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The Metropolitan Museum Journal is issued
annually by The Metropolitan Museum of
Art. Its purpose is to publish original re-
search on works in the Museum’s collections
and the areas of investigation they present.
Contributions, by members of the Museum
staff and by other art historians and spe-
cialists, vary in length from monographic
studies to brief notes. The wealth of the Mu-
seum’s collections and the scope of these es-
says make the Journal essential reading for
all scholars and amateurs of the fine arts.

THis VOLUME is the first issue of the Journal
to be dedicated to an individual upon his retire-
ment: Dr. Helmut Nickel, Curator of Arms and
Armor. Dr. Nickel first came to the Museum in
1960 as a curatorial assistant in the Department
of Arms and Armor. In 1969 he was appointed
to the original Editorial Board of the Journal.
His tenure at the Museum of nearly thirty years
and his prolific and wide-ranging contributions
to its scholarly publications make it doubly fit-
ting for Volume 24 to be published in his honor.
This volume includes a bibliography of his writ-
ings and three of his own articles, as well as
twenty-two articles written by colleagues. Many
authors have focused on arms and armor, Dr.
Nickel’s specialty, while others have selected
from the vast array of other subjects in which
he is knowledgeable. The contents of this vol-
ume, therefore, reflect to a large extent the
breadth of knowledge and interest of this eru-
dite and gifted man.
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DEDICATION

One of my great joys as a trustee of the Metropolitan Mu-
seum has been my close association over the years with its ge-
nial curator of Arms and Armor, Dr. Helmut Nickel. All who
have had the good fortune to be in contact with him—trustees
and staff, scholars at home and abroad, and members of the
general public fascinated by his arsenal—will join me in wel-
coming this publication. Inspired by his example, it is in-
tended to serve as a sign of the lasting mark he leaves on the
institution and on his profession.

ARTHUR OCHS SULZBERGER

Chairman of the Board of Trustees
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Foreword

PHILIPPE DE MONTEBELLO
Director, The Metropolitan Museum of Art

THE DEDICATION of a volume of the Metropolitan
Museum Journal to Helmut Nickel is extraordinarily
fitting. In the first place, he is the only member of the
Editorial Board who has served since the Journal’s in-
ception in 1968. It is worth quoting from the fore-
word to the first volume, because Helmut’s own con-
tributions so fully bear out the new publication’s
stated purpose: “The Journal will be published an-
nually and will contain articles and shorter notes in
all fields of art represented in the Museum. . . . They
will reflect in their diversity the wide range of our
holdings.”

As one peruses the titles in Volume 24, one notes
that only Helmut, with his irrepressible creativity and
good humor (and with collusion from the Editorial
Board), would contribute unwittingly to his own
Festschrift—not just one piece but three. Indeed, so
broad are his curiosity and range of knowledge that
his name could plausibly be substituted for any and
every one of the contributing authors.

The outpouring of articles in Helmut’s honor dem-
onstrates, as nothing else can, that the substance of a
museum lies in the interaction between the profes-
sional staff and the works of art. From his outpost in
the Department of Arms and Armor, Helmut influ-
enced the culture of the whole institution, because he
was the animateur par excellence of his collections, in
their every ramification. Perhaps his greatest quality
is this spontaneous predisposition to enjoy and com-
municate his knowledge and his objects. He would
not only command the scholarship on a helmet or
corselet, but he was equally likely to wear it—just as
he regularly appeared in costume at the medieval fes-
tivities organized by The Cloisters. He mesmerized
children, he charmed grown-ups, and within the Mu-
seum he indulgently enlightened his colleagues,
whether at coffee, at an acquisition meeting, or in the
galleries before an object. Helmut is not only Homo
sapiens and Homo faber but also, and quintessentially,
Homo ludens.
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Helmut Nickel: An Appreciation

JAMES DAVID DRAPER for the Journal Editorial Board

THis FESTSCHRIFT VOLUME of the Journal is in many
ways an offbeat production. For one thing, the dedi-
cation of a publication to a staff member is something
of a departure at the Museum. For another, the hon-
ored party’s own essays seldom appear in a Fest-
schrift, but the man we celebrate has been generating
articles at such a rate—pieces of sterling merit, pro-
duced seemingly without effort—that we are able to
include a full trio of them. We are pleased to publish
a list of his writings here, compiled with the aid of
Stuart Pyhrr, his successor in the Arms and Armor
department. We also take the opportunity to mention
some events that have shaped the life of this man and
may account in some measure for the momentous
contributions he has made.

Helmut Nickel first saw the light of day on March
24, 1924—and thus we have missed by a few months
feting him on his actual birthday. His place of birth,
Quohren, is a small village in the county of Dippol-
diswalde in Saxony. His memory of the sights of the
neighborhood is indelible; those who went to Dres-
den to prepare for The Splendor of Dresden exhibition
held at the Museum in 1978—79 testify to the enrap-
tured enthusiasm with which he revisited Pirna and
other scenes of his boyhood. His parents were school-
teachers, booklovers who must have encouraged his
passion for investigation. For a time he pursued the
study of animals, a field that has never failed to fasci-
nate him. It can only be expected that the move to
Florida is now affording him acquaintance with sev-
eral diverting New World species.

As a young man, having experienced the miseries
of war, Helmut made his way westward and in 1950
enrolled in the Freie Universitit in Berlin. Simulta-
neously, from 1951 through 1957, he was a lecturer-
guide in the Vélkerkundemuseum in Berlin, and it

Helmut and Hildegard Nickel at the Cloisters Medieval
Festival in 1972

was in the middle of this period, in 1953, that he took
the important step of marrying Hildegard Wese-
mann. His university curriculum matched a broad ap-
petite, balancing art history with studies in classical,
Near Eastern, and Precolumbian archaeology, an-
thropology, and ethnology, and in medieval history
and literature. In this he reflected the multiple inter-
ests of a cherished mentor, Edwin Redslob, cofound-
er and rector of the Freie Universitit. His first publi-
cation, in 195, was an article for Redslob’s
Festschrift, on the tomb of a Grand Commander of
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A vignette from Winnetou, illustrated by Helmut Nickel
for the Karl May comics: The young brave is sheltered
by a tall pair of boots.

the Teutonic Knights, illustrated in the main by his
own drawings. In 1958, Helmut took his doctorate
magna cum laude from the university with a disser-
tation on medieval equestrian shields, subsequently
published in serial form.

Helmut’s gift for draughtsmanship may surprise
readers unfamiliar with all facets of his career. His
vivid style and ethnographic perceptions enabled him
to support himself during his student years by pro-
ducing a staggering number of drawings for adven-
ture comic books. His unsigned drawings detailing
the escapades of the Indian brave Winnetou, the
swashbuckling Don Pedro, and the voyager Robinson
entertained countless German children. He is to be
found in The World Encyclopedia of Comics under the
heading “Robinson.” The entry writer, “W. F.,” ob-
serves: “The anatomy of Nickel’s figures is perfect,
and the artist has a knack of adding a cartoony touch
to some of the characters, thus providing the comic
relief that so often is the frosting on the cake in ad-
venture stories.” W. F. then laments that “Nickel, who
dropped out of sight after a decade or so of comic
book work, is sorely missed on the German comics
scene.” That loss is the museum world’s gain, but it
would be wrong not to take this occasion to hint at the
dramatic choice of viewpoint and the shifting play of
blacks and whites in Helmut’s best efforts. His unhes-
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itating accuracy can also be attested by anyone who
has watched him sketch an armorial shield. Indeed
the draughtsman’s informed, selective eye may help
to account for the way in which many of Helmut’s
curatorial acquisitions linger in the mind as singularly
strong images.

In 1958-59, Helmut worked as a curatorial assis-
tant in the Lipperheidesche Kostiimbibliotek in Ber-
lin and in 1959—60 as a researcher for the Deutscher
Verein fiir Kunstwissenschaft in Berlin, preparing a
survey of local manuscripts entitled Schrifttum zur
deutschen Kunst. It was then that he came to the atten-
tion of James Rorimer, director of the Metropolitan
Museum, as a candidate for an opening in the Arms
and Armor department. Helmut arrived at the Mu-
seum as a curatorial assistant in 1960. English cannot
have been much of a problem for this astonishing
polyglot, and the Nickels took to New York immedi-
ately, although Hildegard recalls some trying experi-
ences finding available housing. The hurly-burly of
our ambitious, multifaceted institution must have
been bracing, in any case, and it inmediately engaged
Helmut’s talents for research and communication.

In his first years here Helmut gave little evidence
of the zest for writing that would result eventually in
a flood of publications. His first Bulletin article did not
appear until 1965, but this was surely not a matter of
writer’s block. One factor that unquestionably slowed
down his publications was the Museum’s accelerating
program of special exhibitions. There was no Depart-
ment of Primitive Art in 1965, so it fell to Helmut to
coordinate an exhibition of the Nathan Cummings
collection of Precolumbian pottery. So much value
was placed on Helmut’s breadth of knowledge and
the harmonious working relationships he was able to
establish that he was given the curatorial responsibil-
ity for such major exhibitions as In the Presence of
Kings in 1967 and the aforementioned Dresden exhi-
bition.

Once Helmut’s articles began to appear, they
flowed without cease from a pen never less than bril-
liant. We note with pleasure how many have ap-
peared in the Journal. In fact, he has been its most
regular contributor, starting with the first volume in
1968. Until his retirement last year, he was the only
member of the original Journal board still serving,
and he actually helped edit some of the articles for
this volume, little knowing the issue was destined to
be dedicated to him.



Helmut relates with relish how Thomas Hoving,
then director, charged the newly formed jJournal
board to edit a yearly compilation of “dull, scholarly
articles in the German Jahrbuch style.” As those who
have served on the board know full well, Helmut's pa-
tient tolerance of well-intentioned but “dull” authors
is nearly as great as his liking for headier scholarship;
that blue gaze of his is as kindly as it is keen. In any
case, the word dull would never apply to one of his
own manuscripts. Well-shaped gems they are, making
all sorts of telling points while written with admirable
economy, indeed rewriting aspects of history across
the wide range of studies in medieval and Renais-
sance iconography, heraldry, and weaponry. Invari-
ably his manuscripts are clearly thought through, a
quality that has always endeared him to editors. We
look forward to many more.

The list of Helmut’s writings does not even touch
upon a category in which he has always excelled, and
that is the reporting of new accessions. His latest ef-
fort in this vein, for Recent Acquisitions 1987—1988, is
a model of its sort, telling us what we need to know
about a giant Bohemian ceremonial arrowhead of the

A Nickel illustration for Robinson: The hero, pursued by
Tartars, leaps to safety.

fifteenth century. We learn along the way that it is one
of only four of its size and type in existence and that
two of these are already in the Museum’s collection,
having also been acquired during Helmut’s tenure—
but this fact is expressed with characteristic modesty.
Only one familiar with the Museum’s inventory num-
bering system would catch it. Equally modestly, the
entry declines to mention that the new find const-
tutes an addition to Helmut’s prior study of the sub-
ject, “Ceremonial Arrowheads from Bohemia,” his
first Journal article.

Speaking of Helmut’s purchases, masterpieces
spring readily to mind: a flintlock fowling piece made
for Louis XIII, bought in 1972, or the Hever Castle
Hispano-Moresque helmet, acquired in 1983. As for
gifts, were not their majesties King Bhumidol Adul-
yadej and Queen Sirikit of Thailand moved to com-
memorate his exhibition In the Presence of Kings by
presenting a Siamese ceremonial sword? The collect-
ing of objects rich in historical association is a tradi-
tion of the Arms and Armor department, a tradition
never more stoutly upheld than under Helmut’s guid-
ance. John T. Schiff’s gift of the ivory-stocked pistols

Mt @inew vergwafelton Satz
Sthwivaan sith die Vaexfolatan
uber dev gihmenvden Spalt—
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of Catherine the Great provides but one reminder.
And, most fittingly, our Chairman of the Board, Mr.
Sulzberger, observed the occasion of Helmut’s retire-
ment by giving in his honor the magnificent gold-
handled sword of a Langobardic chieftain.

