteousness”), 7, 8, 11, 1. Foroughi 74 (see above). Louvre A.1428,
1429. MMA 122, 141. Moore no. 7 (see above). Within arch: B.M. CB 1
(“Pérozduxt, Mihr-Sarénan-nazd[?]"#). Ghirshman, pl. xxxix/z2. Sitting:
B.M. CD 3 (“Bozan”), 5, 6. Gobl 12a(8—10, the last is inscribed). Leningrad
182. Sitting within arch: MMA g3. Holding two tulips: B.M. CA 4, 5: CC
9, 12. MMA 134. With child: B.M. CC 1 (“Arminduxt”).

Pirouzan 5.6, 5.7 (both “r.0.g.”). Busts: Foroughi 80.# With couch (both
holding tulips, sitting): MMA 44.

With children: Berlin 1115 (“Gu3nasp Anahid”). With child and couch
(sitting): B.M. CD 1 (“Hupand, r.o.g.”).

B.M. CG 4. Louvre A.1432. Mordtmann, pl. /55 (“r.0.g.”). Pope, pl. 256
pp. With couch (both sitting): B.M. CF 2 (“Mihriahag [and] Anagduxt.

ANS C.2 (“seal of Bag¢[ihr]”). Foroughi 76 (“Spandarmad the pious”
[klpkwny]). Gobl 12a(2) with a short inscription. Leningrad 115 (“right-
eousness [is] best”). Mordtmann, pl. 11/84 (“true”). With child: Gébl 12b(1)

ANS D.2 (“protection in the gods”). Berlin 1094, 1098 (“Wahram, r.o.g."),
2157(?). B.M. CA 2 Cydwdy BRH bwtydy), CE 1. Louvre D.253(?). Mordt-
mann, pl. /28 (“Adur-Sapar”). Within arch: Louvre A.1481. Bust with
arms: B.M. BA 6 (see above). With child: Thomas, nos. 53, 54 (both, now

Gobl 17a(3) with inscription. With child: Berlin 1116 (proper name plus
“there is reliance” [’pst'n *YT]). With couch (the man sitting): B.M. CF 1

Berlin 1110 (“Ohrmazd Wahman Kohzad”), 1112. Busts: Gobl 17a(2).

B.M. CC 10 (or tulip). Within arch: Geneva ¢8.

tulip
tulip + man
tulip + man + hands  B.M. CG6.
tulip + ring
man + ring
The gods!”). MMA 100.
ring
with inscription.
gesture
lost, were inscribed).
man + gesture
(“r.o.g.”).
man + hands
branch
branch + man With parasol: Foroughi 62.
man

no attribute

With parasol: Berlin 265, 1111.

Within arch: B.M. CB 2. MMA 121. With child (sitting): B.M. CD 2. Gébl
12b(4). Mordtmann, pl. m/26. (“Tirdad the scribe”).

43. The reading suggested here for the word after the pa-
tronymic is mtrs(l)y(n)’nzd(y), possibly a legal term meaning
“next of kin of the Mihr-Sarén family.” It would be formed by
analogy with the term nabanazdist, “next of kin,” which renders

46

Avestan nabanazdista in Yasna 1.18, etc. Such a term might indi-
cate that the owner of the seal was acting as trustee (stir) in the
administration of an estate. As observed above, a woman could
perform this function with her father’s permission; thus the



FIGURE 16

Impression of MMA 39.
The Metropolitan Museum
of Art, Purchase, 86.11.44

the proper name “Raymad,” with Stamp Seals, inscrip-
tion 25). This seal recalls the ring wreathed with tu-
lips on B.M. CD 1 which is grasped by a child held by
a woman on a couch. On MMA 39 (Figure 16) the
diadem occurs with three tulips and a fourth replac-
ing the ring in the center. The spray of five appears
again on B.M. CH 7, but within the diadem a right
hand makes the gesture of salute with thumb and
forefinger touching. The gesture often occurs as the
sole motif or is further specified by the tulip. Usually
the left hand is shown, with palm out (e.g., B.M. CH
series and MMA 49, Figure 17). But examples with
the right hand do occur, e.g., Foroughi 56 and 57. The
latter shows two tulips and bears the interesting in-
scription “true perception” (boy 7 rast).

Through these submotifs the depiction of the
woman alone or with a child is closely interrelated
with that of a man and woman, a type commonly
thought to represent a matrimonial scene. The shar-
ing of a ring by a man and woman seems analogous
in meaning to the royal investiture reliefs of Ardasir
I, Sépﬁr I, Wahram II, and Narseh, in which a divin-
ity holds out a ring to the king. The coins of Wahram
IT show the ring grasped either by a young prince (on
the obverse) or by the queen or both queen and
prince (on the reverse).*> Already the Parthian stele
from Susa establishes the authentic authority of the

presence of the patronymic on this seal could have legal signifi-
cance.

44. The inscription is bwhtlwb()n wihi(n) ... mty, ie., a
proper name: . .. -Mihr, plus the honorific “of saved soul [is]
Wahram.” The same honorific was given to the priest Kirdér by
Wahram 11, presumably in pious remembrance of Wahram I
(Ka‘ba-yi Zardusht inscription, line g); Sprengling, p. 51, gives
the translation usually followed; cf. P. Gignoux, “L’Inscription
de Kartir a Sar Mashad,” Journal Asiatique 256 (1968) pp. 394,
413. This term, in fact, parallels anésruwan, “of immortal soul,
deceased,” used as a simple adjective in the Persepolis funerary
column inscription (J. de Menasce, “Inscriptions pehlevies en
écriture cursive,” Journal Asiatique 244 (1956) p. 429.

FIGURE 17

Impression of MMA 49.
The Metropolitan Museum
of Art, Dodge Fund,
36.106.5

satrap, Xwasak, by presenting him as receiving a ring
from the king; and the reclining ruler shown at Tang-
i Sarwak prominently displays a ring.#® All these
situations have in common the delegation of (or
succession to) authority; hence the ring may be re-
garded as most immediately expressing the notion of
contract (mihr) involved in each case: between god
and king, king and prince or official, and husband
and wife. The idea of “Fortune” (xwarrah) may well
be associated with these situations (especially with re-
gard to the king); but its symbolization seems limited
to animal forms. These are the hawk (see the Avestan
Yast 19.35—38; it is also a form of the god Varathraghna,
“Victoriousness,” in Yast 14.19) and the ram (in the
Middle Persian Karnamag i Ardasir 1 Pabagan). It is not
clearly manifest in these scenes.

If depictions of a man and woman on seals com-
memorate a marriage and perhaps seek divine bless-
ing on the union, they also seem intended for use by
either husband or wife, since they may bear the
names of both. A woman’s own seal, showing her in a
context of prayer and offering, should signify an as-
pect of marriage that is her special concern. This can
scarcely be anything but the safe bearing of male off-
spring.#’ As in traditional Islamic societies, the wife
needed sons to secure the marriage and fulfill the ex-
pectations of the husband and his family. Only as a

45. Gobl, Sasanidische Numismatik, nos. 67—71.

46. R. Ghirshman, “Un Bas-relief d’Artaban V avec inscrip-
tion en pehlvi arsacide,” Monuments Piot 44 (1950) pp. 97ff.;
idem, Iran, Parthians and S (London, 1962) fig. 70; W.
B. Henning, “The Monuments and Inscriptions of Tang-i Sar-

47. Cf. D. Menant’s observation regarding the Parsis: “Le but
du mariage étant d’avoir des enfants, plus l'alliance est féconde,
plus elle est heureuse” (Les Parsis: Histoire des communautés zo-
roastriennes de I'Inde [Paris, 1898] p. 115). On the preference for
sons, see Firoze M. P. Kotwal, The Supplementary Texts to the Sayest
Né-Sayest (Copenhagen, 196g) XII.14. The menace to pregnant
women from demons is implied in the same text, XII.11-13.

47



mother could her role as authoritative wife be suc-
cessful and her status and future security guaranteed.
The frequency of the “lady and tulip” motif would
thus be quite natural, and the depiction of a child
with her would add the element of thanksgiving for
past blessings. Such a brief inscription as “may the
god be mindful” (B.M. CC 5) would be quite explicit
in this context.

It is a familiar Zoroastrian dictum that marriage is
preferable to nonmarriage (Widewdad 4.47). The so-
cial pressure to produce offspring is expressed in, for
example, the prayer: “May [the day] Frawardin give
you offspring who will carry the name of the lineage”;
and since the virtuous deeds of the children bring
merit to the parents, one is exhorted “to be active in
the begetting of children.”#® Pressure was greater on
a woman:

A man, if he does not take a wife, is not a “mortal” sin-
ner. A woman, if she does not take a husband, does be-
come a “mortal” sinner. Because, except by her
intercourse with a man, a woman has no offspring; and
no lineage proceeds from her. But when a man not in
contact with a woman recites the Avesta (as it is stated in
the Widéwdad), a lineage to the Future Body issues
forth.+°

Thus a man’s ultimate duty in the situation of cosmic
conflict envisaged by Zoroastrian tradition could be
fulfilled ritually, as well as by proxy; but a woman’s
accomplishment of duty rested with the fact of child-
bearing. The “Document of 1,000 Decisions,” with its
careful enumeration of cases and rulings relating to
marriage, inheritance, and other aspects of family
life, illustrates the legalistic aspect of the concern in
Sasanian times for the stability of the family and the
continuity of the lineage. The close involvement in
this concern of a woman’s ambition and self-esteem

48. Ibid., XXII.19 and XII.15.

49. Sayast-nz-sayast X.19, here slightly revised from the trans-
lation of J. C. Tavadia (Hamburg, 1930) p. 136. A systematic
study remains to be made of changes in the status of Zoroas-
trian women and of matrimonial mores between the Sasanian
period and the eighth to ninth centuries A.p., when most of the
Pahlavi texts were compiled. The idea of a wife’s punishment in
hell by a hedgehog, for instance, “if she withholds herself and
bites” (ka gazisn bé kunéd ud abaz awistéd), is clearly old. It occurs
in the Middle Persian Yasna 53.7 (just quoted) and Deénkard 1X,
11, p. 806.8ff.; trans. West, Pahlavi Texts, IV, p. 205; from this
scriptural tradition it entered Arda Wiraz Namag LXX (ed. and
trans. Destur Hoshangji Jamaspji Asa and Martin Haug [Bom-
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FIGURE 18

Impression of MMA 174. The Metropolitan Mu-
seum of Art, Purchase, 86.11.41

FIGURE 19
Impression of MMA 60. The Metropolitan Museum
of Art, Purchase, 93.17.40

may reasonably be viewed in the whole body of seals
for which the “lady and tulip” theme is typical; their
flashes of ritual and fragments of prayers are not in-
compatible with the frequentation of saints’ shrines
by women in modern Iran and Afghanistan.
Apparently associated with the whole category of
“marriage contract” motifs is the putto. This variable
figure (immature or adult, human or half bird or with
animal hair) is usually consistent in his pose. He walks
in right profile, bearing a tulip, ring (usually with rib-
bons), or diadem (Figures 18, 19).5° Whether viewed
as a mythical messenger or a guardian spirit (frawahr)
of the unborn son, he may be understood to carry the
symbol of the marriage compact divinely blessed with
the promise of offspring. The putto seems, interest-
ingly, to have an affinity for the motif of Gayémard,
the primal man (Stamp Seals, motifs 2 d, e). The latter
is an ithyphallic, semianimal figure, who may occur

bay/London, 1872]). But the power of a man to marry his sister
or daughter by force is a later innovation (B. T. Anklesaria, The
Pahlavi Rivayat of Aturfarnbag and Farnbag-Sro5 [Bombay, 196g]
I, pp. 206—207; the translation in vol. II, p. 56, is evasive). The
Sayast passage probably represents an old tradition developed
on the narrow basis of Widéwdad 18.46—51 (see Tavadia’s com-
ment, Sayast-né-iayast, p. 136).

50. Stamp Seals, motif 2 a. See B.M. BK 6,7 for the part-bird
figures, MMA 60 (Figure 19) for one with animal hair. Cf. the
Victory figure on Parthian coins and sealings, who apparently
may bestow a ring instead of the more usual diadem (Masson
and Pugachenkova, “Ottiski,” nos. 42, 45).



FIGURE 20
Impression of MMA 114. The Metropolitan Mu-
seum of Art, Purchase, g3.17.7

FIGURE 21
Impression of MMA 778. The Metropolitan Museum
of Art, Rogers Fund, 36.30.23

alone, with a dog (Figure 20), or in group scenes in-
volving animals and a dancing human couple (Figure
21). One might view all these as having eschatological
meaning. Yet primal man, the ultimate source of all
human life, may also have been a fit person to invoke
for fertility. The occurrence together of both putto
and Gayomard motifs on MMA 60 would then share
a common motivation.

The motif of the dancer (Stamp Seals, motif 1 bb,
Figure 22) occurs sparingly on seals; and she too has
been termed “Anahid.” She is depicted (a) alone; (b)
nude or in tight, transparent garments, but also in
formal dress (as also on silver vessels); (c) in motion;
(d) carrying a long scarf above the head or else a
flower (on Foroughi 75). This seems to be a man’s mo-
tif; at any rate B.M. CA 1 carries the name “Buxt-
Sapur.” The few examples (see also B.M. CB 3, 4 and
Leningrad 113, 114) can be compared with the much
more complex and varied images on silver vessels.
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ANS—Gerd Gropp, “Some Sasanian Clay Bullae and
Seal Stones,” The American Numismatic Society Mu-
seum Notes 19 (1974) Pp- 119—144

Avesta—K. F. Geldner, ed., Avesta: The Sacred Books of the
Parsis (Stuttgart, 1891—g6) 3 vols.

Bartholomae—C. Bartholomae, “Zum sasanidischen
Recht,” parts 1-V, in Sitzungsberichte der Heidelberger
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The general theme which emerges both from these
seals and from the silver vessels would be in harmony
with the marriage motifs, although it probably ap-
plied to all festive occasions.

B.M.—A.D.H. Bivar, Catalogue of the Western Asiatic Seals
in the British Museum. Stamp Seals: 11. The Sassanian
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1971)
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The Fudo Myo-6 from the Packard Collection:

A Study during Restoration

BARBRA TERI OKADA

in collaboration with KANYA TSUJIMOTO

IN THE RECENTLY ACQUIRED Harry G. C. Packard
Collection of Asian Art at the Metropolitan Museum
is a wood statue of the powerful Buddhist deity called
Fudo Myo-6 (Sanskrit: Acalagra Vidyaraja). It is the
object of this paper to investigate the origin, iconog-
raphy, stylistic development, and construction of the
sculpture, and to compare it with similar figures, in
order to determine its date.

HISTORICAL BACKGROUND

Fudé My6-6 was introduced into the Japanese
Buddhist pantheon in the ninth century, at the begin-
ning of the Heian period (a.p. 794—1185). His origins
may be traced to India, where he was known in Hin-
duism as Shiva or Acala, “The Immovable One.” In
the eighth century, Fud6 appears in Chinese Bud-
dhist iconography associated with the Chen-yen or
Mi-chiao sect, which incorporated much of the magic
ritual and spells of India’s Tantric Buddhism.

In 804 the Japanese monk Kukai, also known as
Ko6bo Daishi (774—835), visited China to further his
studies of Buddhism. Shortly after his arrival in
Ch’ang-an, he met the master Hui-kuo (746—805),
who immediately accepted him as a disciple. For the
next two years, Hui-kuo imparted to his pupil all the
secrets of the mikkyo, or esoteric form of Buddhism,
known in Japan as Shingon (Sanskrit: Mantrayana),
or the “True Word.”

Kikai returned to Japan in 806, following Hui-
kuo’s death, bringing with him all the basic textual

© The Metropolitan Museum of Art, 1980
METROPOLITAN MUSEUM JOURNAL 14

and iconographical material necessary to transmit
Shingon tenets. Among the documents and paintings
he carried back were drawings by the painter Li-chen
and ten other artists, as well as many ritual objects.
Art, using strong colors and imagery, became the pri-
mary vehicle by which Shingon beliefs were trans-
mitted.!

By the first quarter of the ninth century, there were
several forms of exoteric Buddhism that centered
their doctrines on Shakyamuni, the historical Bud-
dha. Esoteric Buddhism, however, secretly transmit-
ted to initiates only, claimed that Shakyamuni was but
one aspect of the all-encompassing esoteric deity
known as Vairocana Buddha (Japanese: Dainichi
Nyorai). Shingon also differed from the more grad-
ual approach inherent in exoteric Buddhism by ad-
vocating the possibility of enlightenment in one
lifetime. Both the philosophical and visual grandeur
of this dynamic religion, as well as the offer of quick
salvation for those willing to earn it, appealed to the
sensitivities of Heian Japan, and Shingon rapidly took
root.

Included in the material that Kiikai brought back
from China were the two basic schemata, or manda-
las, that embodied all the religious concepts of the
Shingon sect. They demonstrated visually different

1. “The abbot informed me that the Esoteric Buddhist scrip-
tures are so abstruse that their meaning cannot be conveyed
except through art” (“A Memorial Presenting a List of Newly
Imported Sitras and Other Items,” Kobo Daishi Zensha, in Yoshi-
to S. Nakeda, trans., Kukais Major Works [New York, 1972] p.
148).
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aspects of the cosmos. The Womb Mandala repre-
sented the esoteric or spiritual aspect and appeared
as a symbolic diagram of Buddhist thought. It was
based on the Dainichi-kyo (Sanskrit: Mahavairocana
sitra). The Diamond Mandala contained the more
practical and material aspects. It provided a format
for the study of esoteric rites and was based on the
Kongocho-kyo (Sanskrit: Vajrasekhara sitra), also known
as the Diamond Sutra.

These mandalas in brilliant color served as focal
points of meditation for the initiate, and a pupil’s
ability to explicate them indicated to his master his
state of understanding. Basic iconographic descrip-
tions of Fudo with his designation as a My6-0, or
“King of Light,” were first given in the “Dai Biru-
shana Jobutsu Shimpen Kaji-kyo” section of the Dai-
nichi-kyé, translated by Zenmui (637-735, Sanskrit:
Subhakarasima) in %24. Further elaboration ap-
peared subsequently in the Dainichi-kyo-so, a commen-
tary on the Dainichi-kys, written by Zenmui and his
disciple Ichigyo (683—727, Chinese: I-hsing) between
725 and 727.