From a colleague’s day-to-day point of view, the
main point to be made about Helmut Nickel does not
concern acquisitions or publications. Put simply, it is
his extreme generosity in sharing his vast reserves of
information, a chivalrous habit that was regularly and
memorably in evidence at our monthly Journal board

meetings. A moment would typically arise when, the
business at hand having been dealt with, Helmut
would launch into a mesmerizing exposition of some
topic, brief but laden with all manner of linguistic and
ethnological relevance. That erudition and that lib-
erality have prompted us to respond in the form of
this Festschrift. Reasons of space have obliged us to
limit the contributors to past and present Museum
staff members, but we have no doubt that friends far
and wide will echo our feelings of indebtedness and
affectionate thanksgiving.

The correct way for a Museum professional to carry a
sword, drawn by Helmut Nickel for The Care and Han-
dling of Art Objects (New York, 1986)

12



The Publications of Helmut Nickel

The items are listed chronologically according to the year of publication or, in the case of periodicals,
the year of the volume. Books and pamphlets appear first, in capital letters, followed by articles and
occasional papers; these are organized alphabetically, first by the publication in which they appear and

then by the first significant word of the title.

ABBREVIATIONS

MMA—The Metropolitan Musum of Art

MMAB—The Metropolitan Museum of Art Bulletin

MM]—Metropolitan Museum Journal

MGHKW-—Mitteilungen der Gesellschaft fiir historische Kostiim- und Waffenkunde
ZHWK—Zeitschrift fiir Historische Waffen- und Kostiimkunde

1955

Die Grabplatte des Grosskomturs Kuno von Liebenstein
zu Neumark in Westpreussen. Festschrift, Edwin Redslob
zum 70. Geburtstage. Berlin. 284—291.

Waffengeschichtliches zur Messinggrabplatte des Kuno
von Liebenstein (1391) in der Pfarrkirche zu Neu-
mark in Westpreussen. MGHKW, no. 1, 8.

1956
Trachten und Feldzeichen in Mexiko zur Zeit der Con-
quista. MGHKW, no. 3, 10—-11.

1958

DER MITTELALTERLICHE REITERSCHILD DES ABENDLANDES.
Ph.D. diss., Freie Universitit, Berlin. Published in Der
Herold, Vierteljahresschrift fiir Heraldik, Genealogie und
verwandte Wissenschaften 4 (January 1959—December
1962).

Tracht und Ausriistung der Konquistadoren und Ent-
decker im frithen 16. Jahrhundert. MGHKW, no. 6,

4-9-
Der mittelalterliche Reiterschild. MGHKW, no. 7, 1—g.

1959
Die Kremper Gilde. MGHKW, no. 8, 7—11.

Minnertracht und Waffen in Knossos und Mykene.
MGHKW, no. g, 8—12.

Review of Claude Blair European Armour (London, Bats-
ford, 1958). MGHKW, no. 8, 20—22.

1965

The Battle of the Crescent. MMAB n.s. 24, November,
110-127.
1966

The Man Beside the Gate. MMAB n.s. 24, April, 236—
244.

The Little Knights of the Living Room Table. MMAB
n.s. 25, December, 170-183.

1967

IN THE PRESENCE OF KINGS. New York: MMA.

1968

The Ottoman Empire [contributions]. MMAB n.s. 26,
January, 219—221.

Ceremonial Arrowheads from Bohemia. MMJ 1, 61—93.

1969

WARRIORS AND WORTHIES: ARMS AND ARMOR THROUGH
THE AGES. New York: Atheneum. Published in Great
Britain as ARMS AND ARMOUR THROUGH THE AGES. Lon-
don: Collins, 1971.
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1969 continued
Bohmische Prunkpfeilspitzen. Acta Musei Nationalis Pra-
gae 23, no. 3, 101—163.

English Armour in The Metropolitan Museum. The Con-
noisseur 172, no. 693, 196—203.

A Knightly Sword with Presentation Inscriptions. MM]
2, 209—210.

Sir Gawayne and the Three White Knights. MMAB n.s.
28, December, 174—182.

The Armorers’ Shop. MMAB n.s. 28, December, 183—
188.

1970

Uber die Bilddevise in Deutschland bis zur Mitte des
sechzehnten Jahrhunderts. Genealogia et Heraldica 2,
Vienna, 661-666. (Paper read at Tenth International
Congress of Genealogical and Heraldic Sciences, Vi-
enna, September 1419, 1970.)

1971
ARMS AND ARMOR IN AFRICA. New York: Atheneum.

The Heraldry in the Manuscript, in The Cloisters Apoca-
lypse. New York: MMA. 18—26.

Addenda to “Ceremonial Arrowheads from Bohemia.”
MM] 4, 179—181.

Der Bolzenkasten des Hans Wagner, Pixnschifter, 1539.
ZHWK 13, no. 1, 26—34.

1972

Die Schweizerdolche des Blattfriesmeisters. Congress Re-
port, 6th Congress of the International Association of Mu-
seums of Arms and Military History. Zurich (unpag.).

A Mamluk Axe. Islamic Art in The Metropolitan Museum of
Art. New York: MMA. 213—225. Reprinted in Islamic
Arms and Armor. London: Scolar Press, 1979. 149—161.

“a harnes all gilte”: A Study of the Armor of Galiot de
Genouilhac and the Iconography of Its Decoration.

MM] 5, 75—124.

A Theory about the Early History of the Cloisters Apoc-
alypse. MM] 6, 59—72.

1973

Stone Bows in the Old and New Worlds. Arms and Armor
Annual 1, 66—71.

About the Sword of the Huns and the “Urepos” of the
Steppes. MM] 7, 131—-142.
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Tamgas and Runes, Magic Numbers and Magic Symbols.
MM] 8, 165—173.

1974

ULLSTEIN WAFFENBUCH: EINE KULTURHISTORISCHE WAF-
FENKUNDE MIT MARKENVERZEICHNIS. Berlin/Frankfurt/
Vienna: Ullstein.

Arms Design and Decoration. Encyclopedia Britannica 111
(Macropaedia), 30—35.

The Art of Chivalry. MMAB n.s. g2, no. 4, 56—104.

Two Falcon Devices of the Strozzi: An Attempt at Inter-
pretation. MM] 9, 229—232.

The Boar-Badge of Richard I1I. The Ricardian 3, no. 46,
2—3.

1975

The Long Wait and the Quick Draw. The Chase, the Cap-
ture: Collecting at the Metropolitan. New York: MMA.

171-179.
The Dawn of Chivalry. From the Land of the Scythians.
MMAB n.s. 32, no. 5 (special issue), 150—152.

Wer waren Kénig Artus’ Ritter>—Uber die geschicht-
liche Grundlage der Artussagen. ZHWK 17, no. 1, 1—
28.

1977

And Behold, a White Horse . . . —Observations on the
Colors of the Horses of the Four Horsemen of the
Apocalypse. MM] 12, 179—183.

1978

Dorsal Devices: Polish Hussars’ Wings, Japanese Sashi-
mono and Aztec Tlahuitztli. Congress Report, 8th Con-
gress of the International Association of Museums of Arms
and Military History. Warsaw. 19—23. Published in Ger-
many as: Uber Rickenstandarten: polnische Husar-
enfliigel, japanische Sashimono und aztekische Tla-
huitztli. ZHWK 21, no. 2, (1979) g’7—106.

1979

Armor in the Italian Renaissance. Gloria dell’Arte: A Re-
naissance Perspective. Exh. cat. Tulsa, Okla.: Philbrook
Art Center. g—13.

1980

About divers precious stones of colours and their vir-
tues. Heraldry in Canada 14, no. 3, September, 18—21.



The Graphic Sources for the Moor with the Emerald Clus-
ter. MM] 15, 203—210. Published in Germany as: Uber
die graphischen Vorlagen des Mokren mit der Smaragd-
stufe im Griinen Gewdlbe zu Dresden. Dresdener Kunst-
blatter 25, no. 1 (1981) 10—19.

The Great Pendant with the Arms of Saxony. MMJ 15,
185—-192.

1981

About the Arms of Reinhard of Winterthur and Other
Canting Crests. Arms, Armor, and Heraldry: Essays in
Honor of Anita Reinhard. New York. 1-12.

Uber den Fahnenschwenkel. Arms, Armor, and Heraldry:
Essays in Honor of Anita Reinhard. New York. 41—76.

The Judgment of Paris by Lucas Cranach the Elder: Na-
ture, Allegory, and Alchemy. MMJ 16, 117—-129.

Zusitzliche Bemerkungen zum Problem der Klingen-
marke “Gekrontes Pi.” ZHWK 23, no. 2, 101—109.

1982

THE ART OF CHIVALRY: EUROPEAN ARMS AND ARMOR
FROM THE METROPOLITAN MUSEUM OF ART (in collab-
oration with Stuart W. Pyhrr and Leonid Tarassuk).
Exh. cat. New York: American Federation of Arts.

Unter den gekreuzten Schwerter: Bemerkungen zu den
Blankwaffen der kursichsischen Schweizergarde zu
Dresden, 1656—1814. Blankwaffen/Armes blanches/ Armi
bianche/ Edged Weapons: Festschrift Hugo Schneider zu sei-
nem 65. Geburtstag. Stifa, Switzerland: Th. Gut. 168—
19o.

Arms and Armor. Dictionary of the Middle Ages 1. New
York: Charles Scribner’s Sons. 521-536.

An Iconographical Remark to “Simulated Reliefs in a
Painting by Juan de Flandes.” Source: Notes in the His-
tory of Art 1, no. 4, 28—31.

1983

Uber einen ritterlichen Siegelring in der Schatzkammer
der Residenz Miinchen. Studien zum europdischen
Kunsthandwerk: Festschrift fir Yvonne Hackenbroch, ed-
ited by Jorg Rasmussen. Munich: Klinkhardt und
Biermann. 39—43.

About Arms and Armor in the Age of Arthur. Avalon to
Camelot 1, no. 1, 19—21.

The Arming of Gawain. Avalon to Camelot 1, no. 2, 16—
19.

Bow and Arrow / Crossbow. Dictionary of the Middle Ages
I1. New York: Charles Scribner’s Sons. §50—354-

Catapults. Dictionary of the Middle Ages 111. New York:
Charles Scribner’s Sons. 179—181.

Orders of Chivalry (s.v. Chivalry). Dictionary of the Middle
Ages 111. New York: Charles Scribner’s Sons. 303—3077.
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The Emperor’s New Saddle Cloth:
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AMONG THE WORKS OF ART surviving from classi-
cal antiquity, one of the most influential is doubtless
the equestrian statue of Emperor Marcus Aurelius
(reigned a.p. 161-80) (Figure 1). For centuries it
stood in the Lateran, until it was transferred, in
1538, to the Campidoglio by Michelangelo; it sur-
vived largely because it was erroneously believed to
be an effigy of Constantine, the first Christian em-
peror. By a combination of this unjustified attribu-
tion, its own artistic merits, and its conspicuous pres-
ence, it served as a model for the majority of
equestrian statues throughout the entire history of
European art.!

A reduced free copy by Filarete (1400—ca. 1465) is
the earliest known dated small bronze of the Italian
Renaissance (Figure 2). Its plinth bears a presenta-
tion inscription to Piero de’Medici (Filarete’s benefac-
tor) and the date 1465.2 Although Filarete permitted
himself some artistic liberties by adding an oversize
helmet as a support for the horse’s raised foreleg,
and by completing the fragmentary breaststrap of
the original, he took great pains to duplicate the
ephippium, the saddle blanket of the emperor’s
mount, with its elaborate border of zigzag cuts,
stepped lappets, and sawtooth patterns.

Half a century later, Francois I had a plaster cast
made of Marcus Aurelius’s horse and it was displayed
in one of the courtyards of Fontainebleau, which,
from then on, became known as la Cour du Cheval
Blanc. It remained there until 1626, when it had to
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be removed because of weather damage. This horse
was the inspiration for several works of the School of
Fontainebleau—such as an enamel plaque, formerly
in the Lenoir collection, with an equestrian portrait
of Henri II wearing a Roman toga and Diane de Poi-
tiers riding pillion (Figure g),> and also the Louvre’s
marble relief of Charles IX of France as a Roman im-
perator on horseback; he wears classical parade ar-
mor and strikes a more dramatic pose than the pen-
sive philosopher emperor (Figure 4).* In spite of the
changes made in the representations of their riders,
the horses in these effigies are faithfully modeled
after Marcus Aurelius’s steed, as shown by their me-
ticulously reproduced saddle blankets. This exact
copying even went as far as to include the fragment
of the breaststrap, which in the original is now with-
out a purpose, since the once separately applied cen-
ter piece of the breast harness has been lost.* Quite
obviously, this particular saddle was considered to be
an authentic piece of Imperial Roman horse equip-
ment; otherwise, it would not have been so carefully
copied.

And as recently as 1951, in a reconstruction of the
lost equestrian statue from the Column of Justinian
at Istanbul, the Byzantine emperor’s horse was given
a saddle blanket that bore the pattern of Marcus Au-
relius’s ephippium (Figure 5),° though, according to
late-medieval illustrations of Justinian’s statue, he
was originally represented as riding bareback.’

However, the triple-layered construction of the
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Y
The Metropolitan Museum of Art @Jg

is collaborating with JSTOR to digitize, preserve, and extend access to ©

7

Metropolitan Museumn Journal BINORY

www.jstor.org




—

N —
»
-
=

g

¥
\

‘g
2

1. Bronze equestrian statue of Marcus Aurelius. Ro-
man, A.D. 2d century. Rome, Campidoglio (photo:
Anderson)
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. Bronze statuette, reduced copy of the statue of Mar-
cus Aurelius, by Antonio Averlino, called Filarete
(1400—ca. 1465), dated 1465. Dresden, Skulpturen-
sammlung, Staatliche Kunstsammlungen (photo:
Staatliche Kunstsammlungen Dresden)

. Drawing after an enamel representing Henri II and
Diane de Poitiers on horseback; formerly Lenoir
collection (after Steinmann)

4. Marble relief of Charles IX on horseback. Paris,
Louvre (photo: Arch. Phot. Paris)

5. o2
Reconstruction of the
Column of Justinian (or
Theodosius). Istanbul
(after Mamboury)
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6. Mosaic of the Battle of Alexander and Darius, found
1831 in Pompeii. Naples, National Museum (photo:
Anderson)

ephippium in Marcus Aurelius’s statue—with a zig-
zag-edged element on top of one with a border of
stepped lappets, which in turn overlaps one with a
sawtooth border—is actually quite out of the ordi-
nary. Roman saddle blankets of the second century
A.D., as shown in the reliefs of the Trajan and Marcus
Aurelius columns, were mostly simple rectangles of
cloth, sometimes with a heavy fringe at the bottom
edges that hung down below the horses’ bellies. The
mounts of the emperors themselves, and those of
their cavalry guard units, sported more elaborate
saddles that had a shorter, zigzag-edged seat cover
on top of the longer fringed blanket.® This top layer
seems to have been loosely attached to the lower
saddle cloth, because it is sometimes shown draped
over shields hanging on the saddle horns with riders
dismounted; this was probably done to protect the
painted surfaces of the shields in inclement weather.®
Incidentally, the Germanic hostiles are, as a rule, rep-
resented as riding bareback.

20

The two fragmentary equestrian statues from Car-
toceto di Pergola, found in 1946, have ephippia of
similar shape, but simpler construction than that of
Marcus Aurelius.!”® They have single-layer saddle
blankets: one has a sawtooth edge at its bottom and
stepped lappets along its crupper edge, and the
other has stepped lappets all around.

Very similar design arrangements are to be found
in the celebrated mosaic of the Battle of Alexander
and Darius, which was found at Pompeii (Figure 6),"
where two of the horses on the Persian side are de-
picted with clearly identifiable saddle blankets. On
the collapsing horse of the hapless rider struck by Al-
exander’s lance, there is an ephippium with a saw-
tooth border along its bottom and a dagged version
of stepped lappets at its rear edge, while the other
horse—in the center of the composition, in front of
Darius’s chariot wheel, where it is held by its dis-
mounted rider, who loyally offers his steed to his
king for a speedier flight—bears a saddle blanket
bordered by stepped lappets. Evidently these saddle
blankets with stepped edges were considered to be
typical for Eastern horsemen, and, indeed, they can



be regularly found on Achaemenian seals and coins,
in the reliefs of Persepolis, on decorated Scythian
sword scabbards, and on Iranian horse rhytons (Fig-
ures 7, 8, g).? In 1984, Bernard Goldman coined the
term “the Persian Saddle Blanket” for this peculiar
saddle cloth, although he had to admit that its origins
seem to have been with the steppe nomads in the
North, because the “half merlon,” as he calls the
stepped lappet, would be an impractical decoration
for woven fabrics, but eminently suited for felt, the
material favored by the nomads.*

A surviving example of such a saddle blanket of
felt, with stepped lappets along its lower edge, was

found in a state of perfect preservation in one of the
frozen tumuli, known as kurgan V, at Pazyryk in Si-
beria (Figure 10).!* This burial mound of a nomad
prince, from around 300 B.cC., also yielded a large felt
tapestry with appliqué figures of horsemen display-
ing the same saddle blankets with stepped lappets
(Figure 11), and among its further treasures was one
of the earliest known Oriental pile carpets (Figure
12), also with representations of horsemen going
around the border, as if in solemn procession.!* Each
horse bears a saddle blanket edged in stepped lap-
pets.

It seems that these saddle blankets with stepped

7. Seal, Iranian, first millennium B.c. The Metropolitan Museum of Art, Purchase,
funds from various donors, 1893, 93.17.17

8. Detail of a gold akinakes scabbard, Scythian, ca. 300 B.c. The Metropolitan Museum
of Art, Rogers Fund, 1930, 30.11.12

9.
Clay horse rhyton, Iranian,
8th—gth century B.c., Teheran
Museum (after Ghirshman)




10. Saddle blanket of felt, found in kurgan V, Pazyryk,
Siberia; probably Sarmatian, ca. oo B.c. Lenin-
grad, Hermitage Museum (after Jettmar)

edges were an element of material culture shared
among the horsemen of Iranian stock, whether
highly civilized Achaemenian Persians or “barbarian”
nomads, such as Scythians and Sarmatians.'® The no-
mad princes of the Siberian kurgans are thought to
have been Sarmatians. By the first century A.p. Sar-
matian tribes had drifted so far westward that their
outriders made contact with the Romans in the Dan-
ube region.!” These tribes—Alani, Roxolani, Antae,

11. Horseman, detail of a felt tapestry, found in kurgan
V, Pazyryk, Siberia; probably Sarmatian, ca. 3oo B.c.
Leningrad, Hermitage Museum (after Jettmar)
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and Jazyges—were horse nomads and in warfare
rode as heavy armored cavalry (the Late Roman
heavy cavalry, cataphractarii and clibanarii, was mod-
eled after Sarmatian prototypes).’® In A.p. 175 Mar-
cus Aurelius succeeded in inflicting a crushing defeat
on the westernmost of these Sarmatians, the Jazyges
of Pannonia, which is now Hungary.!* After this mil-
itary success Marcus Aurelius added the honorific
“Sarmaticus” to his name.

From this it seems most likely that Marcus Au-
relius’s mount in his equestrian monument is a
captured Sarmatian war steed, which he rides, de-
monstratively saddled in Sarmatian fashion, in cele-
bration of his victory in far-off Pannonia.

APPENDIX

Part of the peace terms with the defeated Jazyges was
that in A.D. 175 they had to contribute 8,000 warriors as
cavalry auxiliaries to the Roman army; 5,500 of these
were sent to Northern Britain attached to the Legio VI
Victrix to fight Pictish would-be invaders.?* These Sar-
matians in Britain, incidentally, were not returned to
their homeland after their twenty-year term of service
had expired, but were settled in a kibbutzlike military
colony at Bremetennacum, now Ribchester, in present-
day Lancashire, to raise horses for the Roman cavalry
and to guard the coastal area at the mouth of the river
Ribble against Irish pirates. This cuneus veteranorum Sar-
matarum at Bremetennacum is still listed in the official

12. Reconstructive drawing of a pile carpet, found in
kurgan V, Pazyryk, Siberia; probably 4th century
B.C. Leningrad, Hermitage Museum (after Jettmar)




muster roll of the Late Roman army, Notitia Dignitatum,
ca. A.D. 428.2! Considering this late survival, combined
with the facts that Sarmatians were heavy-armored cav-
alry, fought under battle standards in dragon-shape, had
as representations of their tribal god of war a naked
sword thrust in the ground or a platform,?? and finally,
that in A.p. 175 the praefectus of the Legio VI Victrix
was a certain Lucius Artorius Castus,? it is possible that
Marcus Aurelius’s victory had another lasting influence,
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AMONG THE HUNDREDS OF SEALS that came to the
Museum with the W. Gedney Beatty Bequest in 1941
there is a silver signet ring that poses intriguing icon-
ographical questions. This ring (Figure 1) is thought
to be Byzantine, probably of the fifth or sixth cen-
tury.

Carved on the round bezel of this ring is a stand-
ing figure in Late Roman scale armor, accompanied
by an inscription in Greek letters. The warrior’s hel-
meted head is surrounded by a halo; he leans to his
right with his hand on an upright lance, while the
left hand rests on the top of his shield set on the
ground. This heroic pose is familiar from many such
representations since classical times. In striking con-
trast to the quiet stance of the warrior, a wildly wig-
gling dragon is hanging from the tip of his lance.

Because of his halo this warrior has been identified
as Theodore Stratelates of Heraclea, the knightly
saint who was credited with having slain a dragon.
However, aside from the thorny problem that the
warrior is more likely the other, earlier Theodore, St.
Theodore Tiro of Amasea, who was the patron saint
of the Byzantine army,? the dragon seemingly im-
paled on his lance is not a specimen of the virgin-
devouring mythical monsters, but a draco, a military
standard. The draco was a dragon-shaped battle-
ensign, constructed like a wind sock from fabric at-
tached to a metal head with open jaws, designed to
catch the wind, making it billow out and writhe like a
live serpent. These standards were introduced into
the Roman army by Sarmatian cavalry auxiliaries
from the Danube regions of Dacia and Pannonia
after A.p. 175. In the third and fourth centuries the

© The Metropolitan Museum of Art 1989
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draco was carried by Late Roman and Byzantine cav-
alry units, and at times it was even used as the dis-
tinctive signum of the cohort.® The bearers of the
draco, the draconarii, formed a special group within
the class of standard-bearers, the signifers. Because
the ring’s inscription, BPATHAA (“bratila”), appears
to be an archaic Balkan-Slavic diminutive for
“brother,”* and taking into consideration that there is
a nearly identical gold ring (bearing the same inscrip-
tion) preserved in the Victoria and Albert Museum,
London, it is tempting to speculate that these were
“class rings” of draconarii, most likely of the East Ro-
man mercenary units recruited from Slavic tribes
(Figure 2).