In Japan the worship of Fudo took various forms
in the Heian period. For example, there was a ritual
in which an initiate would first purify body and spirit
under a plunging waterfall, then build a fire on an
altar-hearth, offer prayers, and perform austerities.
Such burnt-offering ceremonies (goma) originated in
India, were adopted by the Chinese, and continued
by practitioners of Shingon in Japan. Usually a table
containing a metal basin to hold offerings was set up
on a small platform before the image. Fragrant wood,
oils, incense, and other similar substances were burnt.
The celebrant assumed the correct hand gesture (mu-
dra) for worship, usually emulating certain hand and
body positions of the deity he was worshiping.

The masculine aspect of the rituals made them es-
pecially attractive to the many ascetics in rural and
mountain districts, as well as to the population of
more urban areas, resulting in a great increase in the
popularity of the deity during the tenth and eleventh
centuries. The primary agents for the dissemination
of Shingon in the mountainous areas at this time were
the Yamabushi, literally “those who sleep among
mountains.” These ascetics formed a loose association
called Shugendo, a hermit sect devoted to Shinto,
Shingon, and their mysteries, and some of them es-
poused Fudo worship in particular.

As Fudo became more popular in the ninth cen-
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tury, he emerged as a single deity housed in his own
hall (Goma-d6). According to various scriptures, Fudo
had numerous disciples and dji (child servants) in at-
tendance.? Their number was quickly reduced to two,
however, in the early Heian period, when Kongara
Doji (Sanskrit: Kinkara) and Seitaka Doji (Sanskrit:
Cetaka) soon emerged as his customary attendants.

ICONOGRAPHY

Descriptions of the physical appearance of Fudo vary.
For example, a passage in the Dainichi-kyo states:

He holds the sword of wisdom and a lasso. A pile of hair
hangs on his left shoulder. In a glance he observes every-
thing clearly. He looks very angry and there is a furious
flame of fire from his body. He is [exists] on a rock in
safety. On his forehead there are water waves. His figure
is like a fat boy. Such a figure 1s the one who has the
perfect wisdom.?

The Dainichi-kyo-so, written two years later, ex-
panded the iconography to read:

His figure is like a child. In his right hand he holds the
great sword of wisdom and in his left hand he holds the
lasso. On the head there is a pile of hair (mage) and hair
hangs down his left shoulder. The left eye is slightly
closed* and the lower teeth bite the upper lip at the right
side. The left lower lip protrudes. On the forehead are
grooves like waves. He sits on a rock.> He looks humble
and is fat. He is extremely angry.®

2. In the “Fudé-mandala-shii,” a collection of mandalas on
Fudo, references are made to his numerous servants and at-
tendants, but the authority for some of the statements is not
clear. However, images of Kinkara and Cetaka are clearly men-
tioned in two cases. See Takakusu Junjiré6 and Ono Gemmyo,
eds., Taishé Shinshia Daizokyo-zuzo (Tokyo, 1933) VI.

3. Ibid., XVIII, no. 848, p. 7B.

4. This trait is called the tenichi-gan expression, literally trans-
lated as “one eye looks at heaven, the other at earth.”

5. It is interesting to note the change of character used to
describe Fudd’s position. The sutra says “exists on a rock” or “is
on a rock.” The commentary changed the characters to read
“sits on a rock.” This variation allowed the deity to appear in
both seated and standing positions, as either text could be the
iconographic source.

6. Takakusu Junjir6 and Watanabe Kaigyoku, eds., Tausho
Shinshi Daizokyo (Tokyo, 1914—32) XXXIX, no. 1986, section 5
of commentary, p. 633b. I would like to thank Reverend Hozen
Seki of the New York Bukkyokai for help in translating these
references, and Professor Yoshito S. Hakeda of Columbia Uni-
versity for further clarifying their meaning.



The Fudo My6-6 in the Packard Collection (Fig-
ures 11-14) complies with the iconographic details
specified in the Dainichi-kyo and the Dainichi-kyo-so.
The face is chubby and boylike, with the heaven-to-
earth (tenichi-gan) style of eyes and teeth: the right eye
is open and bulging, looking straight ahead, with the
bottom right tooth pointing up; simultaneously, the
left eye is narrowed, looking down, and the top left
eyetooth is extruding down. The long knotted lock of
hair falls gracefully to the left shoulder. The body is
soft and voluptuous, conveying a sensuality typical of
the Heian period; this kind of fleshiness is also char-
acteristic of the Japanese interpretation of a child’s
figure. Originally, the overall color of the body was
blue-green,” and the statue must have held the appro-
priate attributes of a sword (ken) in the right hand
and a lasso (kensaku) in the left.® Finally, the Packard
Fudo stands astride a formation of rocks,® a detail
which completes the iconography as expressed in the
sutra.

STYLE

When Kiikai established the Kongobii-ji in 816 on
Mount Koya, Fudo appeared as one of the two Myo-
0 images in the group of seven statues placed in the
Lecture Hall.!? Six statues were arranged around the
Ashuku Nyorai (the Buddha Askobhya), evidently ac-
cording to Kiikai’s own guidelines.

The Lecture Hall and its statues were destroyed by
fire in 1926. Until that date, the Fud6 in the group
was the earliest wooden image of the deity in Japan.

7. Blue is one of the colors discussed in the various represen-
tations of Fudo. See Dainichi-kyd, ch. 2 (cited above, note g), and
Dainichi-kyi-so, ch. g (cited above, note 6).

8. The present sword is an Edo replacement. The lasso was
made by Mr. Kanya Tsujimoto, senior restorer at the Metro-
politan Museum from 1973 to 1978, in the course of his resto-
ration of the statue.

9. The present base is an Edo replacement, but a technical
study of the statue shows that it was constructed to stand on
some kind of base. As a rule, Fudo is always shown seated or
standing on a rock formation, see above, note 5.

10. The other My6-6 represented was Gosanze.

11. This must have been considered by Kukai to be the
epitome of controlled anger, made fierce by inner tension. See
Sawa Takaaki, Art in Japanese Esoteric Buddhism, trans. Richard
L. Gage, Heibonsha Survey of Japanese Art (New York/Tokyo,
1972) fig. 62.

It portrayed him with bulging eyes, and with promi-
nent front teeth and fanglike projections biting over
the lower lip, rather than in the more typical inter-
pretation of the iconography of the sutra.!' Kuakai’s
alteration of the iconography seems to have lain prin-
cipally in his interpretation of the facial characteris-
tics, which became known as “Kukai’s style.” The rest
of the body followed the standard specifications. The
style of undercutting seen in the drapery is known as
hompashiki, or “rolling wave pattern.”!2

In 823 the Emperor Saga made Kiikai abbot of the
To-ji temple in the capital, and it soon became the
seat of the Shingon sect. Kiikai was a man of great
imagination and innovation. Translating the Dia-
mond Mandala into sculptural imagery, he created a
three-dimensional object of worship far more striking
than a painting hung flat on the wall. The impact of
this imposing group of statues in the Kodo (Lecture
Hall) must have been awesome when first seen. Cer-
tainly it was the primary stimulus for the develop-
ment of sculpture in Shingon. Within the group Fudo
appears as a seated image elevated on a central plat-
form above four standing, companion images. Collec-
tively, they are known as the Five Great Kings of
Light (Godai My6-6), representing the wrathful as-
pects of the five great Buddhas.!* The wooden statue
of Fudo (Figure 1) is carved in the ichiboku or single-
block technique. While the general facial appearance
is the same as that of the Kongobu-ji image, an at-
tempt has been made to carve striations in the hair,
resulting in a smoother transition from forehead to
hairline. 4

For the next two centuries Fudo images show only

12. Heian sculpture may be dated by the style of hompashiki
employed in carving the drapery. During this period it had a
high rounded ridge followed by a short, sharp tip forming a
lower ridge. As time progressed, this style became less sharply
delineated, and by the late Fujiwara period it is hardly notice-
able or nonexistent.

13. For a more comprehensive discussion of the Godai
Myb-6, see Julia Meech, “A Painting of Daiitoku in the Bigelow
Collection,” Boston Museum Quarterly 67 (1969) pp. 21—30. The
group is illustrated in Takaaki, Art in Japanese Esoteric Buddhism,
figs. 64, 147-149.

14. The seated image at Kongobu-ji had a lotus flower (shake)
on the head, but the larger, later image in the K6do at To-ji
does not. Scriptural sources for this attribute are based on the
commentaries rather than the original sutra. After Kikai'’s
death the shake returns to the head of all Fudé images, although
the flower also undergoes stylistic modifications.
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minor stylistic variations (Figure 2)'5, and were always
sculpted in a seated position. Standing figures of
Fudo6 begin to appear in the eleventh century.!¢ Na-
kano states that the statue in the Seigo-in dating from
the end of the eleventh century is the oldest standing
Fudo extant (Figure g).!7 That image and the stand-
ing Fudo6 (Figures 4—8) in the My56-ji Temple in the
Takidani section of Osaka, dated 1095, are almost
identical in appearance. They represent a new devel-
opment in sculpture during the eleventh century, yos-
egi or the multiple-block technique, which facilitated
the creation of larger figures.

The Takidani Fudo serves as a prime example of
the early Fujiwara style'® in headdress and facial
characteristics as well as stance. The figure stands
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FIGURE 1

Fudo Myo6-6, ca. A.p. 839, upper torso. H.
173.2 cm. Kyoto, To+ji (Lecture Hall) (photo:
courtesy Kanya Tsujimoto)

with feet apart, the left slightly in front of the right,
and one hip higher than the other. His features are
closer to the description in the Dainichi-kys-so. These
changes also represent the establishment of the Japa-

15. The seated Fudo My6-6 dated 1005 in the Doshii-in at
Tofuku-ji (Figure 2) introduces a small circlet suggesting a
crown and emphasizing a change in hair style.

16. The only standing Fudo which may be earlier is the Na-
mikiri Fudo on Mount Koya, which Kukai is supposed to have
brought from China. Whether or not the statue as we see it
today is the original brought by Kiikai is questionable.

17. Nakano Genzo, Fujiwara Chokoku (Tokyo, 1970) p. 50.

18. Historically, the Heian period is 794—1185, subdivided
into the Konin-Jogan (794—897) and the Fujiwara (897—1185).
Artistically, the time periods are termed Heian and Fujiwara,
and are not so stringently defined.



FIGURE 2
Fudo My6-6, ca. 1005, detail of
head. H. 265 cm. Kyoto, Déshu-in
Tofuku-ji (photo: courtesy Kanya
Tsujimoto)

FIGURE §
Fud6 My6-6 with two guardian
figures (doji), end of 11th century.
Kyoto, Seigo-in (photo: courtesy
Shoichi Uehara)

nese (wa-yd) style, as opposed to “Kiukai’s style,” whose
Indian flavor was due to its origins on the continent.
Among the specific points to be noted are the flower
on Fudo’s head,'® which has changed in appearance
from a high crested lotus to a flattened petal shape,
and the transition from long, striated hair to small
seashell-shaped curls.2® In addition, the tenichi-gan
formation of the eyes and teeth follows the sutra’s tra-
ditional iconography.

19. The Takidani image was restored by Mr. Kanya Tsuji-
moto, who reports that the high lotus flower shown in Figures
5, 7, and 8 was an Edo replacement. He personally removed it
and restored the original flat flower (Figure 4).

20. The sutra specifies only the long lock.

The early years of the Fujiwara period brought re-
newed vitality to religious sculpture. The facial expres-
sion of the Takidani image conveys a feeling of
strength and purpose. The broad and massive body
also suggests a great spiritual force. The rolling wave
pattern in the drapery is modified, completing the
stylistic evolution during this period. The next fifty
years show little dramatic change in Fudo imagery.

The Fudo My6-6 at Buj6-ji (Figure g), created sixty
years later in 1154, represents the late Fujiwara style.
Only 50 centimeters high, the sculpture lacks the dy-
namic power inherent in earlier Fudé imagery. It has
a graceful, refined line, but the elaborate decoration
seems to detract from its elegance of form and the
Wheel of Life on the navel is a piece of artistic license.
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FIGURE 4

Fudo My6-0, dated 1095, after restoration. Osaka,
Takidani, My6o6-ji (photo: after Maruo Shézaburd
et al., eds., Nihon Chokoku-shi Kiso Shiryo Shiizet)

FIGURE 5
Takidani Fudo My6-6, before restoration and re-
placement of Edo shake (photo: courtesy Kanya
Tsujimoto)

FIGURE 6
Takidani Fudd Myo-6, inscription inside back, dated
1095 (photo: courtesy Kanya Tsujimoto)

FIGURE 7
Takidani Fudo Myo-6, before restoration, left side
(photo: courtesy Kanya Tsujimoto)

FIGURE 8
Takidani Fudd Myo-06, before restoration, back
(photo: courtesy Kanya Tsujimoto)

FIGURE g
Fudo Myo-6 with two guardian figures, dated 1154.
H. 50.5 cm. Kyoto, Bujo-ji (photo: courtesy Kanya
Tsujimoto)



FIGURE 10

Fud6 Myo6-6 by Unkei, dated 1186. H.
136.5 cm. Shizuoka Prefecture, Ganjoju-
in (photo: courtesy Shoichi Uehara)
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FIGURE 11

Fudo Myo-0, after restoration, late 12th century. H. 172.5 cm. The Metropolitan Museum of Art, The Harry
G. C. Packard Collection of Asian Art, Gift of Harry G. C. Packard, and Purchase, Fletcher, Rogers, Harris
Brisbane Dick, and Louis V. Bell Funds, Joseph Pulitzer Bequest, and the Annenberg Fund, Inc. Gift,
1975.268.163

Thirty-two years after the Buj6-ji Fudo, in 1186, a
tall standing figure of the deity was carved by Unkei
for the Ganjo6-ju-in in Shizuoka prefecture (Figure
10). This Fudé is infused with renewed strength. His
glaring crystal eyes, massive shoulders, and sharply
defined, realistically carved costume with its flowing
waist frill are indications of the emergence of a new
vitality and vigor characteristic of the Kamakura pe-
riod.

Until recently the Packard Fudo Myo6-6 (Figures
11-14) belonged to the Kubon-ji Temple near Kyoto.?!
The figure is tall and imposing. In addition to those
traits which are essential to the Fudo My6-6, such as
the boyish fat, the bulging eyes, and the long lock on
the left shoulder, the sculpture has traits peculiar to
itself. The flattened lotus flower nestles in Fudd’s
curled hair. The scarflike garment (jé-haku) is draped
diagonally from the left shoulder and ties in front.
The skirt, which ties in a bow on the belly below the
navel, falls in repetitious, slightly stiff folds ending
below the knee. The waist frill flares out from the
body, giving a feeling of motion and reality to the fab-
ric it represents. There are no signs of the hompashiki
technique in the drapery. The underpart of the poly-
chromed skirt is exposed in front, showing evidence
of an applied cut gold leaf technique known as kiri-
kane.

The image, whose body bears traces of its original
blue-green pigment, stands with feet slightly apart on
a rocky formation, in a modified hip-slung position.
The limbs are childlike, matching the physiognomy.
The fleshiness of the belly is slight compared to the
sensual quality more evident when the sculpture is
viewed from the back.

This is a gentle, personable figure, not as intense in
expression as the Takidani Fudo and not as deep in

21. The Kubon-ji Temple is located about twenty miles out-
side present-day Kyoto. Its exact address is 47 Funasaka Dai-
mon, Sonobe-cho, Funai-gun, Kyoto fu. Kubon-ji was established
in A.p. 810 by Kiikai. It flourished during the 1080s, went into
a decline, and was repaired and rebuilt in 1623, according to
Zen Nihon Bukkyokai and Jiin Meikan Kanhokai, eds., Zenkaku
Jitn Meikan (Tokyo, 1970) p. 179.
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body volume. The Fudd at Bujo-ji of 1154 is very
similar in appearance to the Packard Fudo and would
seem to be the closest to it in date. The only major
stylistic difference between the two, apart from the
more elaborate decoration of the Bujo-ji Fudo, is the
flair at the waist in the skirt of the Packard statue.
The same kind of flair occurs in Unkei’s Fudé of
1186, but the latter shows a return to the Kuakai style
of facial characteristics. On stylistic considerations
alone, therefore, it seems reasonable to date the Pack-
ard Fudo in the third quarter of the twelfth century,
making it a transitional example of late Fujiwara
sculpture.

FIGURE 12
Packard Fudo Myo6-0, right side

FIGURE 1§

Packard Fud6 Myo-0, left side

TECHNIQUE

Various materials and techniques have been em-
ployed in the creation of Japanese sculptures. In the
Nara period (a.p. 645-794), statues were made of
bronze, clay, dry lacquer, and wood, or a combination
of these materials. As taste and demand changed,
metal and clay fell into disuse. A combination of
wood and dry lacquer became the predominant me-
dium.

By the Konin phase (794—897) of the Heian period
(794—1185), wood had become the dominant medium

FIGURE 14
Packard Fudd My6-6, back




for religious images,?? with lacquer (kanshitsu) only
sparingly applied on occasion. In Shingon Buddhism,
the preparation of wood for religious statuary in-
cluded a solemn ritual as well as a purification cere-
mony for the sculptor and his tools.?* Cypress wood
(hinoki) was readily available and its relative softness,
durability, and beautiful graining made it the favored
material for Heian sculpture.

As we have seen, early Heian sculptures of Fudo
were usually carved in the ichiboku-zukuri or single-
block technique, in which the head and body are one
unit. This technique was also used in conjunction
with what is termed the yosegi-shiki-ichiboku-zukuri, in
which the arms and occasionally a leg or the knees
were added to the trunk as separate pieces.