Most intriguingly, a very similar motif—a knight
armored in blue, standing on a small red dragon and
clutching in his right hand a golden staff and a green
snake—appears nearly a thousand years later, in the
fifteenth century, as heraldic charge in the imaginary
arms of Servius Tullius (578-534 B.c.), the sixth of
the seven semilegendary kings of Rome (Figure g).
The only difference in the rendering of this knight
as compared to the warriors on the BPATHAA rings is
that the knight holds his golden shield braced at the
ready and there is no halo. The shape of the shield
and the body armor, with its carefully detailed pter-
yges (shoulder straps), indicate a conscious effort to
copy a Late Roman model. The dragon under the
knight’s feet is clearly a misinterpretation of the
rocky ground upon which the saintly warriors of
the rings stand. There seems to be little room for
doubt that the alleged arms of Servius Tullius were
styled after such a draconarius ring. Since the field of
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1. Silver signet ring, with inscription BPATHAA, Byzan-
tine, probably 5th or 6th century. The Metropolitan
Museum of Art, Bequest of W. Gedney Beatty,

1941, 41.160.279

Servius Tullius’s arms is argent, in all probability this
was a silver ring, but it would be too much to hope
that our silver ring was the direct model.

These armorial bearings of Servius Tullius are
part of a series, the arms of the Seven Kings of
Rome, “who existed before the Empire originated”
(die gewessen sind zuvor, e dz keisertumb uff erstund), il-

2. Gold signet ring, with inscription BPATHAA, Byzan-
tine, probably sth or 6th century. London, Victoria
and Albert Museum, inv. no. M 175 (photo: Victoria
and Albert Museum)

OPPOSITE PAGE:

4. The arms proposed for “the Emperor who would
reconquer the Holy Sepulcher and the Holy Land
Jerusalem,” surrounded by the arms attributed to
the Seven Kings of Rome (after Griinenberg’s Wap-
penbuch, 1483; folio 1Ib)

lustrated on folio IIb of one of the most important
rolls of arms of the fifteenth century, the Wappenbuch
of Konrad Griinenberg, knight, patrician, and mayor
of Constance; it was completed in 1483 (Figure 4).°
The inclusion of the arms of the Seven Kings
of Rome in Griinenberg’s Wappenbuch grew out of
the conviction (shared by most medieval heraldists)
that every historical, biblical, or mythical personal-
ity—who by the standards of medieval society would
have been entitled to a coat of arms, as for instance
the Knights of the Round Table or the Nine Wor-
thies—should have one assigned for propriety’s sake.
Therefore, a herald compiling a comprehensive roll
of arms was practically forced to fill in gaps. From
this horror vacui derived some very peculiar creations,
including the arms of Jesus Christ, the Virgin Mary,
and the Holy Trinity. Incidentally, the arms attrib-
uted to the Twelve Caesars of Rome are included on
folio III of Griinenberg’s Wappenbuch (Figure 5).6
The imaginary arms of the Seven Kings of Rome
are grouped around another hypothetical shield and
crest, a highly original augmentation of the arms of

3. The arms attributed to Servius Tullius, sixth King
of Rome, 578-534 B.C. (after Griinenberg’s Wappen-
buch, 1483; detail of folio 1Ib)
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the Holy Roman Empire: a sable, a triple-headed
and -haloed eagle Or. These arms were waiting to be
awarded to the emperor “who will reconquer the
Holy Sepulcher and the Holy Land Jerusalem.” The
actual imperial arms at Griinenberg’s time were Or, a
double-headed eagle sable, armed gules.’

The shields of the Seven Kings of Rome are as fol-
lows:

1. Romulus (Romullus der erst): gules, the She-wolf
suckling the Twins, Romulus and Remus, argent;

2. Numa Pompilius (Numen Pompi/lius der ander):
Or, a basilisk vert, beaked and crested gules, devour-
ing a scorpion sable;

3. Tullus Hostilius (Thullus host/ilius der drit): ar-
gent, a standing woman, barefoot in a short gown
azure, her hair done up in two coils Or, holding in
either hand a snake vert;

4. Ancus Marcius (Anc’ martius d’ fierd): argent, the
shield’s upper part shaded azure, Fortuna, nude and
blindfolded, holding up a billowing sail argent,
standing on a large fish vert;

5. Tarquinius Priscus (Tarquininus/pristus der alt/ist
der fimffte): sable, a winged Cupid, holding a lighted
fire-basket, riding a lion passant Or;

6. Servius Tullius (Seruius tulius/ist der sechste): ar-
gent, an armored knight azure, with a shield Or,
holding a staff Or together with a snake vert in his
right hand, standing on a dragon gules;

7. Tarquinius Superbus (Tarquinius subp’/oder tar-
quinius der hochfertig): azure, a nude man with a cloak
vert draped over his right shoulder, is seated on a
square chest Or, holding in his left hand a short
sword argent together with a laurel branch vert, and
in his right an indistinct torchlike object argent.

In the preface to his Wappenbuch Griinenberg takes
care to point out that he did extensive research for
his armorial illustrations; indeed, direct models can
be found for most of these fictitious arms of the
Seven Kings of Rome.

Aside from the arms of Servius Tullius, with their
charge based on one of the BrATHAA rings,® the most
obvious case is the She-wolf with the Twins in the
shield of the first king, Romulus (753—715 B.c.) (Fig-

5. The ciphers of Emperor Friedrich III (1440-93),
and the arms attributed to the Twelve Caesars, sur-
rounding the arms [+ SPQR] of the City of Rome.
(after Griinenberg’s Wappenbuch, 1483; folio I1I)

6.

The arms attributed
to Romulus,
founder and first
King of Rome, 753~
715 B.C. (after Gri-
nenberg’s Wappen-
buch, 1483, detail of
folio 1Ib)

ure 6). The story of Romulus and Remus and the
founding of Rome, as told by Livy (I, 4), was of
course familiar to every educated person in the
fifteenth century and makes the choice of this charge
self-evident. However, there is a possibility that this
motif was not taken only from literary tradition.

The She-wolf with the Twins could be found on
countless works of Roman art, ranging from altar re-
liefs to coins. In most of these representations from
classical antiquity the She-wolf is turning her head,
watching the suckling infants (Figures 7, 8). With the

7. Impression of an almandine sealstone, representing
the She-wolf with the Twins, Roman, 2d century
B.C.—A.D. 3d century. The Metropolitan Museum of
Art, Bequest of W. Gedney Beatty, 1941, 41.160.693

8. Reverse of bronze coin, representing the She-wolf

with the Twins, Roman, 2d—1st century B.c. Private
collection

9. The Capitoline lupa with the Twins. Bronze. Rome,
Museo Capitolino (photo: Alinari/Anderson)




exception of her heraldically raised tail, though, the
forward-facing stance of the She-wolf in Romulus’s
arms and the positioning of the Twins—one sitting
up and one kneeling—are the same as in the bronze
group on the Capitoline Hill (Figure g). Evidently
Griinenberg took the famed Capitoline lupa as his
model; it was the most authoritative representation
he could find.®

Similarly, the seventh and last king, Tarquinius Su-
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10. The arms attributed to Tarquinius Superbus, sev-
enth and last King of Rome, 534—510 B.c. (after
Griinenberg’s Wappenbuch, 1483; detail of folio I1Ib)

11. Chalcedony intaglio, representing Diomedes seizing
the Palladium of Troy, by Dioskourides, ca. 30 B.c.
Florence, Museo Mediceo (after Dacos, Giuliano,
and Pannuti, Il tesoro di Lorenzo, fig. 19)
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perbus (534—510 B.C.), has a most distinguished work
of classical art for the model of his shield blazon (Fig-
ure 10). This is the much admired intaglio by Dios-
kourides, about g0 B.c., of Diomedes seizing the
Palladium. It was famous enough to be copied in an-
tiquity. In the fifteenth century there were already
four examples of it in the collection of Cardinal Pie-
tro Barbo, who would become Pope Paul II. The
most celebrated of these gems, the so-called Niccoli
chalcedony, was later acquired by Lorenzo il Magni-
fico, and it became the model for one of the relief
medallions in the cortile of the Palazzo Medici-
Riccardi (Figures 11, 12).!° The fact that Griinenberg
represents Diomedes with his sword in his left hand
indicates that he must have copied his design directly
from an actual gemstone and not from an impres-
sion.

Surprisingly, the iconography of the highly praised
Niccoli chalcedony was not recognized in Griinen-
berg’s time; the inventory of the Barbo collection, in
1457, speaks only of “a nude man sitting, with a
sword in his right hand, and [a figure of] the god
Mars in his left” Apparently, Griinenberg, or
whoever brought this motif to his attention, saw in it
a representation of Tarquinius’s usurpation of the
king’s chair in front of the Senate House (Livy I, 47),
instead of one of the crucial events that led to the
Fall of Troy.

12. Relief medallion, representing Diomedes seizing
the Palladium; workshop of Donatello. Florence,
Palazzo Medici-Riccardi (photo: Alinari)
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13. The arms attributed to Tarquinius Priscus, fifth
King of Rome, 616—578 B.c. (after Griinenberg’s
Wappenbuch, 1483; detail of folio IIb)

14. Bronze medal, representing Eros riding a lion and
carrying a lighted incense burner on a pole, by Gian
Francesco Enzola (act. 1456—78). Washington, D.C.,
National Gallery of Art (photo: National Gallery of
Art)

The unheraldic posture of the lion in the shield
charge of Tarquinius Priscus, the fifth king (616—578
B.c.) (Figure 13), and its color scheme of light-
colored figures on a dark background suggest that its
source was a cameo gem cut in layered agate. If there
was such a gem, it seems to be lost; but the motif is
found on an Early Renaissance medal by Gian Fran-
cesco Enzola (active 1456—78) (Figure 14)."" The little
Eros taming a lion or other wild beast is an allegory
for the Power of Love (Figure 15).'? The reason for
choosing this device for Tarquinius Priscus is ob-
scure; it was possibly an allusion to the dominant
personality of Tanaquil, his wife, who steered him
into the kingship (Livy I, 33—35).

Blindfolded Fortuna with her sail, and as Fortuna
audax represented as standing on a dolphin skim-
ming over the waves, was a well-known symbol for
braving and overcoming the dangers of maritime
trade, and was therefore very appropriate for Ancus
Marcius (640—616 B.c.), the fourth king and by tra-
dition the founder of the harbor of Ostia (Livy I, 33)
(Figure 16). Again, the direct model for these arms
seems to have been not a work of art from classical
antiquity but a fifteenth-century medal (Figure 17).'3

On the other hand, it seems that ancient Greek

14

15. Almandine ringstone, representing Eros riding a
lion, which is tearing a goat’s head, Roman, un-
dated. The Metropolitan Museum of Art, x.327

16. The arms attributed to Ancus Marcius, fourth King
of Rome, 641-616 B.c. (after Griinenberg’s Wappen-
buch, 1483, detail of folio I1Ib)

17. Reverse of bronze medal of Gianozzo di Bernardo
Salviati, representing Fortuna audax, holding a sail
and standing on a dolphin, in the manner of Nic-
cold Fiorentino, late 15th century. Washington,
D.C., National Gallery of Art (photo: National Gal-
lery of Art)
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18. The arms attributed to Tullus Hostilius, third King
of Rome, 673—641 B.c. (after Griinenberg’s Wappen-
buch, 1483; detail of folio IIb)

and Roman coins were the prototypes for the arms
of the remaining two kings, Tullus Hostilius (ruled
672—641 B.c.) and Numa Pompilius (715—672 B.C.).

The enigmatic female figure holding a pair of
snakes in her hands on Tullus Hostilius’s shield (Fig-
ure 18) seems to have no readily identifiable model.
The motif was probably influenced by the story of
the youthful Herakles strangling the two serpents
Hera sent to his cradle in a fit of jealousy. More
likely, however, it was derived from the snake design
on coins first minted at Pergamum in the second cen-
tury B.c. (Figures 19, 20).

The rulers of Pergamum claimed to be descended
from both Dionysos and Herakles. Therefore a lid-
ded box, from which a snake is crawling—a motif
from the Dionysian mysteries—is to be found on the
obverse of their coins; it was the box, cista, that gave
these coins their popular name, cistophori. On the re-
verses are pairs of snakes entwined around a gorytus

22, 23. Obverse (head of Janus) and reverse (ship’s
prow) of copper as; Roman, sth—4th century B.c.
The Metropolitan Museum of Art, Gift of Mr. and
Mrs. John van Benschoten Griggs, 1946, 46.129.7

19, 20. Obverse and reverse of a cistophorus, Pergamum
mint, 2d century B.c. New York, American Numis-
matic Society (photo: American Numismatic Soci-

ety)

21. Tetradrachm (cistophorus) of Mark Anthony, Roman,
ca. 40 B.c. (after Sydenham)

(quiver/bowcase) as an allusion to Herakles. In Ro-
man times the gorytus was replaced by the cista itself,
surmounted by either a small statue or a portrait
bust, such as in the cistophorus of Mark Antony (Fig-
ure 21).!* The fluted surface of the cista with a hoop
around its middle could be easily misinterpreted as
the pleats of a short, belted gown.

There seems to be no ready explanation why the
figure with the snakes was assigned to Tullus Hosti-
lius; but for the basilisk of Numa Pompilius such an
explanation can be found in an extraordinary combi-
nation of literary source and pictorial prototype.

Livy (I, 19) credits Numa with the building of the
Temple of Janus. Beginning with the aes grave, the
very first coin of Rome, cast as a one-pound disk of
bronze in the third century B.c., a large number of
Roman coins bear the head of Janus on the obverse,
and on the reverse a rostrum (ship’s prow) or an entire
warship (Figures 22—25). Apparently Griinenberg

24, 25. Obverse (faces of the Dioscuri, Castor and Pol-
lux, joined as Janus head) and reverse (trireme) of a
silver denarius, by the moneyer C. Fonteius, Ro-
man, ca. 114-113 B.C. London, British Museum
(photo: Trustees of the British Museum)




was led to believe that such a coin was issued by the
founder of the Janus temple, Numa Pompilius, and
he quite naturally assumed that the device on the re-
verse must be his coat of arms.

The image of the Roman trireme, especially on a
somewhat worn specimen, would not be easy to iden-
tify as a ship, even for someone residing in a busy
port like Constance. After all, it looked very different
from the craft that could be seen daily crowding her
harbor and dotting the blue waters of the Lake of
Constance with their sails. Thus, it appears that Grii-
nenberg, in an honest mistake, turned this image up-
side down—and saw a basilisk in it. This creature was
believed to be the king of the serpents, hatched from
a rooster’s egg, incubated by a toad, and said to be so
venomous that its mere glance could kill (Figures 26,
27).1% The ship’s stern, with its decorative roundel
shield and trailing streamers, became the crested and
wattled rooster’s head of the basilisk, the rudder,
bank of oars, and the rostrum were turned into its
dragon wings, and the ship’s prow into its curled tail.
The scorpion must have been made up from the fish-
tail top of the ship’s stern and of blurred remnants of
the inscription that extends between stem and stern.

It would be interesting to know whether all these
coins and gems were in one collection in the fifteenth
century, and who the antiquarian was from whom
Konrad Griinenberg might have learned their signif-
icance as the alleged arms of the Seven Kings of
Rome.

NOTES

1. ROMANS & barbarians, exh. cat., Museum of Fine Arts
(Boston, 1976) cat. no. 207, ill.

2. Biblioteca Sanctorum XII (Rome, 1969) pp. 238—248. Theo-
dore (the Soldier) Tiro was martyred at Amasea between 306
and g11. He is first documented in a sermon by St. Gregory of
Nissa (d. 394), and he was made patron saint of the Byzantine
army by Belisarius during the Gothic Wars (534—55). At the end
of the ninth century a duplication occurred: Theodore (the
General) Stratelates was martyred at Heraclea, and parallel mir-
acles, such as the slaying of dragons, were attributed to him.

8. Graham Webster, The Roman Imperial Army (New York,
1969) p. 136.

4. For the interpretation of this word I must thank my col-
league Dr. Leonid Tarassuk.
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26. The arms attributed to Numa Pompilius, second
King of Rome, 715-673 B.c. (after Griinenberg’s
Wappenbuch, 1483; detalil of folio 1Ib)

27. Reverse (trireme) of denarius in Figure 25, shown
upside down
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Blair, formerly of the Victoria and Albert Museum, Lon-
don, for their kind and generous help in sharing in-
formation and bringing to my attention sources that
otherwise might have escaped my notice.

5. Des Konrad Griinenberg, Ritters und Burgers zu Constenz, Wap-
penbuch, 1483 R. Graf Stillfried-Alcantara and Adolph M. Hil-
debrandt, eds. (Gorlitz, 1875) pl. 11b; Ottfried Neubecker, with
contributions by J. P. Brooke-Little, Heraldry: Sources, Symbols
and Meaning (New York, 1976) p. 225, ill. The Stillfried—Hilde-
brandt publication is a facsimile edition of the manuscript on
paper, formerly in the library of the genealogical society “Her-
old,” Preussisches Geheimes Staatsarchiv, Berlin; it disappeared
at the end of World War II and for years was thought to be lost,
but it was eventually found in the Deutsches Zentralarchiv, Abt.
Merseburg. The paper manuscript seems to have been Griinen-
berg’s personal copy. The illustration in Neubecker’s Heraldry is
taken from the contemporary deluxe copy on vellum, Bayer-
ische Staatsbibliothek, Munich, Cgm 145.

6. The names of the Twelve Caesars are listed according to
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Suetonius; their arms are as follows: I. Julius Caesar (per pale,
1. Or, a double-headed eagle sable, 2. argent, a dragon sable,
spewing flames gules); II. Octavianus Augustus (per pale, 1. Or,
a double-headed eagle sable, 2. gules, a double-headed lion ar-
gent); III. Tiberius (Or, a double-headed eagle sable, on its
breast an escutcheon argent, charged with a mountain azure
[possibly an allusion to Capri and its Blue Grotto, which was
known as a legend, but had not yet been rediscovered]); IV.
Gaius Caligula (per fess, 1. Or, a double-headed eagle sable, 2.
vert, two crossed swords gules, hilted Or [perhaps an allusion
to Caligula’s two hit lists, The Sword and The Dagger, men-
tioned by Suetonius]); V. Claudius (Or, a double-headed eagle
sable); VI. Nero (argent, an eagle sable [apparently the argent
field and the single head of the eagle were meant as abasements
for Nero, as the notorious persecutor of Christians]); VII.
Galba (per fess, 1. Or, a double-headed eagle sable, 2. rayonny
of gules and argent [probably an allusion to Suetonius’s expla-
nation of the name Galba, from resin-torches, “galbanum”]);
VIII. Otho (per bend sinister, 1. Or, an eagle sable, 2. vert, a
staff gules in bend sinister, entwined by a snake argent); IX.
Aulus Vitellius (per pale, 1. Or, a double-headed eagle sable, 2.
per fess, in chief argent, a rose gules, in base bendy, gules, and
argent, with a chief Or [the family arms of Orsini]); X. Vespa-
sianus (barry, argent, and gules, overall a pile Or, charged with
a double-headed eagle sable [according to Suetonius, the troops
of Pannonia, i.e., Hungary, were the first to swear allegiance to
Vespasian. Barry of gules and argent are the arms of Hun-
gary]); XI. Titus (azure, two stars argent, a pile Or, charged
with a double-headed eagle sable); XII. Domitian (sable, an es-
cutcheon Or, charged with an eagle sable, flanked by a pair of
wings Or).

7. Johann Karl von Schroeder, “Dreikopfige Reichsadler,” Der
Herold, n.s. 7, 5 (1970) pp. 106—112, ill.

8. Servius Tullius was considered to be the creator of the Ro-
man military organization (Livy I, 43), and therefore this mar-
tial device would have seemed to be most appropriate for him.

9. The She-wolf is generally accepted as being Etruscan; the
Twins are thought to have been added in the Renaissance.
Their appearance in Griinenberg’s Wappenbuch would give a
date ante quem.

10. Nicole Dacos, Antonio Giuliano, and Ulrico Pannuti, 7/
tesoro di Lorenzo il Magnifico: Le gemme 1, exh. cat., Museo Medi-
ceo (Florence, 1972) no. 26, ill,, also “Appendice Documen-
taria,” pp. 85, 86, 88, 160. The Diomedes intaglio first became
known as the prize possession of the Florentine collector Nic-
colo Niccoli (ca. 1364—1437), who made it a special point to
single it out in his testament (Jan. 22, 1437). In 1457 it appears
[valued at 8o ducats] in the inventory of Cardinal Pietro Barbo,
later Pope Paul II. It is mentioned in the “Ricordi” of Lorenzo
il Magnifico by March 1472. Marie-Louise Vollenweider, Die
Steinschneidekunst und ihre Kiinstler in spitrepublikanischer und
augusteischer Zeit (Baden-Baden, 1966), does not mention the
Niccoli/Medici Diomedes at all. Four distinct versions of the
motif of Diomedes leaping across the altar in seizing the Palla-
dium were found in intaglios by both classical and Renaissance
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artists, and in Renaissance bronze medals. The Niccoli/Medici
intaglio is of the most restrained type; the most ambitious ver-
sion, which also includes the second figure of Odysseus, is by
Felix (Vollenweider, pl. 39, figs. 1, 2). The Felix gem was also in
the Barbo collection (valued at 100 ducats). See also Michael
Vickers, “The Felix Gem in Oxford and Mantegna’s Triumphal
Programme”; Clifford M. Brown, “Appendix: Cardinal Fran-
cesco Gonzaga’s Collection of Antique Intaglios and Cameos:
Questions of Provenance, Identification and Dispersal,” Gazette
des Beaux-Arts 101 (Mar. 1973) pp. 97—104, ill.; and Ursula Web-
ster and Erika Simon, “Die Reliefmedaillons im Hofe des Pa-
lazzo Medici zu Florenz,” Jahrbuch der Berliner Museen 7 (1965)
PP- 15—91, ill.

11. John Pope-Hennessy, Renaissance Bronzes from the Samuel
H. Kress Collection (London, 1965), no. 66, fig. 62; Seymour de
Ricci, The Gustave Dreyfus Collection: Reliefs and Plaquettes (Ox-
ford, 1931) nos. 60 (pl. xx), 64 (pl. xx1).

12. Dacos—Giuliano—Pannuti, Tesoro, 1, no. g (pl. 1v), cameo,
attributed to Protarchos: Aphrodite riding a lion, led by Eros;
see also Vollenweider, Steinschneidekunst, pl. 12, fig. 1, cameo,
signed by Protarchos: Eros playing a cithara, riding on a lion,
in the Museo Nazionale, Florence; and J. G. Jacobi, Beschreibung
einiger der vornehmsten geschnittenen Steine mythologischen Inhalts
aus dem Cabinete des Herzogs von Orleans (Zurich, 1796) pl. 1v,
“Die Macht der Liebe,” pp. 60off. Jacobi also mentions an im-
pression of an antique intaglio (Lohr collection), with the lion
holding a goat’s head in his paws; this could refer to our alman-
dine ringstone, acc. no. X.g27.