The yosegi-zukuri (multiple-block technique) of cre-
ating sculpture did not become popular until the Fu-
jiwara period?* with the advent of Jocho (994—1057),
the regent Fujiwara Yorimichi’s favorite sculptor.
This respected artist perfected a method of creating
large wood sculptures by “schematically dividing the
work into parts and joining them according to certain
principles.”? Sculpture, freed from the restrictions
imposed by the single-block technique, could now in-
corporate more intricate shapes and could thereby
become more expressive.26

Formerly, all work done on a statue by one sculptor
was performed in situ, as the wood required was
heavy and not easily transported. The new method
included the hollowing of the separate components
by several artisans. This resulted in the speedier pro-
duction of a more portable image in a workshop dis-
tant from the site.

In 1022 Jocho was accorded the title Hogen, an ec-
clesiastical rank never before given to a sculptor, and

22. Noma Seiroku, Japanese Sculpture of the Heian Period (To-
kyo, 1950) p. §: “Clay and dry-lacquer were regarded as unholy,
while big old trees deep in mountains appeared sacred.” It
seems probable that the naturalistic overtones found in the de-
velopment of Shingon sculpture were a reflection of the simul-
taneous emergence of Shinto sculpture.

2g. Ibid.

24. The Bodhisattva at the Chuagi-ji, dated ca. A.p. 650, is an
early example of the multiple-block technique. However, the
technique was not commonly utilized until the Fujiwara period.

25. Kuno Takeshi, ed., A Guide to Japanese Sculpture (Tokyo,
1963) p. xlv.

26. The new technique enabled studios to mass-produce
statuary. Jocho attempted to standardize construction proce-
dures, but after his death only the principles of the technique
were retained, while the specifics became as variable as the
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he was further elevated with the title Hokkys in 1048.
All sculptors (busshi) benefited from his recognition.
They became organized into corporations called bus-
sho, which grew in importance, gaining control over
all production of sculpture. Jochd’s original principles
remained a bussho secret. Yosegi is now a generic term
applied to any manner of assemblage, whether the
figure is seated or standing, in which the head is sepa-
rated from the trunk and then reinserted.?” When
and how this is done remains a secret to this day.2
The following summary of the method, therefore,
can only be a generalization:

1. Drawings of the image are prepared and pre-
sented to the patron, or the patron himself may supply
them.

2. A schematic drawing is prepared.

3. The center log is cut into a rectangular shape.

4. The head and body are roughly carved from a cen-
ter block, and other blocks are joined to it by means of
clamps and/or a peg system.

5. Depending on which of several approaches is used,
the figure is split from head to fdot and opened.

6. The open halves or sections are hollowed out to a
thickness of two or three centimeters.

7. The pieces are rejoined permanently and final
carving is completed.

8. Final modeling and finishing are followed by a coat
of lacquer, and coloring and gilding are added.

The early yosegi technique used in the Takidani
Fudo (Figures 4—8) is amazingly uncomplicated, con-
sidering the size of the figure. Only one block was
used for the head, torso, and leg area. The block was
first split down the middle forming two halves (Fig-
ure 15a), and the head was removed. After the head
and body were hollowed, arms were joined to the

works created. See studies of restorations published in Maruo
Shozaburd et al., eds., Nihon Chokoku-shi Kiso Shiryo Shiizei: Heian
Jidai-Z626 Meiki (Tokyo, 1966—71) I-VIII.

27. The Amida image in the Phoenix Hall of the Byodo-in,
dedicated in 1053, has always been considered a fine example
of Jochd’s yosegi style. Mr. Tsujimoto, who restored the Amida
statue in 1954, states that the technique used in its construction
was ichiboku-yosegi-zukuri, as it was comprised of four main
blocks. When split open and hollowed, only the back of the
head was removed, leaving the front attached to the front block,
which remained one unit. Thus, the technique does not qualify
as true yosegt.

28. Even today there is no written transmission of the exact
methods of construction. Any information must come from ob-
servations made during restoration of early works.



a. Takidani ¢. Packard Collection

b. Bujo-ji

FIGURE 15

Construction of Fudo Myo-6 figures at: a. Takidani,
My®66-ji; b. Bitjo-ji; c. The Metropolitan Museum of
Art, Packard Collection (drawing: Kanya Tsuji-
moto)

torso, and the head was replaced. The legs were
carved from the same block as the head and trunk,
and two small pieces were added to form the toes.
The entire image was thus composed of only five
pieces before the main block was split.?®

The Fudo Myo6-6 at Bujo-ji (Figure g) represents
the next step in the evolution of the yosegi technique.
An additional piece was joined to the center block
forming the head, torso, and legs (Figure 15b). The
head was then removed, split open, and hollowed
out. The torso was split, the legs were removed, and
the two body components hollowed. The head was
then rejoined to the body,* arms and legs were in-
serted, and the back was replaced. The entire struc-

ture was prepared for decoration by the application
of a coat of lacquer. Color and heavy gilding were
then added.

The first step in the construction of the Packard
Fudo was probably the provision of sketches showing
different views of the image from which the sculptor
then made schematic drawings, defining his use of
material for the front, back, and sides.?! Since the
center block was not so wide as the intended image,
two pieces were added on either side of it (Figure 16,
D and E), and two sections on the back in order to
make the body deeper (Figure 16, B and c). The
“sandwich” construction in depth (note position of B
in Figure 16) constitutes a further step in the devel-
opment of yosegi-zukuri, and is more commonly found
in sculpture of the succeeding Kamakura period.

The original construction of the head and body
consisted of six pieces, the back (Figure 17, c) being
made of two separate pieces. The arms and toe sec-
tions were added later. The head, body, and legs,
therefore, including the little extensions below the
feet, were cut from one block. The two sections
added to the width formed the additional hip and
drape area of the body.

After all the pieces were temporarily joined by
dowels, the rough carving was completed. The head
and neck element was then severed and worked on
separately (Figures 18, 19). The legs were also sepa-
rated from the center block at this time (Figure 18).

The head was split open behind the ear along the
grain, hollowed out (Figure 19), then glued back to-
gether (Figure 20). At the same time the body, now
divided into two uneven pieces (Figures 21, 22), was
also hollowed to within three centimeters of the outer
surface, creating a hull. During this hollowing pro-
cess, the sculptor slipped and broke through, making

29. The two pieces joined by staples which can be seen in
Figure 8 are a repair made necessary by the back section split-
ting at a later date.

30. According to Nakano Genzo, Fujiwara Chokoku, Nihon
No Bijitsu (Tokyo, 1970) p. 21, the “neck is rather narrow and
is pushed into the opening of the body.” The insertion of the
narrow neck is an important factor presaging the sashi (“thrust
between”) technique (Figure 15c), which becomes more popular
in the Kamakura period. Mr. Tsujimoto’s drawing of this image
shows that Mr. Genzo’s description is not exact. Unfortunately,
further data concerning the statue’s construction are not avail-
able.

31. All the information in this section is due to Mr. Kanya
Tsujimoto, who also supplied the drawings.
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FIGURE 16
Packard Fudé My6-6, diagram showing construction blocks from the front, top,

and side (drawing: Kanya Tsujimoto)

FIGURE 17
Packard Fudo My6-6, diagram of the external and internal construction (draw-

ing: Kanya Tsujimoto)

FIGURE 18
Packard Fudo Myod-6, diagram of the disassembled components (drawing:

Kanya Tsujimoto)

FIGURES 19a—d
Packard Fudo Myd-3, disassembled components of head, showing external and

internal sculpting (photos: Barbra Okada)

FIGURE 20
Packard Fudd Myo-6, head reassembled, showing shake (photo: Barbra Okada)
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a hole in the center of the right side; to conceal this,
an additional piece of wood was added to the inside
of the main structure (Figure 23). Arms were then
inserted into the hollowed body. The legs, carved
separately, were left solid and two additional pieces
added to finish the front of the feet, including the
toes and part of the projections underneath (Figure
24). The legs were inserted and braced in place (Fig-
ures 25a—C).

Next, the head and neck section was rejoined to the
body (Figure 26), and two small wedges were inserted
to brace the neck in place (Figure 27). Staples and
nails as well as a gluelike substance known as nikawa
were used for the permanent rejoining of the ele-

ments. Small pieces were added as an edge on the
skirt and the lock of hair between the head and left
shoulder (Figure 18). Finally, the statue was lac-
quered, color applied to the entire body, and kirikane
added for a touch of elegance.

CONCLUSIONS

It is evident that the yosegi-zukuri method of sculpture
construction underwent a definite evolution in the
Fujiwara period. Jochd’s new technique provided an
innovative approach to seated images which could be
applied to the construction of larger standing images

FIGURE 21
Packard Fudd Myo6-6 with
back removed (photo:
Otto E. Nelson)

FIGURE 22

Packard Fudo Myo-6, in-
terior of back with in-
scription dating from
restoration of 1682
(photo: Otto E. Nelson)



FIGURE 23
Packard Fudo My6-6, original repair to main struc-
ture (photo: Otto E. Nelson)

FIGURE 24
Packard Fudo Myo-0, reassembled components of
foot and projection underneath (photo: Barbra

FIGURES 25a—C
Packard Fudo My6-6, reassemblage of legs and
body, with brace (photos: Barbra Okada)




as well, as exemplified by the Takidani Fudé Myé-6.
More complicated variations were introduced until
the advent of the “sandwich” technique apparent in
the Packard Fud6, and more commonly found in
dated works of the Kamakura period.

The latter period also witnessed a change in the
number of pieces used in the construction of a statue.
Whereas in the Heian period only a few large blocks
were used, so that an arm, for example, would be
carved from a single piece, in the Kamakura period
appendages were carved in several separate segments
and then joined together. The Packard image is com-
posed of only six pieces, which would tend to indicate
that it is of Heian rather than Kamakura origin. The
absence of hompashiki is evidence of Fujiwara origin,
yet the flair of the short skirt at the side of the waist is
characteristic of the Kamakura style.

In the examination of external pigments, a sample
of the original white color showed it to be from a clay
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FIGURE 26
Packard Fudd My6-6, head and neck restored to
body (photo: Otto E. Nelson)

FIGURE 27
Packard Fudé Myo-6, reassemblage of neck and
body, with wedges as brace (photo: Otto E. Nelson)

base (hakudo) rather than shell (gofun). Gofun began to
be used at the end of the fourteenth century, which
confirms indications that the statue dates from an
earlier period.3?

On balance, the study of both construction and
style makes it probable that the Fudé My6-6 in the
Packard Collection at The Metropolitan Museum of
Art dates from the latter part of the twelfth century,
possibly between the Shoan and Angen periods
(1171—77). Exemplifying the transitional style and
technique of the late Fujiwara to early Kamakura pe-
riods, it is the only figure of its kind in any museum
in America, and its restoration has thrown valuable
light on the traditions of Japanese sculpture.

32. Extraneous materials such as glue, staples, and iron do
not provide any relevant information concerning the date of
the statue, because it was restored in 1682 and the original
hardware was replaced at that time.



Marble Jar-Stands from Egypt

ELFRIEDE R. KNAUER

DEDICATED TO THE MEMORY OF KURT ERDMANN
AND RICHARD ETTINGHAUSEN

ExXHIBITED IN THE IsLaMic galleries of the Met-
ropolitan Museum is a marble stand of peculiar shape
and unknown provenance (Figures 1—3), acquired in
1g20.! Carved from a single block of yellowish-white
marble with gray veins, it consists of a hollow trunk,
chamfered octagonally on the outside, which rests on
four hoof-shaped feet. These descend from a calyx of
fleshy, rimmed tongues and the spans between them
are bridged by tricusped arches. A drawerlike basin
that juts from the front of the stand communicates
with the hollow of the trunk through an opening
which is also bridged by a tricusped arch.

The carved decoration of the stand is rather worn
and two roundels in the panel above the basin seem
to have been deliberately damaged. Below the front
edge of the basin is a flat feline mask. Two bosses at
the side of the basin are paralleled by two at the up-
per edge of the side panels of the trunk. The basin’s
rather massive rim is carried over to the trunk, where
it is continued in a double band framing the side and
back panels. The former are carved with two super-
imposed hexagons emerging from the canalis of a

A list of frequently cited sources appears at the end of this ar-
ticle.

1. It was bought from D. G. Kelekian. In the files of the Is-
lamic Department the object is described as 14th-century
Egypto-Arabic and the measurements are given as 12 X 19 in.
The stand has never been illustrated but is mentioned in: A
Handbook of Mohammedan Decorative Arts (MMA, New York,
1930) p. 85; Dimand, p. 103; Sotheby Parke Bernet, New York,
cat., Feb. g, 1977, note to lot 44 (see below, note 2; this reference
supplied by Catherine Struse Springer).

© The Metropolitan Museum of Art, 1980
METROPOLITAN MUSEUM JOURNAL 14

twin volute and formed by double striped interlacing
bands. An upright three-lobed tree or leaf motif on a
rectangular base occupies the center of the back panel
(Figure 2). The four remaining chamfers of the
trunk, narrower than the others and placed diago-
nally, form shallow niches. Those on the front show
crudely carved cross-legged figures on low stools, ap-
parently clad in turbans, caftans, and trousers, who
seem to hold beakers in their right hands. In the rear
niches are striding figures, symmetrically posed, with
odd animal-shaped packs on their shoulders (Figures
2, 3).

Its decorative features leave no doubt that the ob-
jectis a product of Islamic art. Few stands of this kind
are on view in European and American museums,
which may account for the fact that no comprehen-
sive investigation of them as a group has ever been
undertaken. Their actual use is frequently misunder-
stood, although it was clearly described as far back as
1947 by Nikita Elisséeff in a short article dealing with
a stand (Figure 4) and jar on loan from the Boston
Athenaeum to the Museum of Fine Arts, Boston.2

I am indebted to the late Richard Ettinghausen for having
generously given me permission to publish the stand, and for
many valuable suggestions. He was also kind enough to help me
in establishing contact with the Museum of Islamic Art in Cairo.

2. Elisséeff, figs. 1 and 2, illustrates the stand with the jar and
gives the dimensions of the former as 34.9 X 36.8 X 52.1 cm.
The Boston Athenaeum has since sold both stand and jar, Soth-
eby Parke Bernet, New York, cat., Feb. 3, 1977, lots 44 (stand)
and 45 (jar); the stand alone reappeared in the same salerooms,
June 15, 1979, lot 316 (reference supplied by Joan R. Mertens).
I am obliged to Donald Castell Kelly, Art Department of the
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FIGURES 1-3
Islamic marble stand, or kilga.
30.8 X 30.9 X 47.7 cm. The
Metropolitan Museum of Art,
Rogers Fund, 20.176

FIGURE 1
Front view, showing cross-

legged figure

FIGURE 2

Back view, showing tree or
leaf motif flanked by load-
bearers

FIGURE §
Man carrying a load, detail of
Figure 2




The stands were intended as supports for large un-
glazed terracotta water jars. The porous clay allowed
water to seep from the more or less pointed bottom
of the jar resting in the hollow trunk of the stand.
The water, filtered in the process and cooled by
evaporation, was collected in the projecting basin,
from which it could then be ladled as needed. Any
visitor to southern countries where modern conve-
niences such as refrigerators are as yet rare will have
observed the use of unglazed clay vessels as con-
tainers for drinking water. Awkward as it may seem
to a Westerner, the thoroughly soaked and slippery
condition of such vessels when full is in fact a desir-
able feature that enhances evaporation and thus the
cooling of the liquid.

When describing the Boston stand Elisséeff rightly
pointed out that it did not belong with the alabaster
jar perched on it at the time. On stylistic grounds the
jar would have to be dated in the seventeenth century
whereas the stand was clearly older. The nonporous
stone vessel would not, of course, allow water to pass
through, thus nullifying the stand’s original function.

In order to fix a date for the manufacture of the
stand Elisséeff cited three other examples known to
him, one in the National Museum in Damascus, and
two in the Museum of Islamic Art in Cairo, one of
which bears a mutilated date that places it in the nine-
ties of the sixth century of the Hegira, i.e., in the dec-
ade between A.p. 1193 and 1203 (this stand remains
the only dated example known to be extant). The dis-
position of the Kufic inscription on the Boston stand,
as well as the stepped leaf or tree motif in the diago-
nal niches of the trunk, a shape echoed in the arches
between the legs, led him to date supports of this kind
in the Fatimid period (fifth to sixth century of the He-
gira or eleventh to twelfth century A.p.). When dis-
cussing the faulty inscription,® where the formula bar-

Boston Athenaeum, for the information that the stand, listed
by the Museum of Fine Arts as no. 331, was purchased from the
Castellani “collection of antiquities at rooms in Memorial Hall,
Philadelphia, 1876. The card describing the two pieces says
‘Water-Jar with marble support (alabaster lustral vase and stand
[antique]) Fountain for ablution, from Cairo’” (letter, May 28,
1978). For the activities of the Castellani family see Arthur E.
Gordon, The Inscribed Fibula Praenestina: Problems of Authenticity,
University of California Publications: Classical Studies (Berke-
ley/Los Angeles, 1975) app. 1, esp. pp. 68ff.

3. See Elisséeff, pp. 35f., for a transcription of the text, which
has a total length of 117 cm.

4. E.g., the Boston jar, ibid., p. 37.

FIGURE 4

Kilga, formerly in the Museum of Fine Arts, Boston,
on loan from the Boston Athenaeum (photo: cour-
tesy Sotheby Parke Bernet Inc.)

aka kamila wa-ni “ma shamila (“everlasting blessing and
enfolding favor”) is repeated eight times, Elisséeff
cites a waqf text of Caliph al-Hakim of A.p. 1010. This
records the pious donation of jars for the mosque al-
Azhar in Cairo—still today the center of Koranic
studies for the Moslem world—to be set up beside the
cistern and filled with water for the ritual ablution
since running water was lacking. The two Cairene
stands he mentions are known to have come from two
mosques in that city; Elisséeff assumed that the stands
were produced in Cairo and regarded them, together
with their original earthenware jars—not one of
which has survived—as connected with ablution rather
than drinking water.