13. G. F. Hill, A Corpus of Italian Medals of the Renaissance Before
Cellini (London, 1930) no. 1065, pl. 177 (the Salviati medal).
Slightly closer than the Florentine medals may be a Roman one,
reverse of a medal of Thomas Bakocz, Primate of Hungary
(Hill, Corpus, no. 857, pl. 138); and G. F. Hill and G. Pollard,
Renaissance Medals from the Samuel H. Kress Collection at The Na-
tional Gallery of Art (London, 1967). Medals with Fortuna audax
on the reverse, in the manner of Niccolo Fiorentino, no. 2go:
Alessandro di Gino Vecchietti, no. 294: Gianozzo di Bernardo
Salviati.

14. Warwick Wroth, Catalogue of the Greek Coins of Mysia, Brit-
ish Museum (London, 1892) nos. 86—125, pl. xxvi; Harold Mat-
tingly, Roman Coins from the Earliest Times to the Fall of the Western
Empire (London, 1928) pl. vi, figs. 15a, b; Edward Sydenham,
rev. by G. C. Haines, The Coinage of the Roman Republic (London,
1952) no. 1197, pl. 29; and J. P. C. Kent, Roman Coins (New
York, 1978) no. 110.

15. T. H. White, The Bestiary: A Book of Beasts (New York,
1960) pp. 168-169: “The Basilisk is translated in Greek and
Latin as ‘Regulus’ (a prince), because it is the king of serpents—
so much so, that people who see it run for their lives. . . . Even
if it looks at a man, it destroys him. At the mere sight of a basi-
lisk, any bird which is flying past cannot get across unhurt, but,
although it might be far from the creature’s mouth, it gets friz-
zled up and is devoured. . . . The basilisk, moreover, like the
scorpion, also frequents desert places. . . .



Some Heraldic Fragments Found

at Castle Montfort/Starkenberg in 1926,
and the Arms of the Grand Master

of the Teutonic Knights

HELMUT NICKEL

Curator of Arms and Armor, The Metropolitan Museum of Art

AMONG THE OBJECTS FOUND during the excava-
tions conducted by the Metropolitan Museum in
1926 at Castle Montfort/Starkenberg (Figures 1, 2),
in what was then the British mandate territory of Pal-
estine, were several pieces of the greatest historical
and iconographical interest though their importance
was not immediately recognized.

Castle Montfort was built by French Crusaders at
an unknown date, probably in the twelfth century,
but in 1220 it was sold for 7,000 marks of silver and
2,000 bezants by the heirs of the last count of Edessa
and the lords of Mandelée to the Knights of the Hos-
pital of St. Mary of the Germans, better known as the
Teutonic Knights (Deutschordensritter), under Her-
mann von Salza, Grand Master (Hochmeister) from
1210 to 1239.2 The Teutonic Knights renamed it,
translating its name Montfort into Starkenberg. By
1229, when their order (founded as a Hospitaller or-
der in 1198 at the siege of Acre) had been in exis-
tence for just thirty years,® Starkenberg, having been
extensively rebuilt, was the strongest castle the Teu-
tonic Knights owned.* In 1229, therefore, the Grand
Master, who until then had resided at Acre, made
Montfort/Starkenberg the new headquarters of the
order, where the archives and the treasury were to be
kept. In the same year Emperor Friedrich II suc-
ceeded in making a treaty with the sultan of Egypt
that gave Jerusalem and other holy places, such as
Bethlehem and Nazareth, into Christian hands. The
Teutonic Order received what before Saladin’s con-
quest of Jerusalem, in 1187, had been the venerable

Hospital of St. Mary of the Germans at Jerusalem,
founded in the early twelfth century. From then on
the Teutonic Order was usually called Ordo domus hos-
pitalis S. Mariae Theutonicorum ITherosolimitani.

Though the Teutonic Knights in the Holy Land
were relatively few in number—their original total
strength was forty knights®>—they very soon acquired
such a reputation as doughty fighters there, as well as
in the Spain of the reconquista, that in 1211 King An-
dreas II of Hungary asked their help against heathen
raiders, the Cumans, and in 1225 Duke Konrad of
Masovia invited the Landmeister Hermann Balk,
with thirteen knights, to help him subdue his
heathen neighbors in Prussia. In 1226 Emperor
Friedrich II enfeoffed Grand Master Hermann von
Salza with the conquered Prussian lands. This grant
raised the Grand Master to a secular rank equal to
that of a prince of the Empire, though as a religious
order the knights and their territory were under the
direct suzerainty of the pope. Two other orders of
German knights, the Milites Christi of Dobrin and the
Brethren of the Sword (Schwertbriider) of Livonia,
had been fighting heathen tribes, the Prussians and
Lithuanians, on the Baltic coast. These orders, never
numbering more than a few dozen knights, were al-
most wiped out after more than a decade of bitter
battles, and they asked to be taken into the Teutonic
Order, the Knights of Dobrin in 1235 and the Breth-
ren of the Sword in 12g7.5

In the second half of the thirteenth century, the
Muslims in the Holy Land gathered in strength for a
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supreme effort to oust the Christians from what was
still called the Kingdom of Jerusalem, though the
Holy City itself had fallen back into Saracen hands
after the expiration of Friedrich II's twenty-year
treaty. The Muslim forces proceeded relentlessly to
reconquer the remaining territory step by step, and
castle after castle fell. Montfort/Starkenberg suc-
ceeded in withstanding a siege by the Mamluk sultan
Baibars “the Panther” in 1266, but five years later, in
November 1271, the Panther returned with superior
siege engines, undermining and breaching the outer
wall on June 11, 1272, and on June 18 the keep.’
What was left of the garrison surrendered, and the
survivors were allowed to withdraw to Acre, the last
bastion of the Christian faith in the Holy Land,
which in its turn fell in 1291.% Montfort/Starkenberg
was thoroughly destroyed, its fortifications dis-
mantled, the wooden structures burned, and the site
laid waste and uninhabited to the present day.

Evidently the victors searched and sacked the
castle before they put it to the torch. Of movable
items, only seemingly worthless or unusable broken
objects—such as heaps of smashed glass vessels in the
kitchen area—were left behind, to be found by the
excavators of 1926. How thorough this search was, is
indicated by the fact that of what could be consid-
ered treasure only a few small silver coins were
found, deniers of the Kingdom of Jerusalem, minted
by Henry I of Cyprus (Figure 3).

One of the most interesting objects discovered is a
lump of rusted-together iron rings, the remains of a
knight's mail shirt (Figure 4). Because the destruc-
tion of 1272 gives an indisputable terminus ad quem,
this relic can be confidently identified as the only
known bona fide piece of “crusaders’ armor.”®

Among the other objects that came to the Mu-
seum’s collection are several arrow and javelin heads
(acc. nos. 28.99.30—33); five broken arrow shafts
(acc. nos. 28.99.38a—e), which had somehow escaped
the conflagration; two damaged crossbow nuts of
bone (acc. nos. 28.99.28,29), which formed part of
the trigger mechanisms; two bronze probes from
the medical kit of the castle surgeon (acc. nos.
28.99.44, 45); and—somewhat incongruously—a sil-
ver thimble (acc. no. 28.99.52) thought to be the old-
est surviving specimen of its kind.' These small ob-
jects, like the scattered coins, were probably lost
among the debris and therefore overlooked by the
searchers.
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The most intriguing object, however, did not find
its way into our collections; it is now in the Israel Mu-
seum, at Jerusalem (Figure 5). Fortunately, a plaster
cast of it was made and is now in the Department of
Medieval Art, at The Cloisters (Figures 6—g). This
object is an oblong block of lithographic stone, some
10 by 7 by 4 inches, incised on four of its carefully
planed sides with various heraldic devices, rosettes,
and other ornamental elements, which were evi-
dently intended as matrices for some kind of relief
decorations. Bashford Dean, Curator of Arms and
Armor and a member of the excavating team, inter-
preted these matrices as molds for embossed leather-
work, clearly thinking of armor in cuir-bouilli; Niels
von Holst, in his work about the castles of the Teu-
tonic Order (1981), suggested that these matrices
were used to impress heraldic patterns into freshly
plastered stucco walls in the Islamic fashion."

The most conspicuous design among these matri-
ces is a heraldic shield of the triangular shape used
during most of the thirteenth century, emblazoned
with an eagle on a diapered field (13 by 11.5 cm.; 55
by 4% inches). Below the point of the shield, but at
right angles to it, is a large (12 cm.; 4% inches) trun-
cated fleur-de-lis. A slightly smaller fleur-de-lis is
carved onto the opposite face of the stone, together
with a large eight-pointed star, and a small six-
pointed star in a circle (Figure 7). One of the narrow
side panels bears four rosettes of different sizes, one
with a fleur-de-lis, one with a cinquefoil, and two
with stars (Figure g); the opposite side panel is en-
graved with a straight, ribbonlike strip (3 by 28 cm.;
1%2 by 11 inches) filled with a diaper pattern (Fig-
ure 8).

In his excavation report Bashford Dean raises the
question whether the fine decorative architectural
stonework found on corbels and keystones should be
attributed to French artists working under the castle’s
first owners. He is inclined to think that the stone
with the matrices may not be French in origin, in
spite of the presence of fleurs-de-lis among the de-
signs, because the shield with the eagle “is evidently
the badge of the German Ritterorden.” Indeed, these
armorial elements—whoever their creators were—
are definitely connected directly with the peculiar
heraldry of the Teutonic Knights, and offer evidence
about its chronological development.

The Teutonic Knights wore white cloaks and sur-
coats with black crosses; the black cross was also
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1.
Cross section and ground plan of
Montfort/Starkenberg

2.
Present-day view of Montfort Castle
(photo: Department of Antiquities,
Israel)

3.
Denier of Henry I of Cyprus, King
of Jerusalem (1218-53), silver. The
Metropolitan Museum of Art, Gift of
Clarence Mackay, Archer M.
Huntington, Stephen H. Pell, and
Bashford Dean, 1928, 28.99.72

4.
Remains of a mail shirt, iron. The
Metropolitan Museum of Art, Gift
of Clarence Mackay, Archer M.
Huntington, Stephen H. Pell, and
Bashford Dean, 1928, 28.99.37



5. Lithographic stone incised with heraldic designs
(25.4 X 17.8 X 10.2 cm.; 10 X 7 X 4 in.). Jerusa-
lem, Israel Museum (photo: Department of An-
tiquities, Israel)

6—9. Casts of each side of lithographic stone (25.4 X
17.8 X 10.2 cm.; 10 X 7 X 4 in.), incised with he-
raldic designs, plaster. The Metropolitan Museum
of Art. Gift of Clarence Mackay, Archer M. Hun-
tington, Stephen H. Pell, and Bashford Dean, 1928,
28.99.11

painted on their white shields.'? (Out of a sense of
ascetic humility, they insisted that the field of their
arms was not “argent,” i.e., silver, but “white.”) The
only deviation from this austere practice was in the
personal arms of the Grand Master: white, a cross sable
charged with a “Cross of Jerusalem” Or, and an inescutch-
eon “of the Empire”: Or, an eagle sable, beaked and armed
gules. These augmentations were said to have been
granted, respectively, by King John of Jerusalem in
1219, and by Emperor Friedrich II in 1226. How-
ever, the Golden Bull of Rimini of March 1226, the
document with which Friedrich II enfeoffed Her-
mann von Salza with the Prussian lands, does not
mention any such armorial grant. It was the chroni-
cler Peter von Dusburg, in his Chronica terrae Prussiae,
written in 1326, who first reported that the Grand
Master had been given the privilege of bearing the
insignia regalia imperii on his banner for this fief. This
statement, though made one hundred years after the
alleged fact, might have been influenced by the
chronicler’s knowledge that fiefs were transferred by
the presentation of a banner as the visible symbol of
the grant (Bannerlehen).'® Another tradition, also re-
garded with suspicion by most heraldists, would have
it that in 1250 St. Louis of France granted the right
to use fleurs-de-lis as finials on the golden cross.'
The Cross of Jerusalem is a cross potent, that is, its
arms terminate in T-shapes. Most of the representa-
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10. Doors in St. Elizabeth’s Church, Marburg, painted
with the arms of the Grand Master, ca. 1300 (photo:
Bildarchiv Foto Marburg)