There exist, in fact, many more of such jar-stands.
Some of them, like the one formerly in Boston, are
equipped with stone vessels which may bear inscrip-
tions recording their donation. These stone vases are
at times provided with open or sealed holes in the
lower wall or on the bottom,* occasionally also with
faucets, and it may well be that they served as con-
tainers of water for ablution. That this was not the
original purpose of the stands is proved not only by
stylistic divergences that render a contemporary
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manufacture of stand and stone jar impossible, but
also by a special feature found in the Boston stand
and several others (Figures 4, 9, 25, 31, 37). It is a
slope descending from the bottom of the hollow
trunk to the level of the basin, which passes under the
arched opening of the trunk, and is frequently
shaped like a miniature flight of stairs with a wider
stepped center flanked by strips of narrower steps; at
times the center steps are replaced by a chevron pat-
tern (Figures 25, 37). The feature would be pointless
were it not meant to lead the water dripping from the
bottom of the jar into the hollow trunk from there to
the basin. The sight and the sound of the precious
liquid trickling down the “stairs” (salsabil)> would
please both eye and ear.

5. For further discussion of this feature see below and note
89.
6. The word, which Elisséeff quotes as kelga, does not appear
in the standard Arabic dictionaries. Gerhard Bowering, Univer-
sity of Pennsylvania, points out that the Arabic language in-
cludes the word xS (kailagatun), a measure of capacity for
dry substances, which occurs in classical Arab literature. See,
e.g., E. W. Lane, An Arabic-English Lexicon (London, 1855) I, p.
2628; R. Dozy, Supplément aux dictionnaires arabes, 3rd ed. (Lei-
den/Paris, 1967) 11, p. 506; J. Kramer et al., Worterbuch der klas-
sischen arabischen Sprache (Wiesbaden, 1970) 1, pp. 508f. For the
measure of capacity Bowering refers to W. Hinz, “Islamische
Masse und Gewichte,” Handbuch der Orientalistik, supp. 1:1 (Lei-
den, 1955) pp. 40f., and S. Fraenkel, Die aramdischen Fremdwdirter
im Arabischen (Leiden, 1886) p. 204. It does not seem impossible
that the hollow trunk of the kilga may have caused it to be called
after a measure of capacity. We do not, however, know what
such measures looked like or when the word was first used for
a jar-stand. Dr. Bowering, to whom I am indebted for advice on
this and other questions of Arabic, further suggests that it may
be asked whether the word kilga can be related to the particular
usage of il (khaliga): “a well in which is no water: or a hol-
low, cavity, pit or hole, formed by nature in the ground: or a
small hollow or cavity, in which water remains and stagnates”
(Lane, Lexicon, 1, p. 802). According to Mrs. Serageldin (Laila
‘Ali Ibrahim), “ i»LS" or S is a colloquial word particular to
Egypt of Turko-Persian origin—Kil-gah (mud-place)” (letter,
Jan. 1979); the details will be discussed in Mrs. Serageldin’s
forthcoming catalogue (see below, note 7).

I would like to thank Robert Kraft, University of Pennsylva-
nia, for investigating the possibility of a Coptic origin of the
word.

». With few exceptions, the kilgas in the museum have never
been published, although a comprehensive catalogue, including
those in the Coptic Museum in Cairo, by Laila ‘Ali Ibrahim
(Mrs. Serageldin) is due to appear in the first issue of a new
bulletin of the Museum of Islamic Art in the near future. I am
obliged to the former director, the late Mrs. Waffiyya ‘Izzi, and
vice-director (now director) Mr. Abd al-Ra’uf A. Yusuf for the
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That water once filled the basins is clearly indicated
by their smooth and worn interiors and the streaks
left on the outside by its overflow (unglazed terracotta
is not so porous that any overflow of water would ever
have been excessive). Occasionally there are scrape
marks at the bottom of the basins—at times even
holes (Figure 8)—which were obviously caused by the
action of metal cups used to scoop up the water.

The bulk of such stands, locally called kilgas,® is
preserved in the Museum of Islamic Art’ and the
Coptic Museum?® in Cairo. Seventeen have come to
my attention in the Museum of Islamic Art, twenty-
three in the Coptic Museum. Extensive walks through
Old Cairo and the medieval city center added an-
other dozen; two were found in the northern Fayum;

information that there are eighteen stands in the museum, of
which three were photographed, described, and measured for
me in 1g77. On a visit to Cairo in June 1978 I was given per-
mission to study the stands and to take photographs; these un-
fortunately suffered from radiation during airport security
checks. I have not inspected the museum’s files or accession
book. In some cases the inventory numbers on the stands have
faded.

Ten of the museum’s kilgas are listed in Max Herz Bey, Arab
Museum, Catalogue of the National Museum of Arab Art, ed. Stanley
Lane-Pool (London, n.d. [preface 1896]) pp. 11, 15—17; nos. 32,
33, 98, 107, 108 (see illus. p. 11) 109, 130—133. The descrip-
tions given are too brief to be related with certainty to the pieces
I have seen and photographed. Nos. 32, 33, 107, and 108 are
said to come from mosques. See also idem, “Jarres et supports,”
Catalogue raisonné des monuments exposés dans le Musée national de
lart arabe . . ., 2d ed. (Cairo, 1906) p. 49, nos. 132—155 and fig.
12; several stands are illustrated in the photograph of “Salle I1”
facing p. 40. Here the author is a little more detailed: “Ces
jarres se trouvaient toujours dans une niche des couloirs qui
conduisent a l'intérieur des mosquées. Elles servaient, d’apres
Prisse d’Avennes, a contenir I'eau nécessaire aux ablutions des
grands personnages. Cependant la place qui leur est reservée
dans I'enceinte taher, ‘pure, de la mosquée, et de plus leur nom
de zir ‘jarre’ nous portent a croire qu’elles étaient plutot des-
tinées a contenir I'eau potable.” See also idem, “Le Musée na-
tional du Caire,” Gazette des Beaux-Arts, grd ser. 28 (1go2) pp.
5of. Herz seems to have taken the stylized lion heads frequently
found on the stands for turtle heads and their legs as reminis-
cent of that animal’s feet. This erroneous notion must have
caught on and is often repeated, e.g., Gaston Wiet, Musée na-
tional de Uart arabe; Guide sommaire (Cairo, 1939) p. 32; Album,
text to no. 11.

I would like to thank Sarah Pomeroy for kindly checking
some details for me in the Museum of Islamic Art in 1977.

8. The short official guidebook, P. Labib and V. Girgis, The
Coptic Museum and the Fortress of Babylon at Old Cairo (Cairo,
1975), makes no mention of the stands. I examined them and
acquired some photographs from the museum’s photographer
in June 1978.



I know of several stands in private houses in Cairo.
Three are on show in the Benaki Museum in Athens,
four are in the reserve collection of the Islamic De-
partment of the Staatliche Museen zu Berlin.? One
exists as a complete stray in the Museo Etrusco Guar-
nacci among the Roman marbles from the theatre of
the ancient hilltop city of Volterra in Tuscany. Al-
ready mentioned is the stand in the museum in Da-
mascus, which comes from the great Umayyad mosque.
Yet another is preserved in the Ikonenmuseum of the
city of Recklinghausen in West Germany. Thus, well
over sixty kilgas have been located at this time. Many
more must be hidden in Cairene houses or private
collections. !0

There can be no real doubt about the purpose of
these objects, which have no parallels anywhere else
and seem to be a uniquely Egyptian creation. Over
the millennia Egypt has turned to the Nile for drink-
ing water. Even today the womenfolk of the fellaheen
fetch water from the river, and owe their regal car-
riage to the balancing of coarse clay jars (the so-called
qullas)—oblique when empty, upright when full—on
cloth chaplets on their heads. Until recently, the city
of Cairo, which had no springs, only brackish wells or
fountains fed by aqueducts, shared this dependence
on the Nile, a fact to which the Arab historian and
topographer al-Maqrizi (1364—1442) is a witness.!! In
his Geography and History of Egypt al-Magqrizi speaks of
the unhealthy quality of the Nile water south of
Cairo, especially that of the canal al-Khalig (filled in
between 1897 and 1goo) contaminated by the refuse
dumped in the vicinity.!? Describing various methods

9. Information kindly supplied by Michael Rogers, London.
According to Volkmar Enderlein of the Islamisches Museum,
Staatliche Museen zu Berlin, one of these is badly damaged (let-
ter, Oct. 13, 1978). Thanks to his description of the other three,
I am able to include them in the typology below.

10. Mrs. Wanda Assem, Cairo-Zamalek, kindly tells me of a
collection of about ten kilgas in a private home in Cairo. Eight
seem to be of the simplest kind. Two apparently bear floral
decoration and have stalactite side panels; one of the two shows
an eagle in a shield on the back panel.

11. For al-Magrizi see Encyc., s.v. (C. Brockelmann).

12. See al-Magqrizi [Makrizi], Livre des admonitions et de
Uobservation sur Uhistoire des quartiers et des monuments ou description
historique et topographique de IEgypte, trans. Paul Casanova,
Mémoires publiés par les membres de I'Institut Francais
d’Archéologie Orientale du Caire, IV: 4 (Cairo, 1920) p. 53.

13. For Ibn Ridwan (998—ca. 1061) see Encyc. n.e., s.v. (J.
Schacht). A native of Giza, he spent all his life in the city and,

of treating the water to make it potable, he quotes
extensively from the medical topography of Cairo
written in the early eleventh century by Ibn Ridwan.!3

If the water appears contaminated by some noxious sub-
stance, have it boiled and let it cool in the open air, in
the cool of the night. Then purify it with the ingredients
we have already mentioned [bitter almonds, apricot pits,
alum, etc.]. The best thing is not to use this water until it
has been purified several times [by boiling and filter-
ing]. . .. the purified part is placed in a jar; only what
seeps through the porosities of the jar will be used. In
summer, the jar which is to contain this water will be of
clay or of terracotta prepared in the [winter] month of
Tobé; filters of rock or hide or any other material that
cools can also be employed. In winter, glass or porcelain
receptacles will be used. . .. The best Nile water is that
of the month of Tobé, when the weather is at its coldest;
the Egyptians know [that] well from experience ...
many of them store it in receptacles of glass or porcelain
and use it all year round; they claim that it does not spoil
and do not even take the trouble to purify it, convinced
as they are that it is altogether pure. But do not rely on
that and purify it all the same, because water that is
stored certainly spoils.

Apparently various types of clay were used for
making water jars, some allowing for speedy passage
through the porous walls.'* Ibn Ridwan unfortu-
nately omits to mention the stands for such jars,
which were no doubt a commonplace feature and one
that in any case lay outside his concerns as a physi-
cian. His graphic report on the storage and filtering
of Nile water is, however, contemporary with most of

though self-taught in medical matters, was made chief physician
of Egypt by one of the earlier Fatimid caliphs. The passage
quoted is translated from Magqrizi, Description topographique et
historique de Egypte, trans. U. Bouriant, Mémoires publiés par
les membres de la Mission Archéologique Frangaise du Caire,
XVII:1 (Paris, 1895) pp. 181-183.

14. The two words used consistently in this passage are khazaf
and fakhkhar, which Bouriant (see note 13) translates indiscrimi-
nately as terre glaise and terre cuite. The standard dictionaries
also fail to make any distinction between them, giving: pottery,
earthenware, clay; terre glaise, terre argileuse, brique, terre cuite. Since
Ibn Ridwan obviously wanted to distinguish between the two
types of clay, their properties must have been different. I sus-
pect that various degrees of porosity were implied. Jars for stor-
ing water required another, “denser” clay than those meant for
filtering and cooling it by seepage through the walls. For a de-
scription of the properties of clays see ]. V. Noble, The Techniques
of Painted Attic Pottery (New York, 1965) pp. 1—5.
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FIGURE 5

Water transported in animal skins in modern Cairo.
The Gothic doorway, a trophy from Acre, leads to
the mausoleum of Sultan Muhammad an-Nasir, ca.
1300 (photo: Knauer)

the kilgas under discussion and is all the more valu-
able.!s

Accounts of Cairo in the early nineteenth century
mention its water carriers, who supplied clay jars
standing in the customer’s courtyard with water from
the Nile,'¢ which was transported in animal skins.!? It
comes as a surprise to the traveler that water carriers
are still to be seen in the city and elsewhere in Egypt,

15. For more literature on the Nile as a source of drinking
water see A. Wiedemann, Das alte Agypten, Kulturgeschichtliche
Bibliothek, II (Heidelberg, 1920) pp. 295f. and Paulys Realen-
cyclopédie der classischen Altertumswissenschaft (Stuttgart, 1936) s.v.
Nil (Honigmann).

16. See Edward William Lane, An Account of the Manners and
Customs of the Modern Egyptians, Written in Egypt during the Years
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FIGURE 6
Water being carried in an animal skin in Esna, Up-
per Egypt (photo: Knauer)

as they ferry their black goatskins—no longer filled,
of course, with water from the river but from safer
sources—around on two-wheeled carts or carry them
on their backs (Figures 5, 6). The water still goes into
huge earthenware jars, frequently resting on make-
shift stands (Figure 7), sometimes on more solid ones
made of brick, and occasionally even on marble kilgas
of exactly the type we are considering. Many of these
stands must have been in use for centuries. A lid on
top of the jar often carries a metal cup as a scoop for
the water (Figure 8). Jar-stands of all varieties, from
simple to sophisticated, are indeed still so common in
rural Egypt that this may account for the limited at-

1833-34, and '35 . . . (London, 1856) I, p. 12 (cf. fig. p. 15, two
jars on supports in a niche of the courtyard) and pp. 203ff.

17. John Lloyd Stevens (Incidents of Travel in Egypt, Arabia Pe-
traea, and the Holy Land [New York, 1837; Norman, 1970] p.
150), on his way from Cairo to the Sinai in 1836, reported that
his “store of provisions consisted of . . . two of the largest skins
containing the filtered water of the Nile.”



FIGURE 7
A modern makeshift jar-stand on the bank of the
Nile at Esna, Upper Egypt (photo: Knauer)

tention which has been paid to them by art histori-
ans.!8

Although the design of the kilgas, quite a few of
which bear auspicious inscriptions, remains basically
the same, they show a great variety of ornament. A
clear division according to decorative patterns is dif-
ficult because of the overlapping of motifs. Even so,
a study of the patterns and their parallels elsewhere,
particularly in architecture, will provide some clues
for the approximate dating of the pieces.

Often the kilgas’ feet and basins are damaged, as a
natural result of being the more fragile projections of
an otherwise bulky object. The carved decoration, on

18. The water jar and makeshift stand in Figure 7 were
photographed in 1978. The clay jar does not allow for water to
seep through, but its general porosity enhances the evaporation
and cooling of its contents. The supports of such jars leave as
much of the surface exposed as possible to aid evaporation.

19. See below, note 65.

FIGURE 8

Kilga and water jar in the courtyard of the mosque
of Sultan al-Mansur Qala’un, Cairo (photo: Knauer)

the other hand, frequently betrays willful mutilation,
especially of human heads and figures, and also of
animals. This too can help to establish a date for the
manufacture of the stands, during a period when Is-
lamic art was less apt to take offense at the represen-
tation of animate beings than in more orthodox
times.

With only one dated example at hand,!9 there is no
sure way of reconstructing a convincing typology. For
convenience in the classification that follows, the
sparsely decorated examples are described before the
more complex ones.

1. Of the simplest kind is a big battered stand still in

use in the courtyard of the mosque of Sultan al-Man-
sur Qala’un built at the end of the thirteenth century
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(Figure 8). The decoration consists of nothing but tri-
cusped arches above the basin and between the feet.
This simple motif occurs already in a blind arcade be-
low the crenellation of the two semicircular towers
protecting one of the city gates, the Bab Zuwayla,
constructed between 1087 and 1092.2° It becomes
more complex in time, with multiple steps and curves
in the arch.

There are a number of equally simple stands to be
found in the Coptic Museum and in the mid-seven-
teenth-century house of Sheikh es-Sihaimi (Figure g).
(As in many other stately houses in Cairo, the court-
yard of this mansion is overhung by fine examples of
moucharabies, graceful, elaborate, wooden latticework
windows. Their sills are frequently provided with in-
lets sawn out to receive small clay jars of drinking
water in order to expose them to the faintest breeze.
The cooling effects of evaporation are thus exploited
in yet another way.)

20. Creswell I, pls. 72¢,d, 73. Through the kindness of Mrs.
Serageldin and Michael Rogers I have the manuscript of an ar-
ticle by the former due to appear in Kunst des Orients: Laila ‘Ali
Ibrahim and ‘Adil Yasin, “A Talinid Hammam in Old Cairo.”
The steam room of that bath, built in the late ninth century, had
three arched niches in a recess in one of its walls; “The central
niche is flat and taller than the side ones, which are concave and

2. Closely related to the plain kilgas are stands with
one or two feline heads carved in the round on the
front panel above the basin and a bosslike projection
at the center of the upper edge of the side panels
(Figure 10). These bosses can also assume the shape
of stylized feline heads. There may be one or two
carved fillets turning at right angles to enclose the up-
per part of the side and back panels (Figure 10, right-
hand kilga). Such continuous moldings are found in
the pre-Islamic architecture of North Syria and in
Egypt at the late eleventh-century Fatimid fortifica-
tions of Cairo already mentioned, apparently built by
Syrian masons. The moldings are then often met as
frames of mihrab niches.2!

3. Slightly more elaborate is a type of kilga with
either one or two engaged half-columns projecting
from the side panels. The stray piece in Volterra may
serve as an example (Figures 11-13).22 Typically, the

have broken arched hoods.” This is a very early instance of such
an arch.

21. Creswell I, p. 211 and pls. 72¢,d. For a mihrab niche
framed with a continuous double molding see that of the
mosque of Ibn Tulun in Cairo, PKG 4, pl. 131.