11. Full arms of the Grand Master of the Teutonic Or-
der, miniature from the Herald Gelre’s Roll of
Arms, 1355—70 (after Neubecker)

12. Banner of the Grand Master of the Teutonic Order,
taken in the Battle of the Tannenberg, 1410. Mini-
ature in Jan Dlugosz’s Banderia Pruthenorum, 1448
(after Ekdahl)

13. Ceremonial shield (Vortrageschild) with the full arms
of the Grand Master of the Teutonic Order, and in-
scribed around its rim: + CLIPPEVS ®* CVM ® GALEA *
MAGISTRI * ORDINIS * FRATRVM * THEVTONICORVM.
Made for Grand Master Karl Beffart von Trier, ca.
1320. Innsbruck, Museum Ferdinandeum (photo:
Museum Ferdinandeum)

tions of the Grand Master’s arms from before the late
fifteenth century show this form (Figures 10-12),
with the single exception of the surviving ceremonial
shield (Vortrageschild) of Grand Master Karl Beffart
von Trier (in office 1311—24), now in the Museum
Ferdinandeum, Innsbruck, Austria. In this case the




14. Seal of Grand Master Friedrich of Saxony (in office
1498-1510). This seal in the quarters of the shield
also shows the personal arms of Friedrich as Duke
of Saxony (after Neubecker)

15. Breastplate with the arms of a Grand Master of the
Teutonic Order, ca. 1510—-15. Probably made for
the last Grand Master in Prussia, Margrave Albrecht
of Brandenburg (in office 1511-25). Dresden, His-
torisches Museum (photo: Staatliche Kunstsamm-
lungen Dresden)

arms of the golden cross end in trefoils (Figure 13).
From 1489 on, the golden cross as a rule had fleurs-
de-lis as finials (Figures 14, 15)."°

It seems, though, that a cross fleurettée was the orig-
inal form, before the cross potent, because the matri-
ces from Montfort/Starkenberg must have been made
for the decoration of a Grand Master’s shield.

Thirteenth-century knightly shields were of half-
inch-thick wood, overlaid with glued-on leather (to
prevent the wood’s splitting apart under a heavy
blow), which was then covered with a layer of gesso
as a base for the painted heraldic design.!® In most of
the surviving shields of this period (ten out of four-
teen) the gesso ground has been molded in shallow
relief to outline and enhance the armorial charges
and to enliven—the procedure and its results are
known as “diapering” or “damascening”—the sur-
face of the field. Looking at the matrices of the stone
as heraldic designs, it becomes clear that these are
the very elements that form the distinctive arms of
the Grand Master. It is important to notice that these
fleurs-de-lis are actually cut short and have their

16. Reconstruction of a Grand Master’s shield, using
matrices from the incised stone found at Montfort/
Starkenberg




17. Shield of Konrad 11, Landgrave of Thuringia and
Grand Master of the Teutonic Order (in office
1239—40). Arms of Thuringia: Azure, a lion barry of
gules and argent, crowned Or, applied in molded
leather; an escutcheon: white, a cross sable, added
later. The crown of the lion was applied separately
and is now lost (photo: Bildarchiv Foto Marburg)

bases squared off, and the recessed base of the larger
one is exactly 3 cm. (1%: inches) wide, precisely
the width of the diaper strip carved on one of
the side panels. The matrices were made for stamp-
ing these charges—eagle shield and superimposed
cross—directly into the fresh gesso of a Grand Mas-
ter’s shield. Alternatively, as had already been sug-
gested by Bashford Dean, they could have served to
mold pieces of moistened leather, which were then
applied to the shield (Figure 16). Such embossed ap-
pliqués—in leather and also in gesso-soaked can-
vas—are still preserved on the shields of two land-
graves of Thuringia, Konrad II (died 1240) and
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18. Shield of Heinrich “der Junker,” Landgrave of Thu-
ringia (died 1298). Arms of Thuringia molded in
gesso on pierced fabric overlay, over gilded back-
ground (photo: Bildarchiv Foto Marburg)

Heinrich “der Junker” (died 1298), which hung as
their funeral monuments in St. Elizabeth’s Church at
Marburg, in Germany (Figures 17, 18).!” Konrad, the
brother-in-law of St. Elizabeth of Thuringia,'® had
been a member of the order since 1234, and was
elected Grand Master as the successor to Hermann
von Salza, in 1239, just one year before his own
death. Both these shields bear the arms of Thurin-
gia: Azure, a lion barry of gules and argent, crowned Or.
On Konrad’s shield the lion is of molded leather
separately applied; on Heinrich’s it is worked into a
lacelike overlay of finely shaped and pierced gesso-
stiffened linen fabric. Konrad’s shield has a small es-
cutcheon added, white with the black cross of the
Teutonic Knights, but not the full arms of the Grand
Master.!®
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19. Fragment of a cross vault rib with polychromed dec-
oration representing the arms of the Grand Master,
found at Montfort/Starkenberg. The Metropolitan
Museum of Art, Gift of Clarence Mackay, Archer M.
Huntington, Stephen H. Pell, and Bashford Dean,

1928, 28.99.3

Some other objects, found under the ruins of
Montfort/Starkenberg, and up to now not fully
appreciated, are fragments from a rib of a groined
ceiling which still have some of their polychromed
decoration, namely black and yellow stripes and a
long-stemmed fleur-de-lis of faded yellow on a black-
ish background (Figures 19, 20).? Found in the ruins
of the chapel, they must have been part of a painted
ceiling, representing the Grand Master’s arms. The
painter skillfully integrated the ribs of the cross vault
into the design; the inescutcheon with the Eagle of
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20. Fragment of a cross vault rib with polychromed dec-
oration. The Metropolitan Museum of Art, Gift of
Clarence Mackay, Archer M. Huntington, Stephen
H. Pell, and Bashford Dean, 1928, 28.99.4

the Empire would have been on the keystone,
which—alas—did not survive (Figure 21).

A seal of the Komtur (district commander) of Elb-
ing, attached to a document of 1310, is the earliest
dated example of the Grand Master’s arms with the
superimposed inescutcheon “of the Empire.”?' How-
ever, the stone with the incised matrices for a Grand
Master’s shield, and the fragment of the painted ar-
morial ceiling, from the ruins of Montfort/Starken-
berg, the order’s headquarters, with a cutoff date of
1272, are sufficient proof that these arms were al-




21. Reconstruction of the cross vault with the Grand
Master’s arms painted on the chapel ceiling

ready fully developed in the thirteenth century, com-
plete with cross arms fleurettées. Leaving the alleged
grant by St. Louis aside, the fleurs-de-lis, as stylized
lilies, might have been chosen in honor of the order’s
patroness, the Virgin Mary.

It is very tempting to think that the matrices on the
stone were made for the illustrious Hermann von
Salza’s very own shield.?? Since the painted ceiling
with the arms of the Grand Master was in the chapel,

22. Shield of a Herr von Raron, from the monastery of
S. Valeria ob Sitten (Sion), ca. 1300. Sion, Museum
S. Valeria ob Sitten

which was likely to have been built during the first
phase of rebuilding, these arms would have been in
place by 1229, when the order’s headquarters was
moved to Montfort/Starkenberg.

Interestingly, Hermann von Salza’s immediate suc-
cessor, Konrad of Thuringia (in office 1239—40) did
use the cross potent in his own Grand Master’s arms,
as they are displayed painted on the doors of St. Eliz-
abeth’s Church at Marburg, his burial place. Konrad
died at Rome, presumably on his way to the Holy
Land, without reaching the order’s headquarters at
Montfort/Starkenberg. We do not know the exact
shape of the arms of the following five grand mas-
ters, who resided there.®® It is possible that the
change from cross fleurettée to cross potent, the pres-
tigious Cross of Jerusalem, was already made during
the term of office of Hermann von Salza, in honor of
the acquisition of the venerable Hospital of St. Mary
in Jerusalem in 1229. If this assumption is correct, it
could narrow down the date of the stone matrices to
between 1220 and 1229. The reason for the change
back to cross fleurettée, which occurred in the late
fifteenth century, is not known, however.

On one of the side panels of the matrix stone are
carved several rosettes (Figure g). So far no specific
purpose has been suggested for them; possibly they
were molds for ornamental washers. The handgrips




23. Arms of the Knights of Dobrin, ca. 1230 (after Sieb-
machers Wappenbuch, pl. 26.)

of knightly shields of the thirteenth century were at-
tached by large rivets, hammered through the shield
board from the front, and visible as the “four nails”
that were the target for the expert jouster. On some
of the more richly decorated shields, such as the
shield of a Herr von Raron, now in the Museum S.
Valeria ob Sitten (Sion), Switzerland, these rivet
heads are set on rosette-shaped washers (Figure
22).** It would be in keeping with the elaborate
charges of the Grand Master’s shield for it to have
specially decorated washers for its rivets.

It is also possible that the large star matrices were
shield charges too. The castellanus of Montfort/Star-
kenberg, recorded in 1244, was Johannes “de Nif-
landa.”® Niflanda is a scribal corruption of Liviand,
the German term for Livonia. Presumably the castel-
lanus Johannes was a former member of either the
Knights of Dobrin or the Brethren of the Sword,
transferred to the Holy Land. The Knights of Dob-
rin had as cognizances on their white shields a red
sword under a red star (Figure 23); the Brethren of
the Sword bore a red sword surmounted by a small
red cross.?® The charges on the seal and banner of
the Livonian Komturei (commandery) of Ascheraden
were two silver stars in a black field (Figure 24).%”
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24. Banner of the Livonians, captured at Nakel, 1431.
Miniature in Jan Dilugosz’s Banderia Pruthenorum
(after Ekdahl, Die “Banderia Pruthenorum” )
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The Livonian Brethren of the Sword were able to
keep a limited autonomy after their merger with the
Teutonic Knights, in 1237, and Johannes “de Nif-
landa” might have made a special point of this.
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NOTES

1. Bashford Dean, “A Crusader’s Fortress in Palestine: A Re-
port of Explorations Made by the Museum, 1926,” MMAB 22,
3, Pt. II (Sept. 1927) pp. 5—46.

2. Hans Prutz, Die Besitzungen des Deutschen Ordens im Heiligen
Linde (Leipzig, 1877) pp. 38—41. The heirs were Beatrix and
Agnes, daughters of Joscelin 111, Count of Edessa. Beatrix was
married to the German crusader Otto, Count of Henneberg;
Agnes to Guillaume de la Mandelée. Dean, “Crusaders’ For-
tress,” p. 7, gives the date of the sale as 1229. There are some
other errors in dates and facts, such as p. 10: “The Teutonic
knights retired to Acre, then to their island outposts. Rhodes
held out until 1522.” This is because the Hospitaller Knights of
St. John were mistaken for the Hospitaller Knights of St. Mary.