22. The stand bears no number. Approximate dimensions:
32.5 X 20.7 X 44 cm. Attempts in May 1976 to consult the files

FIGURE g
Kilgas in the courtyard of the house of Sheik es-Sihaimi, Cairo
(photo: Knauer)

FIGURE 10

Kilgas with marble vases in the house of Sheik es-Sihaimi, Cairo
(photo: Knauer)



FIGURES 11—1§
Kilga, seen from the side, above, and front. Vol-
terra, Museo Etrusco Guarnacci (photos: Knauer)

wide rim of the basin is continued in the carved fillets
framing the side panels. When seen from above, the
stand displays the standard ornament filling in the
front corners of the basin: arched recesses sunk in the
width of the rim, a feature invariably encountered in
all the groups to be discussed.?®> The Volterra kilga
and its kin have close parallels in the courtyard and
house of Sheik es-Sihaimi (Figures g, 10), in no. g414
of the Museum of Islamic Art, and in the first room
of the Coptic Museum.?* The columned type may be
further enriched by bulbous bases in addition to capi-
tals and may have auspicious inscriptions running
along the rim of the basin and in a crenellated pattern
along the side and back panels (Figure 14). These
inscriptions thus take the place of the continuous
moldings mentioned in group 2. Early instances in

for its provenance and history led to nothing since the then
director of the Museo Guarnacci, Professor Enrico Fiumi, was
ill. In a letter from the museum (Oct. 14, 1976) after his death,
I was told: “noi possiamo dirle solamente che il reperto in ques-
tione fa parte dell’antico fondo del Museo, quindi supponiamo
che non provenga dagli ultimi scavi del Teatro Romano iniziati
1950. In caso di nuovi accertamenti, sapremo farlielo noto.” I
have not heard since. The guidebook by Enrico Fiumi, Volterra,
Il Museo Etrusco e i monumenti antichi (Pisa, n.d. [1976]), makes
no mention of the stand when discussing the holdings of Sala X
where it is exhibited (pp. 84f.); for the history of the collection
see pp. 27f. As most of the objects given by citizens to the com-
munity of Volterra since 1732 come from local excavations, the
kilga may have been donated by someone with Egyptian connec-
tions—no rare occurrence in Italy.

23. This feature may be explained as a shorthand version of
the often complex polylobate shapes of contemporary fountain
basins, see below, note 30. Garden ponds could be similarly
shaped; see, e.g., J. Dickie, “The Islamic Garden in Spain,” pl.
xxu, fig. 17, in The Islamic Garden, Dumbarton Oaks Collo-
quium on the History of Landscape Architecture 1V, ed. Elisa-
beth B. MacDougall and Richard Ettinghausen (Washington,
D.C., 1976), a lobulated pool in the Patio de Machuzo of the
Alhambra. Compare also their reflections on Persian garden
carpets; see, €.g., the carpet fragment in Berlin, of ca. A.p. 1700,
and its discussion in Eva Borsch-Supan, Garten-, Landschafts- und
Paradiesmotive im Innenraum: Eine ikonographische Untersuchung
(Berlin, 1967) pl. 102 and pp. 127f.

24. Another example stands at the right edge of the flight of
stairs leading up to the modern Greek Orthodox church of St.
George in Old Cairo.




FIGURE 14
Kilga, no. 106. Cairo, Museum of Islamic art (photo:
Knauer)

architecture of twin columns with clock- or lotus-
shaped bases occur in the mosque of al-Hakim
(9g9g0—1013).%

FIGURE 15
Kilga and marble vase, no. 465 (inv. nos. 10834,
10835). Athens, Benaki Museum (photo: Knauer)
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4. This group is characterized by the appearance of
small half-columns in the diagonal niches of the
trunk, which have invariably been left plain in pre-
vious categories, and by the fluting of the hooved feet
of the stand (e.g., Benaki Museum, no. 465, Figure
15).26 The feline mask above the inlet of the basin
may be replaced by one or two plain disks, at times
perforated in the center. The most important inno-
vation, however, is the smooth or stepped cascade
(salsabil) leading from the hollow trunk down into the
basin.?” The crucial role of the salsabil in determining
the stand’s use has already been discussed. The
miniature cascades have their models in indoor foun-
tain niches with ridged sloping marble slabs “down
which the water from a tap ... would run in a thin
film and cool the air by a slight evaporation.”?¥ Such
installations have been excavated in houses in Fustat
and are still extant in old Cairene houses: a fine sev-
enteenth-century example can be seen in the Benaki
Museum in Athens. The monumental type
(shadharwan)?® has survived, and still functions, in the
Norman-Arabic palace of the Zisa in Palermo (Figure

25. Creswell I, p. 78, pl. 21a. Such bases occur already in the
painted arcades in Samarra (Ernst Herzfeld, Die Ausgrabungen
von Samarra: 111. Die Malereien von Samarra, [Berlin, 1927] pls.
VI, VIII).

26. The stand and the marble vase, though bearing the num-
ber 465, are filed with inv. nos. 10834/10835; the provenance is
unknown. This and two other stands (nos. 463 and 464) were
published in the Benaki Museum Guide (Athens, 1936) now out
of print (information kindly supplied by the museum). The
Guide was not accessible to me. The fluting of the feet may oc-
casionally look like a curved tongue pattern (e.g., Figure 1),
which can be compared with the pattern on the foot and lid of
a 14th-century brass vase in Cairo (Museum of Islamic Art, no.
130); see Album, no. 53.

27. The salsabil occurs already in the less ornate stand in the
Sheikh es-Sihaimi courtyard (Figure g, foreground). It must be
emphasized that a chronological sequence is not implicit in the
present classification of kilgas.

28. Creswell I, . 124, when describing House III in Fustat;
cf. fig. 59 (opp. p. 202), see also pp. 69f., fig. 60. The Tulunid
hammam in Old Cairo investigated by Mrs. Serageldin already
contained a salsabil in the central niche of the steam room, see
note 20.

29. For shadharwan see Eilhard Wiedemann, Aufsitze zur ara-
bischen Wissenschaftsgeschichte, preface and indexes by Wolfdie-
trich Fischer, Collectanea, VI (Hildesheim/New York, 1g70) I,
pp- 291f. (I owe this reference to Michael Rogers). For a 15th-
century example in the Museum of Islamic Art see Album, no.
10. See also Ettinghausen, introduction to The Islamic Garden, p.

9.



16), built by William I and his son in the second half
of the twelfth century.3® When the Normans wrested
Sicily from the Arabs in the later part of the eleventh
century, they took over a prosperous island deeply
impregnated by Islamic civilization. Cherished by the
Norman kings, much of this tradition lived on and
barely anywhere in the Islamic realm have such
splendid examples of secular architecture survived
intact. The twelfth-century court art of the Norman
kings was under strong Fatimid influence.3! As we
shall see, however, the origin of those cascades must
be sought in an even remoter past.

5. Yet another variety of stands features arched
empty niches in the side and back panels. These
panels, which offer the most space for ornamenta-
tion, are the place for the more striking decorative
innovations (e.g., Museum of Islamic Art, nos. 685
and 14097). The latter is a boxlike kilga notable for
the treatment of its feet and the spans between them,
which resemble woodwork (Figure 17).32
Occasionally, the diagonal niches of these stands
show the outline of an upright three- or multi-lobed
tree or leaf pattern on an oblong support (the pattern

30. Creswell I, p. 124, lists another intact example of the sec-
ond half of the 12th century in Damascus. There is a salsabil
with a lion-head spout and a quatrefoil basin depicted in the
ceiling of the 12th-century Cappella Palatina in Palermo
(Ettinghausen, fig. p. 48, text p. 47). The shape of such basins
may have influenced the morphology of the sunk recesses of
the rims of kilga basins; see above, note 23 and Figure 12. A
similar but surely more sophisticated painting of a salsabil ex-
isted in the vault decoration of the cemetery mosque Qarafa of
A.D. 978 in Cairo, according to Magqrizi, who describes the inten-
tional optical illusion created by that painting; see Monneret de
Villard, pp. 15f, who cites Hitat 11, p. 318 of the Bulaq edition
of 1853. See also G. Margais, “Salsabil and Sadirwan,” Etudes
d’orientalisme dédiées & la mémoire de Lévi-Provengal (Paris, 1962)
11, pp. 639—648.

There is no doubt in my mind that the shape of the kilga
basins is closely related to monumental stone basins of the kind
found in the Qal‘, the palace of the Banu Hammad, the Is-
lamic Berber dynasty reigning in eastern Algeria from the 1oth
to the 12th century. See R. Bourouiba, “Note sur une vasque de
pierre trouvée au palais du Manar de la Qal‘a des Bani Ham-
mad,” Bulletin d’Archéologie Algérienne 5, 1971—75 (1976) pp.
235—245; dimensions: H. 55 cm.; 130 X 130 cm. (without pro-
jections); 152 X 152 cm. (with projecting semicircular niches).
Not only do we have the complex quatrefoil shape, with plastic
lions sejant spouting up water in the four niches that jut out
from the axes of the rectangular basin; the side view of this
fountain reveals the basic formal similarity of those projections
with the projecting knobs (often fashioned into lions’ heads) at

FIGURE 16

Wall fountain (shadharwan) in the Norman palace,
the Zisa, at Palermo, A.D. 1154—60 (photo: Knauer)

the axes of the kilga basins. Bourouiba has himself unearthed
an apparently similar “vasque quadrilobé” of the 12th century
in Kirghizia, at the tomb of Shah Fadil in Safid Balan (ibid.,
p- 240). He assumes that the Berber rulers in Algeria, “les émirs
sanhadjiens du Maghrib Central,” derived their model for such
fountain basins from Fatimid Egypt. The top of the wall of the
basin found in the Manar palace is hollowed out like a channel
to allow water to flow in it. We meet this peculiar feature again
in the channellike handrailing of a flight of stairs in the Gene-
ralife in Granada.

31. See PKG 4, pp. 99f., 254. For a discussion of the close
contacts between the crusaders in Syria and the Normans in
southern Italy and Sicily in the early 12th century, see Monneret
de Villard, p. 48. Margais, “Salsabil and Sadirwan,” pp. 646f.,
sees the art of Norman Sicily as rather more deeply influenced
by that of eastern Barbary than of Fatimid Egypt.

32. For a similar design, see the feet of two 14th-century hex-
agonal brass tables in the Museum of Islamic Art (Album, nos.
46, 47). The round object below the keel arch of the carved
empty niche of no. 14097 could be a central hanging lamp in a
mihrab niche. Cf. Grube, no. 123, a 12th/13th-century Iranian
mihrab tile with molded relief decoration; see also Grube’s ref-
erence, p. 176, n. 1, to the definitive study on the mihrab motif
being prepared by Professor Fehérvari. One is also reminded
of the stucco niche (Mz2) on the pillar next to the dikka in the
mosque of Ibn Tulun (Figure 18), see K. A. C. Creswell, Early
Muslim Architecture (Oxford, 1940) 11, p. 349, pl. 123b; for the
position see fig. 257.
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FIGURE 17
Kilga, no. 14097. Cairo, Museum of Islamic Art
(photo: Knauer)

FIGURE 18
Stucco niche in the mosque of Ibn Tulun, Cairo
(photo: Knauer)

that occupies the back panel of the kilga in the Met-
ropolitan Museum). The stand formerly in Boston
(Figure 4) is an example. Comparable kilgas are no.
24402 in the Museum of Islamic Art and no. 463 in
the Benaki Museum (Figure 19),3 though the latter
lacks an inscription. In another kilga in the Museum
of Islamic Art (no. 32), the oblong support of the leaf
motif has been replaced by a double volute. That leaf,
the Leitfossil of the group, occurs early in architecture
as a purely decorative device, again in the Bab Zu-
wayla (1087—g2), where it fills a blind arcade at the
flanks of the projecting towers of the gate.3

6. An interesting variation occurs in a group of

33. Inv. nos. 10831, 10832; provenance, Ispenian; date,
13th—14th century (Benaki Museum, letter, Sept. 7, 1978).

34. See Creswell I, p. 273 and pls. 72¢,d; for further in-
stances see p. 256 and pl. 8gb, sahn-portico in the mosque al-
Azhar, about A.p. 1150, and dome, pl. g1a; Bab al-Akhdar, a.p.
1153, pl. g6d. See also Creswell II, pl. 1gb. For a related motif
in Islamic pottery see Grube, p. 282, no. 229.

35. I owe the photograph to the kindness of the Director
General of Antiquities and Museums, Dr. Afif Bahnassi, who
also supplied the dimensions of the stand (H. 36 cm., L. 61 cm.)
and the information that it came to the museum from the
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stands which features the leaf pattern in the diagonal
niches and a very characteristic upright geometric
pattern in the framed side panels: this consists of
either one or two superimposed loop-shaped hexa-
gons formed by intersecting bands which may termi-
nate in half-leaves or volutes. The group includes the
elegant stand in Damascus (Figure 20),%5 two ex-
amples in the Coptic Museum (nos. 389o and 4111),
one at the left of the staircase leading up to the mod-
ern Greek Orthodox church of St. George in Old
Cairo, and nos. 3110 and g111 in the Museum of Is-
lamic Art.3 The panels of this last example are
framed with a plaited band, and show the leaf motif
above the formula baraka kamila on the sides and the

Umayyad mosque in 1928 (letter, May 28, 1977). I am much
obliged to James B. Pritchard for his efforts to trace the stand
in Damascus in 1977. It is cited by Elisséeff, p. 35, col. 2, n. 2, as
no. 66 in “L'Inventaire du Musée Syrien de Damas”; and referred
to in M. Ab-l-Faraj Al-‘Ush, A. Joudi, B. Zoundhi, Catalogue
du Musée national de Damas (Damascus, 1976) p. 257, 23, no. A2:
“Jarre en marbre de forme sphérique posée sur une base. 13e
siécle. Trouvée dans la mosquée des Umayyads a Damas.”

36. For no. 3110, a more sober type, see Album, no. 12. No.
3111 was exhibited in Zurich in 1961 (5000 Jahre Aegyptische
Kunst, exh. cat. [Zurich, 1961] nos. 491/2, pl. ¢8).



FIGURE 19

Kilga supporting marble vase, no. 463 (inv. nos.
10831, 10832). Athens, Benaki Museum (photo:
Knauer)

FIGURE 20

Kilga and marble vase from the Umayyad mosque.
Damascus, National Museum (photo: courtesy Na-
tional Museum)

FIGURE 21
Kilga, no. g111. Cairo, Museum of Islamic Art
(photo: Knauer)

loop at the back (Figure 21). In this group an addi-
tional boss emerges from both sides of the basin’s rim.

The hexagonal loop made of double striped inter-
lacing bands ending in vegetal shapes is an ornament
developed from decorative friezes, for instance on
the monumental entrance and minaret of the mosque
of al-Hakim (ggo—1013).37 Isolated and placed verti-
cally it becomes a much favored motif of Islamic art
in the twelfth and thirteenth centuries, as on the fa-
cade of the mid-thirteenth-century Seljuq Ince Min-
are Madrasa in Konya (Figure 22).38

A new element is introduced by the stand in the

37. See Creswell I, p. 70, figs. 24, 25, pl. 17.

38. The motif terminates in half-leaves above and a leaf
shape below; cf. the New York stand (volutes), the one in Da-
mascus, and no. g111 of the Museum of Islamic Art (Figures 1,
20, 21).
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FIGURE 22

Facade of the Seljuq Ince Minare Madrasa, mid-
13th century. Konya (photo: Knauer)

Metropolitan Museum, which features carved fig-
ures—the cross-legged drinkers and the striding por-
ters—along with the loop motif characteristic of the
group (Figures 1-3).

It is one of the striking aspects of Seljuq and Fa-
timid art that human and animal figures suddenly in-
trude into and merge with the purely abstract
decorative designs of earlier Islamic artifacts. The
Iranian heritage, which had already deeply influ-
enced Abbasid art, was revitalized by the political su-
premacy of the Turkish tribes.3® Since Abbasid times
Turks had formed the—often unruly—élite of the
caliph’s armies.*® In Egypt their role was to be all-im-
portant. It culminated in the mid-thirteenth century
in the accession of the dynasty of the Mamluks, the
enfranchised slaves of Turkish, Circassian, and Kur-
dish origin who had constituted the sultan’s court and
headed his armies. Egypt had, moreover, at various
times harbored refugees from the Middle East, many
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of them craftsmen raised in the Iranian tradition.
The immigrants came first when the Seljugs estab-
lished themselves in Persia and Anatolia in the elev-
enth century, and again in the thirteenth century
when the Mongol invasion swept away the caliphate
in Baghdad and brought death and destruction to
most of the highly civilized Islamic realm. The Mam-
luks alone succeeded in checking the Mongols and
holding the borders of Egypt against them.

The old Central Asian heritage with its rich iconog-
raphy had thrived particularly under the dynasty of
the heterodox Fatimids who ruled Egypt for two
hundred years (g72—1171).4! Although the represen-
tation of humans and animals is not explicitly forbid-
den in the Koran, it was discouraged by other
traditional sayings of the prophet and shunned ac-
cordingly. The Fatimid sultans of Egypt adhered to
the less rigorous Shiite denomination, which allowed
the occasional inclusion of human and animal fig-
ures—though never within the sacred or pure (tahir)
precinct of the mosque. Even under the Ayyubids,
after Saladin had restored Egypt to the orthodox
Sunna in 1171, the production of objects featuring
animate beings does not seem to have been curbed at
once, as is shown by the dated stand already men-
tioned, from the decade 1193—1203.42 Rather it con-

39. Dimand, pp. 94—96, 100—101; PKG 4, pp. 102ff,, Grube,
Pp- 127-131.

40. See David Ayalon, Studies on the Mamliks of Egypt
(1250-1517) (London, 1977).

41. Oleg Grabar, “Imperial and Urban Art in Islam: The
Subject Matter of Fatimid Art,” Colloque international sur Uhistoire
du Caire, 27 March—5 April 1969 (Grifenhainichen, 1972) pp.
173—189, has tried to explain the sudden appearance of the fig-
ure style in 12th-century Egypt by the dispersal of Fatimid trea-
sures and their impact on a wealthy urban society, following the
Fatimid decline in the mid-11th century. Richard Ettinghausen
kindly drew my attention to Marilyn Jenkins, “Western Islamic
Influences on Fatimid Egyptian Iconography,” Kunst des Orients
10 (1975) Pp- 91-107 (esp. p. 104), who disputes that thesis and
points to the earlier figure style tradition of the North African
predecessors of the Fatimids.

42. For a discussion of the problem see Oleg Grabar, The
Formation of Islamic Art (New Haven, 1973), “Islamic Attitudes
towards the Arts,” chap. 4 (pp. 75—103); and for the most likely
date of the incipient prohibition of figural representations (be-
tween A.D. 680 and 720), Rudi Paret, “Die Entstehungszeit des
islamischen Bilderverbots,” Kunst des Orients 11 (1976/77) pp-
158-181. The provenance of a kilga “ornamented with mythical
animals with human faces” is given as from the mosque of Zayn-
al-din in the Darb-al-Gemamiz by Herz, Arab Museum, p. 15;
since the provenance of so few kilgas is known, this information
is particularly valuable.



tinued through the thirteenth and early fourteenth
centuries, and only under the later Mamluks did
Egyptian arts and crafts revert to the abstract designs
favored by orthodoxy.

The New York kilga with its human representations
must belong in the Fatimid or Ayyubid period. It has
recently been suggested that in the graphic and ce-
ramic arts such figures were shorthand ciphers of a
symbolic iconography and were meant to evoke and
glorify the life style of the Islamic prince. The ban-
queter may stand for the pleasures of life at court;
the porter carrying a load for “men in the service of
the court,” and for the abundance of provisions; the
variety of diversions—the hunt foremost—for the
whole wide range of entertainment of the palace.4
But perhaps, less ambitious, the drinker simply
stands for the pleasures offered by fresh water and
the porter with his crudely shaped load is the purvey-
or of the precious liquid carried in an animal skin.
The notion may gain some support when we look at
the possible ancestors of the stands a little later.

7. Among the figured kilgas are two curiously bare
ones with crudely carved side and back panels, oth-
erwise devoid of ornament. Both are in the Coptic
Museum: no. 3776 shows a mounted knight hawk-
ing;* another displays a lion-headed eagle with wings
spread, on its chest a minute naked human with
raised hands (Figure 23).4> The lion head, in high re-
lief, occupies the place of bosses on other kilgas,
namely the top center of the side panels. These bosses
are often given the shape of stylized lion’s heads.

43. Grube, pp. 141f. and passim. For a man carrying a bo-
vine, the spoils of a hunt, appearing already in a wall painting
in Samarra, see Herzfeld, Malereien von Samarra, fig. 65.

44. The knotted tail of the horse is a typical Iranian or Cen-
tral Asian feature, which occurs already on the Apadana reliefs
in Persepolis. Hawking, much favored by the Islamic princes,
was developed as a sport early in the first millennium B.c. in
Inner Asia; see Johannes Hoops, Reallexikon der germanischen Al-
tertumskunde, 2nd ed. rev. and enl. by H. Jankuhn et al. (Berlin,
1976) s.v. Beizjagd (K. Lindner). For a contemporary represen-
tation of hawking emirs see the 11th/12th-century ivory panels
from Egypt in the Staatliche Museen Preussischer Kulturbesitz,
Museum fiir Islamische Kunst, PKG 4, pl. 191, text p. 261.

45. I have not examined this kilga. The lion-headed spread
eagle, which occurs on other kilgas, is curiously reminiscent of
the Sumerian legend of King Etana being carried toward the
sun by an eagle in search of a magic herb. Although in the epic
the eagle is not described as lion-headed, the art of Mesopo-

FIGURE 2§
Kilga and marble vase. Cairo, Coptic Museum
(photo: courtesy Coptic Museum)

tamia has many lion-headed spread eagles, the earliest from
the mid-grd millennium B.c. See Winfried Orthmann, Der Alte
Orient, Propylienkunstgeschichte 14 (Berlin, 1975) pl. 78a,
mace of Mesilim, about 2600 B.c.; pl. 88, relief with dedicatory
inscription which not only shows the lion-headed spread eagle
“Imdugud” dominating two heraldically addorsed lions (inter-
estingly, the mythical bird has a jewel on its chest), but also a big
twisted cable pattern, which occurs on our kilgas (Museum of
Islamic Art, no. 104, Figure 32; Recklinghausen, no. 509, Fig-
ures 41, 42). The relief is dated about 2430 B.c. and comes, like
the mace, from Girsu (Tello). See also ibid., pl. g7, the well-
known Imdugud “coat of arms” of copper in London, showing
the mythical bird, symbol of some godhead, with two addorsed
stags, from Tell el-‘Obéd, about 2475 B.C.; and pl. 120, the same
subject on the silver vase of Prince Entemena, from Girsu
(Telld), in the Louvre, dated about 2430 B.c. It is hard to deter-
mine how this heraldic iconography was passed on to Islamic
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FIGURES 24 AND 25
Kilga, no. 105, from the back and side. Cairo, Museum of Islamic Art (photos: Knauer)

8. In this group unusual stress is laid on the diagonal
niches with figures carved almost in the round. No.
105 in the Museum of Islamic Art has badly muti-
lated, long-haired nudes, standing with one hand on
the lower belly and the other on the genitals (Figures
24, 25). The side panels show addorsed winged
sphinxes with battered human heads, the back panel
simply the lobed leaf.*6 The basin, into which drops
an unusually steep, corrugated salsabil, is broken
away. Even more badly damaged is no. 2671 of the

art. Once the caliphs had established themselves in Baghdad,
there must have been monuments above ground in Iraq on
which the artists could draw. See also below, note 58.

Yet the closest parallel to this modest kilga is surely the sump-
tuous and symbolically heavily fraught painting of the apotheo-
sis of a ruler in the ceiling of the 12th-century Cappella Palatina
in Palermo (Ettinghausen, fig. p. 46, text p. 50): an ascending
eagle, frontal, two gazelles in his claws, is bridled by a human
figure on its chest. See also Monneret de Villard, p. 47, who
links the apotheosis picture with the Ganymede and the Garuda
myths. The iconography of the apotheosis of the Roman em-
perors should also be taken into account. The arch of Titus, for
example, showing the emperor on an eagle, was always above
ground. Both kilgas of our group 7, the hawking rider and the
“ascension,” thus have parallels in the iconography of the Cap-
pella Palatina (see Monneret de Villard, figs. 247, 248, 245).

46. For the sphinx motif in Islamic art see Grube, pp.
182—-184, and Eva Baer, Sphinxes and Harpies in Medieval Islamic
Art: An Iconographical Study, The Israel Oriental Society, Orien-
tal Notes and Studies, no. g (Jerusalem, 1g65). Sirens also occur
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same museum (Figure 26). Standing figures in the
three main panels have been all but obliterated.
Spread eagles in very high relief, now headless,*” oc-
cupy the diagonals with two lobed leaves above them.
Instead of the normal cabrioled or straight legs the
stand rests on crouching lions carved in the round.
The basin with its inscription is broken away.

9. An important characteristic of this group is the
niche with stalactite vault. Stalactites or alveoli

on the ceiling of the Cappella Palatina, see Monneret de Villard,
figs. 241—-244. They have halos. On this kilga their tails are ve-
getal, while the human heads may also have had halos. Halos
are a fairly common feature for ordinary mortals in high me-
dieval Islamic art and Byzantine models have been cited as the
obvious source. Yet halos occur already in Kushan art in Central
Asia, e.g., on the statue of King Kanishka in the museum in
Mathura where a metal halo seems to have been attached to the
sandstone sculpture; see H. Hirtel and J. Auboyer, Indien und
Siidostasien, Propylaenkunstgeschichte 16 (Berlin, 1971) pl. 39,
text p. 165, and John M. Rosenfield, The Dynastic Arts of the Ku-
shans (Berkeley, 1967). Halos are a standard attribute on Ku-
shan coinage. It is interesting that this feature seems to appear
in East and West at about the same time, in the early 4th century
A.D.; see Robert Goébl, Dokumente zur Geschichte der iranischen
Hunnen in Baktrien und Indien (Wiesbaden, 1967) 11, p. 308310,
who refers to the halos of the late Roman emperors. The halo
becomes a standard feature of the iconography of the islamized
Turkish tribes.

47. It is impossible to tell whether the heads were those of



(mugarnas), created for domed buildings as devices to
render the zone between cube and sphere optically
richer and the transition less abrupt, are first encoun-
tered in Egypt in the later eleventh century.4® Origi-
nally conceived for curved planes—pendentives or
hoods of niches—they lend themselves equally well to
the decoration and accentuation of transitional zones
in less complex architectural units, for instance in
shallow oblong niches or as cornices.4°

In this group of kilgas the flat stalactite niches, fit-
ted into the square panels of the trunk, are often
flanked by slender columns and pilasters supporting
decorative plaited bands framing the upper part of
the panel. They represent minute but complete units
which have parallels in contemporary architecture,
for example, in the facade of the mosque al-Aqmar
of 1125 in Cairo (Figures 27—29).5°

An outstanding kilga in the group is no. 11544 of
the Museum of Islamic Art (Figure go). The edge of
its basin bears a series of regularly spaced cushion-
shaped knobs—unparalleled in other stands—which
make for an even, curtainlike overflow; uniform
streaks down the bulge of the basin attest to the pro-
longed action of water. This seems to copy what oth-
erwise, to my knowledge, occurs only in far bigger
hydraulic installations.5! The decorative effect of the
bulging knobs can be compared with the peculiar

eagles or lions. Both types are encountered in medieval Islamic
art, e.g., the spread eagles with heraldic animals on the two
stone basins of the late 10th century from Madinat az-Zahira,
Cordoba, and Marrakesh, Morocco (PKG 4, pl. g2, cf. pl. 93,
and p. 1g99). The first relief is dated A.p. 987/8 and inscribed
with the name of the patron, al-Mansur, in whose palace-city
near Cordoba the basin served for religious ablutions. The
basin in Marrakesh is almost identical; see Gaston Migeon,
Manuel d'art musulman: Arts plastiques et industriels, 2nd ed. (Paris,
1927) fig. 89, p. 255. The heraldic birds occur on contemporary
pottery, e.g., the gold lustre bowl by the potter Muslim from
Fustat, on loan in the Metropolitan Museum (Dimand, p. 215);
fragment of a lustreware bowl dated 11th/12th century (Musée
de lart arabe du Caire: La Céramique égyptienne de Uépoque musul-
mane [Basel, 1922] pl. 38). Cf. also the 12th-century Persian
sgraffiato ware bowl in Arthur Lane, Islamic Pottery from the
Ninth to the Fourteenth Centuries A.D. (Third to Eighth Centuries
A.H.) in the Collection of Sir Eldred Hitchcock (London, n.d.) no.
10, p. 21.

48. For the development of the stalactite pendentive see
Creswell I, pp. 251-253, who considers it a local Egyptian fea-
ture occurring independently from Persia about 1100. For its
later development see Creswell 11, pp. 134, 146f. For the Seljuq
origin see PKG 4, p. 284, text to pl. 226. The latest discussion is

FIGURE 26
Kilga, no. 2671. Cairo, Museum of Islamic Art
(photo: Knauer)

cushion voussoirs in the arches of the fortified Fa-
timid city gates of the late eleventh century, for in-
stance the Bab al-Futuh of 1087.52 Side and back
panels feature an architecturally framed alveoled

to be found in Oleg Grabar, The Alhambra (Cambridge, Mass.,
1978) pp. 176ff.: “the origins of the mugarnas probably lie in the
almost simultaneous but apparently unconnected development
in north-eastern Iran and central North-Africa.”

49. As decoration of oblong niches: the facade of the mosque
al-Agmar of 1125 (Creswell I, pl. 82c, cf. p. 243); a decorative
panel on the facade of the madrasa of Sultan Salih Najm al-Din
of 1242/3 (Creswell 11, pl. 34, cf. p. 95), and similar panels on
the mosque of Sultan Baybars of 1266—69, (Creswell II, pls.
49a, b). As a cornice: on the minaret of the Mashhad al-Guyusi
of 1085 in Cairo (Creswell I, pp. 155ff., and PKG 4, pl. 171,
text pp. 249f.). See also L. ‘Ali Ibrahim, “The Transitional
Zones of Domes in Cairene Architecture,” Kunst des Orients 10
(1976) pp. 5-23.

50. See Creswell I, pp. 241ff., and PKG 4, pl. 176, text pp.
252f.

51. There is a modern fountain with such “cushions” at its
rim in a square near the station in the provincial capital of
Minya, which certainly copies earlier Islamic models. Features
not unlike these can be seen on the huge Aghlabid cisterns at
Qairawan; see Creswell, Early Muslim Architecture, 11, pls. 79b—d.

52. See Creswell I, pl. 64 and p. 212. The typically ribbed
Fatimid hoods of niches, which display a similar propensity for
plastic values, can be seen in Figures 27—29.
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FIGURES 27-29Q
Details of the facade of the mosque al-Agqmar,
Cairo, A.p. 1125 (photos: Knauer)

FIGURE 30
Kilga, no. 11544. Cairo, Museum of Islamic Art
(photo: courtesy Museum of Islamic Art)

niche—a miniature mihrab*>—containing the custom-
ary upright lobed leaf, which also occurs in the diago-
nal niches.

This stand is related to nos. 14099 and 668 of the
Museum of Islamic Art, to an unnumbered stand in
the museum’s courtyard, and to one in the house of
Sheikh es-Sihaimi.5* No. 14099 contains a stylized
frontal eagle with a mutilated lion’s head carved in
the round in its back panel, thus forming the transi-
tion to a more ornate type with heraldic animals dis-
played within the stalactite niches in the main panels.

Among the fully developed examples of the group
is no. 104 of the Museum of Islamic Art (Figures g1,
32).%5 In the side panels it has addorsed winged lions

53. For the mihrab motif see above, note g2.

54. A stand in the Islamisches Museum in Berlin (inv. no.
1.7261) is also related. According to V. Enderlein, an inscription
runs around the rim of its basin and the side panels; these fea-
ture stalactite niches, whereas the niches in the diagonal panels
are empty (letter, Oct. 13, 1978).

55. The woodworklike treatment of the span between the
feet of the stand is reminiscent of no. 14097 in the Museum of
Islamic Art, Figure 17. The stand is published (no illustration)
as no. 19o in Islamic Art in Egypt 969—1517, exh. cat. (Cairo,
1969) p. 199; dimensions: H. 48 cm., L. 75 cm. The feet are



sejant in a stalactite niche overhung by a mutilated
boss. The diagonal niches at the front are occupied
by spread eagles with frontal lions’ heads, the niches
in the rear with a variant of the leaf motif above a
twisted cable pattern.56 These are time-honored “he-
raldic” motifs of ancient Oriental ancestry. They en-
joy a real renaissance in medieval Islamic iconography,
which draws heavily on the vigorous and realistic Ira-
nian iconography revitalized by the ascendancy of the
Turkish tribes.5” The upsurge of the motifs in Egypt
may also have been fed by the survival of the Oriental
tradition in the famous local textile industry. Here the
continuation of Sasanian “heraldry” in woven goods—
lost but for a few fine examples—must have stimu-
lated an interest in that curious world of mythical an-
imals.58 Strangely static, they appear enmeshed in the
magic woods of often symmetrically designed, fully
developed arabesques. Yet the delicate scrolls, leaves,
and buds seem as vibrant and real as nature.5°

described as “resembling legs of tortoise,” for which see above,
note 7. A related but simpler stand is no. g7 in the Museum of
Islamic Art: it has addorsed winged lions in the side panels,
with no niche around them, and a leaf pattern in the diagonal
niches (see Album, no. 11).

56. For the cable pattern cf. the Sumeric relief mentioned in
note 45. According to V. Enderlein’s description, an otherwise
undecorated kilga in the Islamisches Museum in Berlin has a
chainlike band on the side panels (letter, Oct. 13, 1978). See also
the stand in Recklinghausen (Figures 41, 42).

57. See above, notes 39 and 45.

58. How deeply the Abbasid art of Iraq was influenced by
the splendor of Sasanian court art became apparent with the
excavations of Samarra. The degree to which Egypt has ab-
sorbed the Persian heritage was revealed by the cemeteries of,
for example, Antinoé in Upper Egypt. They testify to the im-
port of Sasanian textiles and the impact of those models on the
famed Coptic workshops, which continued to produce till Fa-
timid times. Cable patterns and plaited bands occur on Coptic
textiles as early as the grd to 5th centuries; see M. Dimand, Die
Ornamentik der dgyptischen Wollwirkereien: Stilprobleme der spitantiken
und koptischen Kunst (Leipzig, 1924) esp. chap. V.1, “Das geo-
metrische Ornament.” For the role of textiles in the transmis-
sion of heraldic animals see Henri Frankfort, The Art and
Architecture of the Ancient Orient, 2nd ed. (Harmondsworth, 1958)
pp- 232f., and Roman Ghirshman, Iran: Parthians and Sassanians
(London, 1962) pp. 283—339, “The Diffusion of Sassanian Art,”
esp. pp. 310f. For the Persian tradition in Coptic textiles see W.
F. Volbach, “Koptische Stoffe,” in Kopt. Kunst, pp. 147-152. See
also E. Kitzinger, “The Horse and Lion Tapestry at Dumbarton
Oaks: A Study in Coptic and Sasanian Textile Design,” Dumbar-
ton Oaks Papers 3 (1946) pp. 1-71.

59. Precursors of the classical arabesque can be found in
Coptic manuscripts as early as the middle of the 7th century.
For Coptic art in Islamic Egypt see Ernst Kiihnel, “Koptische
Kunst im islamischen Agypten,” in Kopt. Kunst, pp. 153—156.

FIGURE 31
Kilga, no. 104. Cairo, Museum of Islamic Art
(photo: courtesy Museum of Islamic Art)

FIGURE 32
Kilga, no. 104, detail of right side. Cairo, Museum
of Islamic Art (photo: Knauer)




FIGURE 33
Seljuq lion sculpture immured in the citadel of Kay-
seri (photo: Knauer)

There are countless parallels for the spread eagle
and the winged lion of the kilgas, and for the human-
or lion-headed bird, on fragments of contemporary
local lustreware from the kilns in Fustat, excavated on
that site.5° As for lions carved in the round, encoun-
tered in the bosses and, more rarely, as the feet of
kilgas, their ancestry seems very complex. The high
degree of stylization clearly shows their derivative
character. Live lions must have been a much less fre-
quent sight for the Islamic craftsman than the already
stylized host of big cats represented in the art of ear-
lier civilizations that was still visible above ground in
Syria, Anatolia, and Egypt itself (Figure 33).6!

60. For the eagles see above, note 47. For winged lions see
Céramique égyptienne, pls. 36, 42, 44, 81. There are further ex-
amples in the Museum of Islamic Art: room 4, vitrine 1, an
11th-century Fatimid lustre plate (the winged lion has a beak);
room 13, vitrine g, several examples, also of sirens whose tails
end in half-palmettes. There is a fine fragment of a 12th/13th-
century stucco frieze from Iran in the Metropolitan Museum
(Dimand, fig. 56 and p. g93), with addorsed lions, sejant and
gardant, clawing the air with one paw; their long tails, slung
about their hind legs, then rise upward to fill the empty triangle
between them with a lyre-shaped scroll ornament, which in turn
sends forth fleshy leaves. This relief can profitably be compared
with nos. 104 and 4328 in the Museum of Islamic Art (see be-
low, note 66).

61. Some of the Hittite gate lions in Anatolia and North Syria
were never totally buried and may have inspired later civiliza-
tions to take the lion, king of beasts, as a guardian animal, be it
on tombs or in public architecture. For the lion’s role in the art
of the Ancient Near East see Frankfort, Ancient Orient, pp.
181ff. For the latest survey of Greek lions, including previous
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FIGURE 34
Kilga, no. 464 (inv. no. 10833). Athens, Benaki Mu-
seum (photo: Knauer)

10. Though the stalactite motif connects this with the
preceding group, the firmly framed stalactite niche
has here given ground to several tiers of shallow,
stilted alveoli.?? They may take up the whole field of
the side panels or occupy only part, either at the top
or at the foot of the panel, leaving room for other
motifs, for instance the upright angular loop encoun-
tered in the New York stand and its kin. In this group
the diagonal niches usually contain figures carved in
rather high relief, frequently seated female nudes
with raised hands. An example is no. 464 in the Be-
naki Museum (Figure 34).5® On a badly mangled kilga
in the Coptic Museum (no. gogo, Figure 35), the

literature, see V. M. Strocka, “Neue archaische Léwen in Ana-
tolien,” Archdologischer Anzeiger (1977) 4, pp. 481—-512. The
great sphinx at Giza and some of its smaller kin were, of course,
always visible. For felines in Umayyad art see PKG 4, pls. 45a,b
and p. 173, and for a Fatimid example in bronze, ibid., pl. 195.
For Coptic lions see below in the discussion of the bronze minia-
ture stands and vases in the Benaki Museum, Athens.

62. For an early example of stilted keel arches in Cairene
architecture see the mid-12th-century addition of Caliph al-
Hafiz li-Din Allah to the al-Azhar mosque (Creswell I, pp. 36ff;
PKG 4, pl. 164 and pp. 246f.). For stilted mugarnas see the cu-
pola of the mausoleum of Sultana Shagar al-Durr of 1250 (Cre-
swell I1, pp. 136ff.; PKG 4, pl. 293, text pp. 325f.).

63. Inv. no. 10833; provenance, Ispenian; date, 13th—14th
century (Benaki Museum, letter, Sept. 7, 1978). From V. Ender-
lein’s description, a stand in the Islamisches Museum in Berlin
belongs to this group: it has stalactite niches in the side panels,
naked seated figures in the diagonal niches, and an inscrip_tion
(letter, Oct. 13, 1978).



FIGURE 35

Kilga, no. 309o, partial view, on a Coptic jar-stand.
Cairo, Coptic Museum (photo: courtesy Coptic Mu-
seum)

women wear nothing but pointed caps in the front
niches and crosses on their heads in the rear ones; a
corrugated salsabil leads into the basin, the rim of
which is adorned with two carved fishes.5¢ This is the
first example surveyed to have oddly Christian con-
notations. Yet another kilga in the Coptic Museum is
closely related: the diagonal niches house four stand-
ing figures in long caftans, their hands resting on the
pommel of huge upright swords. Similar sword-bear-
ers appear in the rear niches of the single dated kilga,
whose mutilated inscription puts its manufacture in
the decade between 1193 and 1208 (Museum of Is-
lamic Art, no. 4328, Figure 36).% In the front niches

64. I was unable to obtain a photograph that showed the de-
tails of this important stand.

65. The dates cited are those considered by Michael Rogers
to be the most likely. The piece is catalogued by Gaston Wiet,
Catalogue général du Musée de U'Art Islamique du Caire: Inscriptions
historiques sur pierre (Cairo, 1971) p. 41, no. 59—4328, pl. vur;
dimensions, 48 X 41 X 75 cm.; bought in 1916. Wiet’s brief
description deliberately abstains from remarks concerning style
or iconography. Of the figures, he notes “ils sont en tous cas trés
curieux.” His translation of the inscription reads: “Bénédiction
parfaite. Bénédiction parfaite, faveur étendue, salut durable et
gloire a son possesseur. .. ... 500 et ..... ;" from which he
concludes: “Cette piece, dont la date n’offre plus que la fin du
chiffre des dizaines et celui de la centaine, est donc du Vie/XIle
siecle” The inscription had been published earlier in Et.
Combe, J. Sauvaget, and G. Wiet, Répertoire chronologique
d’épigraphie arabe (Cairo, 1937) VIII, p. 279, no. 3185. See also
Album, no. 13. For a somewhat more detailed description (no
illustration) of the stand see Islamic Art in Egypt 969—1517, no.
191, which gives the date as A.H. 570 or 590 (A.D. 1192 or 1212,

FIGURE 36
Kilga, no. 4328. Cairo, Museum of Islamic Art
(photo: after Wiet, Inscriptions historiques)

the seated females, nude but for necklaces and arm-
lets, hold their hands at the height of their breasts,
one hand grasping an elongated object. The bare-
footed sword-bearers in the rear niches show tiraz-
bands on the sleeves of their long gowns. The feet of
the stand are formed by crouching addorsed lions, a
feature encountered in group 8 (Figure 26). Their
curved tails with shaggy ends entwine to form a
heart-shaped pattern in the center, from which emerge
two scrolls encircling trefoil buds. The same design is
found on the joints of the lions’ hind legs. Similarly
adorned predacious animals occur several times on
Egyptian monuments of the period.%

i.e., already Ayyubid) and the dimensions as 48 X 48 x 75 cm.
The discrepancy in the width’'from that given by Wiet, Inscrip-
tions historiques, is readily explained by the fact that the stands
with their bosses and bulges do not lend themselves easily to
being measured.

66. For the composition cf. the stucco frieze mentioned in
note 60. The vegetal motif on the lions’ joints also occurs on two
Fatimid lion reliefs found in Cairo and preserved in the Mu-
seum of Islamic Art (Album, no. 5, and Migeon, Manuel d'art
musulman, fig. g1, p. 261). It has a parallel in a lion relief deco-
rating the bridge at Ludd. Cf. also that at Abu ’l-Munagga, of
1266/67, by Sultan Baybars al-Bunduqdari; see Creswell 11, fig.
81 and pp. 150—154, who argues that the big cats, in this case
apparently panthers, were a kind of blazon of the Mamluk sul-
tan Baybars I on buildings presumably erected by him (bars sig-
nifies a predacious feline). The Seljuq rulers of Anatolia also
seem to have felt an affinity to the king of animals, as attested
by their names—Alp Arslan, the “Brave Lion,” took Anatolia
from the Byzantines. Seljuq monuments abound with lions (see
Figure g3). Joint ornaments are already to be found on a late
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FIGURE 37
Kilga, no. 6410. Cairo, Museum of Islamic Art
(photo: courtesy Museum of Islamic Art)

Parallels, though not from Egypt, can be adduced
for the sword-bearers,%” but it is hard to account for
the female nudes. Rare in Islamic art, they appear
occasionally in the decoration of bathing establish-
ments, for instance in the “desert castles” of Umayyad
princes in Syria. Qusayr ‘Amra, built in the second
quarter of the eighth century, furnishes the most
striking examples.®® The iconographic dependence of
these baths on Roman thermae has long been recog-
nized. Literary sources attest the survival of the Ro-
man tradition into the tenth to twelfth centuries in
Seljuq, Tulunid, and Fatimid baths, though we lack
actual examples.®® There is, however, a fairly close
parallel to the kilga nudes in a unique glazed sherd
with relief decoration from the excavations in Fus-
tat.’ It shows a standing female with raised hands,
naked but for armlets and straps (of jewelry?) run-
ning over her shoulders and crossing in front of her
body, not unlike the nudes on the Cairo stand. She

Hellenistic sphinx sculpture in the temple precinct of Medinet
Madi (Narmouthis) in the southwestern Fayum.

67. Cf. the stucco sculptures of princes from Iran, about
1200, in the Metropolitan Museum, acc. nos. 67.119 (Gift of Mr.
and Mrs. Lester Wolfe) and 57.51.18, (Cora Timken Burnett
Collection of Persian Miniatures and Other Persian Art Objects,
Bequest of Cora Timken Burnett, 1956). These have smaller
parallels in the Victoria and Albert Museum, London; no. A22-
1928; cf. A20-1928.

68. See F. Zayadine, “The Umayyad Frescoes of Quseir
‘Amra,” Archaeology 31:3 (1978) pp. 19—29, with literature; and
PKG 4, pls. 32, X, and pp. 157fF.
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FIGURE 38
Kilga. Cairo, Coptic Museum, courtyard (photo:
courtesy Coptic Museum)

was apparently represented between engaged col-
umns. We will revert to this fragment, which seems to
be part of a huge vase, later.

A special feature of the dated stand is the bull’s
mask below the front edge of the basin, reminiscent
of the unusual corbel decoration at one of Cairo’s
northern city gates, the Bab al-Futuh, of 1087.”!

11. The penultimate group in this survey shares sev-
eral features with the preceding one. A damaged
stand in the Museum of Islamic Art (no. 6410, Figure
37) lacks its feet—apparently crouching lions—and
basin; only rudiments of a wide, chevroned salsabil
are preserved. The side and back panels, narrower
than in previous examples, rest on three tiers of al-
veoli and are framed by a band formed of a loosely
tied cable pattern.” The side panels contain crowned
female nudes in an orans attitude. The back panel
shows a turbaned guard with a huge sword; similar

69. See PKG 4, text to pls. xxx1va,b on p. 262. Mrs. Seragel-
din in her forthcoming article (‘Ali Ibrahim and Yasin, “Tualanid
Hammam”) believes that the stucco mugarnas came not from the
steam room of that Tulunid bath, but rather from the oblong
room (maslah) or from another building.

70. Aly Bahgat and Félix Massoul, La Céramique musulmane de
UEgypte (Cairo, 1930) pl. Lx1, g and p. g1. The piece cannot be
dated exactly.

71. See Creswell I, pl. 66b.

72. I cannot find parallels to these loosely cabled bands in the
decoration of monumental architecture. There the design of
plaited bands is more angular, becoming less closely knit and



long-gowned figures occupy the wide, shallow diago-
nal niches in the rear, fully dressed orantes, complete
with hats, those in the front. The front panel, fre-
quently occupied by two roundels, here has four, two
of which bear inscriptions.” Unusual stress is put on
the architectural frame of the diagonal niches—en-
gaged twin columns with bulbous capitals and bases;
the innermost pair of columns has spiral fluting. A
similar feature occurs on the facade of the mosque al-
Agmar of 1125 in Cairo (Figure 29).74

There is a close counterpart to this kilga in the
courtyard of the Coptic Museum (Figure 38). It dif-
fers by having spirally fluted feet and, in the decora-
tion of the front panel, bulls’ heads instead of the
more frequent lions’ heads; another bull’s head ap-
pears at the front of the basin.” Otherwise there are
the same crowned nudes on the sides, a male attired
and crowned at the back, and four long-gowned
guards with swords in the niches. Three tiers of
mugarnas and the cable-band complete the parallel. A
perfect horror vacui characterizes these stands.

12. In conclusion, there are two stands which, though
retaining the general structure of a kilga, depart from
the rest in the rough style of their carving and their
patent Christian symbolism. In the courtyard of the
Coptic Museum is a stand bearing on the side panels
a lamb7¢ facing a cross, and on the back a roundel
with cross; at the same time it preserves an Islamic
leaf motif flanked by spiraled columns in the rear di-

more “airy” in the 13th and 14th centuries. An early example
are the bands on the mosque of As-Salih Tala’i’ of 1160 (Cres-
well I, pls. g7d, g8b, cf. pls. 106 bg and 107 c4. For a “drier”
and more angular type see Creswell II, pl. 22a, mausoleum of
Imam al-Shafi‘i, A.p. 1211. It also occurs on pottery (Céramique
égyptienne, pl. 137). For the closest parallel see Strzygowski, no.
7338

73. The inscription reads: al-‘izz al-da’im (“the eternal glory”).
These roundels, for instance on the Damascus stand (Figure
20), seem to have given the zealots the impression of represent-
ing eyes and they have been damaged in consequence. On the
Damascus stand and certain others the roundels have pierced
centers, the purpose of which is unknown to me. Could they
have served to fix metal cups on chains for scooping water? In-
scribed roundels occur on the facade of the mosque al-Aqmar.
In Mamluk art these round “cartouches” are often divided in
three sections by horizontal bands (see Album, no. 69, and pas-
sim).

74- See above, note 50. For 11th-century spiral fluting see
the wooden “mihrab” panel in the Museum of Islamic Art, no.
8464 (Album, no. 23).

75. Cf. the dated stand discussed above in group 10 (Mu-

agonal niches (Figures 39, 40). The shape of the mar-
ble stand in the Ikonenmuseum, Recklinghausen, is
utterly simplified (Figures 41, 42).77 It features lions
with their prey in the side panels but their style has
nothing to do with the heraldic beasts occupying the
same place in many Islamic kilgas; it seems rather to
hark back to classical models. Bands with cables and
scrolls and spirally fluted columns occur—but how
different from the balance and grace of a Muslim ar-
tifact. We are here in the realm of Coptic Christianity.

And yet there can be no doubt that the shape of
the two kilgas is derived from Islamic models. They
must have been fashioned for use by Copts in Egypt
in the high Middle Ages. We can actually witness the
overlapping of the two iconographic traditions, Is-
lamic and Coptic, in a stand from group 10 (Coptic
Museum, no. gogo, Figure g5), which combines
mugarnas panels and a salsabil with fishes on the rim
of the basin and nudes with crosses on their heads,
and here in the stand which features Christian sym-
bols in the side and back panels while retaining the
Islamic leaf motif in the diagonal niches (Figures 39,
40). The “purest” Coptic stand, in Recklinghausen,
has—besides its shape—nothing but the cable pattern
linking it to Islamic examples.

The indigenous Coptic tradition may in its turn
help to explain the predilection for animate creatures
or, stranger still, the nudes that occur in Egyptian art
of the high Middle Ages.” The idiosyncratic charac-
ter of Coptic art, which developed from the complex

seum of Islamic Art, no. 4328); for the bulls’ heads see note 71.

76. The species of animal intended is hard to determine; it
could also be a heifer.

77. Inv. no. 509; dimensions, 21 X 19 X 39.5 cm.; prove-
nance unknown. See K. Wessel, Kunst der Kopten, Sammlung des
Tkonenmuseums Recklinghausen: Kunstsammlungen der Stadt Reck-
linghausen, Koptische Sammlung des ITkonenmuseums (Recklinghau-
sen, n.d. [1962]). Wessel dates the stand in the high Middle
Ages and compares it to undecorated stands from Islamic Egypt
(he cites four examples) whose shape it imitates. As to its pur-
pose: “Das Gerit diirfte kultischen Zwecken gedient haben.
Vielleicht enthielt das Gefiss geweihtes Wasser zum Nachfiillen
des Beckens (dgyptische Kloster bezogen oft ihr Wasser nicht
aus eigenen Brunnen, sondern mussten es vom Nil holen oder
in der Regenzeit in Zisternen leiten). Man verwandte daher
schon in der Spitantike, vgl. Saqqara, kultische Gefisstinder.”
I suppose the stand was made for a Coptic church, but most
likely to supply the faithful with drinking water and not to serve
any cultic purpose. The stand appears as no. 127 in Kopt. Kunst,
with no illustration.

78. Both types of nudes encountered on kilgas, the orans with
raised hands and the “Ishtar” with hands about the breasts (a
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FIGURES 39 AND 40

Kilga with Christian symbols, side and back views. Cairo, Coptic Museum, courtyard (photos: courtesy Coptic

Museum)

FIGURES 41 AND 42
Coptic Kilga, no. 509, seen from the front and back. Recklinghausen, Koptische Sammlung, Ikonenmuseum
(photos: after Wessel, Kunst der Kopten)

variation is the Venus pudica in the Museum of Islamic Art, no.
105, Figure 24) do, of course, occur already in the Ancient Near
East. See, e.g., Orthmann, Alte Orient; pl. x1v, clay vase (in Paris)
with incised nude orans among water animals, from Larsa, Iraq,
first half of the 2nd millennium B.c.; pl. 366f, in Konya, lead
statuette of the goddess Ishtar, a winged nude in orans attitude,
from Karahiiyiik, about 1800/1750 B.c. See Frankfort, Ancient
Orient; pl. 135a and p. 134, copper figure of a nude holding her
breasts, from Tell Judeideh, first half of the grd millennium B.c.
The “Ishtar” gesture occurs in the stucco decoration of the 8th-
century Umayyad “desert castle” Qasr al-Hair al-Gharbi (D.
Schlumberger, “Les Fouilles de Qasr el-Heir el-Gharbi, 1936—38,”
Syria 20 [1939] p. 349; PKG 4, pp. 171f.). Yet this seems a fairly
tenuous link to the nudes of the kilgas. Coptic art instead offers
not only female nudes derived from classical mythology in its
sculpture, but also many examples among more modest objects
of daily use, e.g., the doll-like nudes made from hollow bones

g0

which contained kohl, the black eye cosmetic (Strzygowski, pp.
201-204, pl. xvii). Strzygowski dates these between the 8th and
the 12th century and does not mention the use of some of them
as toilet accessories. Quite a few have been found in Fustat,
some are on show in the Museum of Islamic Art, some in the
Coptic Museum; cf. also Benaki Museum, no. 10738. There are
flat ones which cannot have served as kohl containers; many
bear delicate black tattoolike ornaments. Strzygowski (p. 33,
“Nudititen”) calls the predilection for the nude typically Coptic.
Nudes are also encountered on bronze implements; see Kopt.
Kunst, no. 604, a lamp; no. 173, a patera. Most important for
our context are nudes in conjunction with Christian symbols: in
Kopt. Kunst, no. 172, a finial (nude dancer below a cross); in
Strzygowski, no. g101, pl. xxxi1, handle of a patera (nude
dancer lifting a cross). These bronze pieces are dated between
the 4th and 6th century.



cultural conditions of the Nile valley during late an-
tiquity, has led to its being taken for mere folk art.
Only recently have this tradition and its contributions
to the maturing of Islamic art been properly assessed.
The Coptic influence is most obvious in the field of
decorative ornament,” but it also affects certain icon-
ographic features.

Of monophysite denomination, the large Coptic
community was an important social group in Old
Cairo where its members were employed especially as
artisans by the Muslim conquerors. Their influence
made itself felt until the twelfth century.®? Our stands
are a case in point.

The genesis of the kilga’s peculiar shape is as compos-
ite as its carved decoration. As we have seen, Egypt
had always to rely on the Nile as its foremost source
of drinking water. Heavy with silt, the water had to
be purified and cooled. Stands were needed for the
porous earthenware jars through which it filtered
into a collecting vessel underneath. There are numer-
ous Pharaonic representations of elegant jars perched
on delicate stands, apparently fashioned of wood.8!
In view of the conservative character of Coptic art, it
comes as no surprise that several miniature bronze
models in the Benaki Museum in Athens should pre-
sent us with amphorae on stands, the latter clearly
imitating woodwork, which seem to have preserved
the design of their Pharaonic ancestors most faith-

79. For ornament see above, note 58, and S. 158f. in Kopt.
Kunst. Cf. also the patterns on Coptic woodwork of the 5th—6th
century, Strzygowski, e.g., nos. 7369, 8780, 8792.

80. Ernst Kiihnel, “Koptische Kunst im islamischen Agypten,”
Kopt. Kunst, pp. 153—156. For a summary of Coptic art see En-
cyclopedia of World Art (London, 1960) s.v. Coptic Art (W. F. Vol-
bach), and the recent sober assessment of C. C. Walters,
Monastic Archaeology in Egypt (Warminster, 1974) covering the
Coptic churches and monasteries from pre-Islamic to high me-
dieval times.

81. See, for example, K. Lange and M. Hirmer, Egypt: Archi-
tecture, Sculpture, Painting, 4th ed. (London/New York, 1968) pls.
XXV, XXVI (a tomb painting in Thebes), 166, 167, all about 1400
B.C. I noticed a wooden stand for four jars placed on vitrine M,
room 34, in the Egyptian Museum in Cairo.

82. Nos. 11602, 11604; no. 10255 is a simpler model in
wood; nos. 11603 and 11653 are bronze stands only. The height
of the complete ones is approximately 20—22 cm. Information
supplied by the Benaki Museum gives the date as 2nd—6th cen-
tury, and the provenance as Egypt.

83. Strzygowski, pp. 240—242 (terracotta stands), pp. 88—94
(stone stands). Strzygowskis no. 7393, under the heading
“Lowen,” is in fact part of a stone jar-stand.

fully.82 Typically Coptic is the abundance of stylized
animals: a bird on the lid of the jar, rampant felines—
with characteristically scalloped flanks—as handles,
and a feline protome jutting from the front of the
stand (Figure 43). Whatever their date, these minia-
tures attest to the continuation of an age-old local
shape. As the actual objects of wood and clay have
long since perished, we are fortunate to have at least
the small-scale versions.

There are two kinds of Coptic objects first as-
sembled by Josef Strzygowski under the heading
“Gefisstische,” which present us with yet another so-
lution for the storage and purification of drinking
water.8® One is a small group of terracotta jar-stands
that are imitations of wooden models (Figures 44,
45). The salient features of these fired but unglazed
clay supports are two or more circular openings in
the top of the boxlike receptacle. Jars would be placed
in the openings and the water caught below. Dated in
the seventh to eighth centuries, these terracotta
stands all have spoutlike outlets. In another, larger
group of stone stands (Figures 46—48), which in-
cludes a Pharaonic spoil (Figure 48), the relevant fea-
tures are ingeniously developed. These “jar-tables”
are, in my opinion, direct prototypes of the kilga.

FIGURE 43

Miniature bronze model of Coptic jar and stand
(inv. no. 11604). Athens, Benaki Museum (photo:
Knauer)
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FIGURE 44
Coptic jar-stand of clay, no. gog4. Cairo, Egyptian
Museum (photo: after Strzygowski)

FIGURE 45
Coptic jar-stand of clay, no. gog6. Cairo, Egyptian
Museum (photo: after Strzygowski)

Their simple mechanism is clearly illustrated by a
stand on display in the current excavations in Fustat
(Figures 49, 50). Decorated in front with a cross amid
leafy tendrils and on the rim with a Coptic inscrip-
tion,® it has circular depressions designed to receive
one big flat-bottomed jar—presumably similar to a
modern qulla—and two smaller jars with more pointed
bases. These depressions communicate through small
openings with a collecting basin in the middle of the
stand, which is in turn drained by a hole in the front,
just visible in the lower bar of the cross. The short
legs of the stand allow for a drinking bowl to be put
under this drainage hole. There is another, slightly
simpler, example of the jar-table in the courtyard of
the temple in Esna in Upper Egypt (Figure 51). A
permanent installation in the refectory of the mon-
astery of St. Simeon (Deir Anba Hadra) near Aswan,
which may date from the tenth century, allowed the
water to descend over different levels, thereby using
it to the utmost (Figure 52).85
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FIGURE 46
Stone jar-stand, no. 7374. Cairo, Egyptian Museum
(photo: after Strzygowski)

FIGURE 47
Stone jar-stand, no. 7375. Cairo, Egyptian Museum
(photo: after Strzygowski)

FIGURE 48

Front and back view of stone jar-stand, no. 7376.
Cairo, Egyptian Museum (photo: after Strzy-
gowski)

Many of Strzygowski’s examples are furnished with
lions’ protomes or feline heads as spouts. Curiously,
not all of these are perforated, which reduces them
to mere ornament.® Also ornamental were the simi-

84. 1 did not copy the inscription.

8. See Walters, Monastic Archaeology, p. 241. Curiously, Wal-
ters (pp. 191f.) lists only two “water-stands” in Saqqara of the
type Strzygowski calls “Gefisstische.”

86. The stand illustrated in Figure 46 (Egyptian Museum,
Cairo, no. 7374) has no spout. A very low example (21.5 X 78.5
X 43.5 cm.) with a single circular depression, the front deco-
rated with a lion head in the round flanked heraldically by a
hare and a hound in relief, is pictured in Art islamique dans les
collections privées libanaises, exh. cat. (Musée Nicolas Sursock,
Beirut, 1974) p. 61; provenance and date are given as Egypt,
13th or 14th century.



FIGURES 49 AND 50

Coptic jar-stand of stone, seen from the front and back. Fustat, Cairo (photos: Knauer)

lar protomes and heads on the small bronze models
in the Benaki Museum. Is it possible that the feline
heads on our kilgas hark back to those Coptic proto-
types?®?

The spout side or front of the jar-tables is fre-
quently carved in low relief with rather schematic
vines or scrolls sprouting from fluted vases. Strzy-
gowski places them between the fifth and ninth cen-
turies and calls some of them “Coptic from the Arabic
period.” They have, according to him, been continu-
ously used through modern times. One wonders

87. In all fairness it should be said that there is a tradition in
Islamic art that associates lions with water installations, e.g., the
11th-century lions incorporated into the 14th-century fountain
in the Alhambra (see PKG 4, pl. 275; for the date see Frederic
Bargebuhr, The Alhambra: A Cycle of Studies on the Eleventh Cen-
tury in Moorish Spain [Berlin, 1968] pp. 170-172; for a detail
photo of one of the lions see Grabar, Alhambra, fig. 83). Other
examples are the painted fountain in the Cappella Palatina (see
above, note 30) and the painted fountains with lion-headed gar-
goyles on the ceiling of the 14th-century Sala de Justicia at the
Court of the Lions in the Alhambra (Basilio Pavon Maldonado,
Arte Toledano islamico y mudejar [Madrid, 1973] pl. 197f and fig.
157). See also the 12th/13th-century Seljuq hexagonal tile from
Iran with applied lion masks, “clearly the central element of a
fairly elaborate fountain” (Grube, no. 122, pp. 174, 176). Mi-
chael Rogers tells me of a 12th-century Ghurid clay jar in the
British Museum with two lion heads at the neck. In his opinion,
the zoomorphic decoration of kilgas is indebted to unglazed ear-
thenware from Syria and the feline heads are influenced by Me-
sopotamian (especially Raqqa) unglazed ware, about 1100—1200.
Cf. the jar fragments with lion heads in Baghat and Massoul,
Céramique musulmane, nos. 2, 10, pl. LXI.

In the case of the kilgas, however, the Coptic models seem of
greater relevance.

FIGURE 51
Coptic jar-stand of stone in the temple precinct of
Esna, Upper Egypt (photo: Knauer)

FIGURE K2
Built-in jar-stand in the refectory of the monastery
of St. Simeon, near Aswan (photo: Knauer)
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whether the crudely fluted vases on the legs (Figure
46) might not have inspired the Muslim sculptors of
the twelfth century to provide the legs of their kilgas
with tonguelike flutes.

The shape of one of Strzygowski’s jar-tables is
clearly determined by that of the reused architectural
member it is fashioned from (Figure 48). This appro-
priation may throw some light on the formation of
the kilga’s peculiar shape. Possibly it too was derived
from the spoils of another defunct civilization—de-
funct but still with the power to fertilize a new genre.
If so, it would not be an isolated instance in the de-
velopment of Islamic art.

The place on the right bank of the Nile to which
the Greeks gave the name of “Babylon in Egypt” was
fortified by the Romans, and here, in A.p. 641, the
Byzantines lost Egypt to ‘Amr, general of Caliph
Umar, one of the Meccan companions and the second
successor of the Prophet. The bulky remains of the
late Roman citadel in Old Cairo still convey today an
impression of the physical surroundings the Muslim
warriors encountered when leaving the desert for
that unprecedented conquest. Marble, not native to
Egypt, must have abounded on the site—above all,
architectural members, columns, and architraves, im-
ported for the adornment of public and private
buildings.®® Might not the fluted or chamfered drums
of marble columns have suggested themselves as
handy raw material for an Ur-form of the kilga, so far
unrecorded?

88. How much the Islamic invaders of Egypt must have been
impressed by the splendor of the architecture at the classical
sites, e.g., Alexandria, is attested by several passages in Magqrizi,
some of legendary character (see Bouriant’s translation, Descrip-
tion topographique, pp. 424f., 429). The glare of the marble in
that city was said to be such that the inhabitants were forced to
wear black, curtains of green silk and black scarves were intro-
duced to shield the eyes, and no lighting was needed on a
moonlit night; “On raconte que le marbre était un véritable
géne pour les habitants.”

89. I do not know when the term is first used to describe such
cascades. “Salsabil is the name of a fountain in paradise, men-
tioned only once in the Kor’an in Siira LXXVI, 18. ‘And there
shall they (the just) be given to drink of the cup tempered with
ginger, from the fount therein whose name is salsabil.” Encyc.,
VII, p. 118 (T. W. Haig). See also Marcais, “Salsabil and
Sadirwan”; and Ettinghausen, introduction to The Islamic Gar-
den, p. g (the review of this book by John D. Hoag, Artibus Asiae
41 [1979] pp. 94f., stresses the classical antecedences).

go. For a recent compilation of nymphaea see: Bluma L.
Trell, “Epigraphica Numismatica: Monumental Nymphaea on
Ancient Coins,” Bulletin of the American Society of Papyrologists 15:
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That its developed shape should be a contamina-
tion of different types, the primitive, indigenous jar-
stand and the Coptic “Gefdsstisch,” gains support
when we look for the prototype of an important fea-
ture of the fully fledged kilga: the salsabil.

There is no doubt in my mind that the miniature
cascade (salsabil),?® as well as its monumental counter-
part, the wall fountain (shadharwan), which both make
their appearance in Tulunid/Fatimid times, are in-
spired by classical models encountered by the Arab
invaders in the Roman East. Metropolises like Damas-
cus, Antioch with its suburb of Daphne, and the Ro-
man cities in North Africa were famous for their
water supply and the uses made of it.? Though none
of these installations has been preserved, we can form
a picture of them from fountains of moderate size
recovered from private dwellings in Pompeii and
Rome. Two Pompeian examples—one of them a
“proto-shadharwan”—have been fairly accurately re-
constructed in the gardens of the J. Paul Getty Mu-
seum in Malibu, California (Figures 53, 54).' Three
examples in the Vatican represent in particular the
kind of model that must have furnished visual inspi-
ration to the Muslim craftsmen (Figures 55-57).92 Al-
most square and carved from single blocks of marble,
the fountain heads were fed from below through a
vertical shaft in the center, which led into a jar-
shaped container or reservoir on top. In the simpler
models the overflow was drained through perforated
scallops placed above miniature flights of steps. In

1-2 (1978) p. 148, n. 3; and Der Kleine Pauly: Lextkon der Antike
(Munich, 1975) s.v. Wasserspiele. See also C. V. Daremberg and
E. Saglio, eds., Dictionnaire des antiquités grecques et romaines
(Paris, 1896) s.v. fons (E. Michon). The ruins of the Canopus in
Hadrian’s villa at Tivoli, one of the many of the emperor’s ar-
chitectural recollections, in this case of Egypt, are extensive
enough to visualize a monumental installation of that kind: a
vaulted exedra contains a stepped cascade which feeds a canal-
like pond, surrounded by a portico, in front of it.

g1. For the original of Figure 53, dated about a.p. 50, see
Hans Eschebach, Pompeji: Erlebte antike Welt (Leipzig, 1978) fig.
214. For Figure 54 see Norman Neuerburg, Herculaneum to
Malibu: A Companion to the Visit of the J. Paul Getty Museum Build-
ing (Malibu, Calif.,, 1975) pp. [13, 22]. For other examples of
stepped wall fountains and freestanding stepped fountain
heads, including the originals of Figures 53 and 54, see Paul
Zanker, “Die Villa als Vorbild des spiten pompejanischen
Wohngeschmacks,” Jahrbuch des Deutschen Archiologischen Insti-
tuts 94 (1979) pp- 460-523.

92. See Walter Amelung, Die Sculpturen des Vaticanischen Mu-
seums (Berlin, 1903) I, no. 192¢, inv. 1110, pl. 29 (Figure 55);
no. 58a, inv. 1135 (Figure 56); inv. 649 (Figure 57) lacks a num-



FIGURE 53

Replica of fountain in the House of the Large Foun-
tain, Pompeii. Malibu, California, J. Paul Getty Mu-
seum (photo: Knauer)

more elaborate versions it sallied from tilted urns
held by scantily clad nymphs asleep on rocky beds
above the cascades, or from jugs and skins carried by
heroic bearded nudes standing on small supports in
the diagonal niches of the fountain head. Lions’ and
rams’ heads at the corners and in the axes of the side
and back panels complete the set of iconographic
models that Cairene workshops must have drawn
upon. That these Roman fountains were in turn de-

ber in Amelung. I owe this information to Georg Daltrop, who
generously helped to locate the fountain heads—until the new
wing of the museum was built, they were in the area in front of
the Pinacoteca Vaticana—and gave permission to photograph
them. (Anita Rieche, Rome, is apparently working on this sub-
ject; see A. Rieche, “Romische Zierbrunnen,” XI International
Congress of Classical Archaeology, London, 3—9 September 1978: Fi-
nal Programme [London, 1978] p. 140; the paper was not read.)
For further examples see Amelung, Sculpturen, no. 24, inv. 1134
(which appears in a drawing in Daremberg and Saglio, Diction-
naire, fig. 3155), and no. 170, inv. 1103, pl. 29. There is also a
fine terracotta cascade in the Villa Albani in Rome, made for
connection to a fountain; lion heads flank the stairs and a figure
of Oceanus rests on top (S. Settis, “‘Esedra’ e ‘ninfeo’ nella ter-
minologia architettonica del mondo romano,” Aufstieg und Nie-

FIGURE 54

Replica of fountain in the House of Loreius Tibur-
tinus, Pompeii. Malibu, California, J. Paul Getty
Museum (photo: Knauer)

rived from Hellenistic prototypes can only be hinted
at here. In the Kanellopoulos Collection in Athens is
a small, boxlike, limestone fountain head (Figure
58).93 Fed through a hole at one end, it let the water
rush out over the stepped opening at the other,
flanked by crudely carved dolphin heads terminating
the two long sides.

It remains for us to consider the appearance of the
jars that originally adorned the Cairene kilgas. They
were surely not left plain like modern Egyptian water

dergang der romischen Welt [Berlin, 1973] 1, fig. 19). An interesting
unpublished piece in the Byzantine Museum in Athens, no. g4
(2998), about 30 X 30 X 40 cm., shows four stairways descend-
ing a hill crowded with carved animals and vegetation—the gar-
den of Eden? It may have served as a baptismal font with the
Good Shepherd as the—now missing—central figure, standing
above the four rivers of paradise. Such an arrangement could
be a Christian adaptation of a Roman fountain with Orpheus
charming the animals. For references (excluding the Athenian
piece) see Borsch-Supan, Garten-, Landschafts- und Paradiesmo-
tive, p. 98.

93. Kanellopoulos Collection, no. 74; provenance apparently
not known; dimensions approximately 15 X 18 X g2 cm. Geor-
gios Dontas kindly allowed it to be photographed.
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FIGURE 55
Roman fountain head, inv. 1110. Rome, Vatican
Museum (photo: Knauer)

FIGURE 56
Roman fountain head, inv. 1135. Rome, Vatican
Museum (photo: Knauer)

jars. This is suggested by the elaborate carved deco-
ration of the fully developed kilga which the jars
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