3. At the siege of Acre, 119o—g1, shipmasters from Bremen
and Liibeck had dedicated the spare sails of their cogs for tents
for the wounded and sick. From this field hospital originated a
permanent institution at Acre, the Hospital of St. Mary of the
Germans. In March 1198, a knightly order was created out of
the hospital staff and named Ordo domus hospitalis S. Mariae
Theutonicorum; it was officially recognized by Pope Innocent 111
on Feb. 19, 1199. The new order followed the rules of the Hos-
pitallers Knights of St. John for its charitable work, but for its
military role it adopted the rules of the Templars.

4. The first major castle acquired by the order, ca. 1225, was
Toron, north of Acre, originally built by the counts of St. Omer.
In 1229 it was bought back by their heirs. Two years later the
first castle built in Prussia was named Thorn, in memory of its
forerunner in the Holy Land. The territory around Montfort/
Starkenberg, acquired with the help of Duke Leopold VII of
Austria, also included several smaller strongholds.

5. Prutz, Besitzungen des Deutschen Ordens, p. 73. It is reported
that when Hermann von Salza was elected the fourth Grand
Master of the order in 1210, he considered his most desirable
goal to have ten fully armed knights at hand at any time.

6. Siebmachers Grosses und Allgemeines Wappenbuch, 1 (1881) pt.
5, “Bistiimer und Kléster,” pp. 32—33. The Knights of Dobrin
were founded in 1225 by Christian, first bishop in Prussia; the
Brethren of the Sword had been founded about 1200. Wilhelm
Kotzde, Der Deutsche Orden im Werden und Vergehen (Jena, n.d.)
p- 29; Niels von Holst, Der Deutsche Ritterorden und seine Bauten,
von Jerusalem bis Sevilla, von Thorn bis Narwa (Berlin, 1981) pp.
121-146.

7. Holst, Ritterorden, pp. 43—44, quotes from an Arabic chron-
icle in the National Library, Vienna: “During his campaign
against Acre the Sultan saw that he could not leave Kalatkurein
[Montfort], one of the mightiest Christian castles of them all, to
threaten his rear, and therefore he decided to lay siege to it.
During this siege our archers succeeded in shooting down a car-
rier pigeon with important letters. On June 11 the outer bailey

was taken, and on June 18, after heavy fighting, entry to the
keep was forced through a breach. Now were begun negotia-
tions, which led to a treaty, written and notarized by Kadi Mu-
hioddin. The knights were let go free but had to leave their
arms and possessions. The Sultan’s standard was raised.” After
the siege of 1266, Grand Master Anno von Sangerhausen re-
located the headquarters, archives, and treasury to Acre.

8. After the fall of Acre, Konrad von Feuchtwangen, Grand
Master from 1290 to 1296/g7, transferred the order’s head-
quarters to Venice. In 1309 it was moved to the newly built Mar-
ienburg, in Prussia, the largest castle in Europe.

9. Dean, “Crusaders’ Fortress,” pp. 36—39, fig. 53.

10. Ibid., p. 39, fig. 54. The medical instruments found indi-
cate the important role that care for the sick played for the Teu-
tonic Order as a hospitaller order. Since a reform in 1809 the
order, like the Knights of Malta, has done exclusively charitable
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Organology and Iconography of Ancient Egypt
and the Renaissance

HENRY G. FISCHER

Wallace Research Curator in Egyptology, The Metropolitan Museum of Art

HAVING COME UNDER well-merited criticism, some
years ago, for subjecting readers of the Journal to the
“introductory trumpet blasts” of my incessant Egyp-
tological contributions, I feel some misgivings in em-
barking on a subject that is not only Egyptological
but literally concerns trumpets. But since it also
makes a comparison with Renaissance iconography, I
hope that it may nonetheless serve as an appropriate
tribute to Helmut Nickel, whose range of knowledge
is probably more diverse than that of any curator in
the history of our institution. My trumpet blast will
be brief—despite its lengthy title—but it is a heartfelt
salute.

Although I have written elsewhere about the
Egyptian trumpet,' it did not occur to me, at that
time, how very faithfully its form is displayed in the
two-dimensional representations that constitute the
bulk of our evidence. Nor did I fully perceive the in-
ferences that might be drawn from that fidelity. The
earlier examples, dating from the reign of Queen
Hatshepsut down to the Amarna Period, show a fun-
nel-shaped bell. This is most clearly pictured in the
tombs of Tjanuny? and Nebamun, both dating to the
reign of Tuthmosis IV (Figures 1, 2). A relief depict-
ing dancing girls from the Amarna Period shows that
the same type of instrument was still in use at that
time (Figure g).°

A funnel-shaped bell is also exemplified by the
bronze trumpet of Tutankhamun (Figure 4)—one of
the only two instruments of its kind that have sur-
vived from pharaonic Egypt. In contrast to this, the
other trumpet, which is made of silver, has a bell that
is slightly but unmistakably flared (Figure 5). To
show the contrast more clearly, I have made a pair of
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drawings that straighten the shanks, both of which
were bent to some extent by the warping of the
wooden cores placed within them (Figure 6).*

The dating of these trumpets deserves closer at-
tention. The one made of silver is redecorated with a
scene showing Tutankhamun in the presence of the
principal gods; but it already bore his name as part
of the original decoration, and may therefore be at-
tributed with certainty to his brief reign. The bronze
trumpet bears a similar scene, which, although more
carefully executed, was undoubtedly added at the
same time as its counterpart, in preparation for the
burial. This bronze trumpet had not been inscribed
previously, however, and its date of manufacture is
therefore less secure. The difference in form be-
tween the two instruments strongly suggests that the
bronze trumpet is of somewhat greater antiquity, dat-
ing to the reign of Akhenaten, while the silver trum-
pet embodies a new design. But, like the bronze one,
the silver trumpet has a bell made separately from
the tube; it is perhaps to be regarded, therefore, as
transitional.

From the time of Tutankhamun onward trumpets
were consistently represented with this new form of
bell, gradually flared, and there is no further evi-
dence of a separation between bell and shaft.’ A par-
ticular nicety of observation appears in those cases
where the trumpeter is shown blowing his instru-
ment while holding, beneath one arm, the wooden
core that was slipped inside it for reinforcement
when the trumpet was not in use (Figure 7); it may
be noted that the core is slightly smaller than the
trumpet itself. Thus, while one must always make
due allowance for the conventions and limitations of
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. Trumpeters, painting from the tomb
of Tjanuny, time of Tuthmosis IV,
Theban Tomb 74 (photo by Egyptian
Expedition, The Metropolitan Mu-
seum of Art)

. Dancers and Musician, relief from
Hermopolis, Amarna period. Lime-
stone. The Metropolitan Museum of
Art, Gift of Norbert Schimmel, 1985,
1985.328.11

. Trumpeter, after painting from

the tomb of Nebamun, time of
Tuthmosis IV-Amenophis I1I,
Theban Tomb go (redrawn
from Norman Davies, The Tombs
of Two Officials of Tuthmosis the
Fourth [London, 1923] pl. 27)

. Bronze trumpet from the tomb

of Tutankhamun. Cairo Mu-
seum (photo: Harry Burton)




5. Silver trumpet from the tomb

of Tutankhamun. Cairo Mu-
seum (photo: Harry Burton)

. Schematic drawings of Figures

4 and 5, with shaft straightened

. Trumpeter, after a relief in the
temple of Abu Simbel, reign of
Rameses II (redrawn from C.
Desroches—Noblecourt et al., Le
grand temple d’Abou Simbel: La
Bataille de Qadesch [Cairo, 1971]
pl 4)
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8. Heinrich Aldegrever (1502—ca.1558), Music for a
Wedding Dance. The Great Dance, 1538 (from Tom L.
Naylor, The Trumpet and Trombone in Graphic Arts
1500—1800 [Nashville, 1979] p. 22)

two-dimensional Egyptian art, the iconography of
that culture is, where trumpets are concerned, sur-
prisingly reliable and accurate.

The same cannot be said, however, for the icono-
graphic evidence concerning brass instruments of
the European Renaissance. From one and the same
period—early in the sixteenth century—we have
quite different representations of trombones. Some,
as for instance the well-known engraving by Heinrich
Aldegrever dated 1538 (Figure 8), show a very nar-
row, conical bell. Others, notably the woodcut by
Hans Burgkmair entitled The Triumph of Maximilian I,
show a bell that is wider at the end and much more

flared (Figure g). A glance at the adjacent krumm-
horns, which display even more improbably flared
bells, is sufficient to confirm the suspicion that this
feature is a stylistic embellishment—one in keeping
with the ornate convolutions that permeate the entire
scene.® The artist has also strayed from reality by

9. Hans Burgkmair (1473—1531), The Triumph of Max-
wmilian 1. Woodcut. The Metropolitan Museum of
Art, Harris Brisbane Dick Fund, 1932, 32.37 (1—20)




11.

. Angel with Trombone, decorated panel on organ bal-

cony, 1508. St.-Pierre de Gonesse (photo: Michel
Foussard)

Jost Amman (1539—91), Musicians,
late 16th century. Engraving. The
Metropolitan Museum of Art, The
Elisha Whittelsey Collection, The
Elisha Whittelsey Fund, 1949,

49.95.138

making the slide of the trombone much too short.
An improbably wide and everted bell likewise ap-
pears on the trombone in a panel decoration on the
organ at Gonesse, dated 1508 (Figure 10); adjacent
panels show the same peculiarity in the representa-
tion of both the krummhorn and the trumpet.” The
recurrence of an exaggeratedly flaring bell in depic-
tions of all these instruments suggests, once again,
that it is a purely stylistic feature.

For one seeking knowledge about the history of
the instrument, such stylistic liberties are unfortu-
nate. The oldest trombones that have been preserved
belong to the second half of the century, about a
hundred years after the instrument had come in-
to use.®? The two earliest examples—both fragmen-
tary®—have straighter, more conical bells than their
successors, confirming our reservations about
Burgkmair’s accuracy. One of these, dated 1557, was
in fact made by Jorg Neuschel of Nuremberg, the
adoptive son of the trombonist portrayed by
Burgkmair. I therefore feel compelled to conclude
that iconography cannot, except in the most general
way, provide us with a picture of Renaissance trom-
bones of earlier date than the surviving examples.
Nor can we even be quite sure that the Aldegrever

g
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engraving (Figure 8) proves that trombones were re-
versed in order to be played left-handed, although
that seems likely enough in view of the fact that Re-
naissance woodwinds made provision for both right-
and left-handed players.!® But what is one to make of
a later sixteenth-century engraving by Jost Amman
(Figure 11), which shows the trombone similarly re-
versed with the bell section over the right shoulder,
yet played by a man who is clearly right-handed?
This impossibility conjures up visions of Laocodn
attempting to play the serpent. It is a hopeless
struggle.

Despite its sophisticated standards, Renaissance
draftsmanship entails a measure of artistic license
and stylistic individuality, qualities of which the an-

NOTES

1. “The Trumpet in Ancient Egypt,” in Pyramid Studies and
Other Essays Presented to I. E. S. Edwards, John Baines et al., eds.
(Oxford, 1988) pp. 103—-109.

2. Cf. Annelies and Artur Brack, Das Grab des Tjanuni (Mainz,
1977) Pl 9-

3. In the aforementioned article I suggested that this relief
may display a touch of humor, since at that time the trumpet
was used for military signals and would not have been used to
accompany a group of female dancers.

4. Cf. Lise Manniche, Musical Instruments from the Tomb of
Tut‘ankhamun (Oxford, 1976), who advances this idea more ten-
tatively. The correctness of the theory is proved by the fact that,
in the bronze trumpet, the incised bands that circle the shank
at its base where it joins the bell are compressed on one side.

5. A regression to the earlier form is to be found on a panel
from a coffin of the Roman period in the Berlin Museum: see
Hermann Ranke, The Art of Ancient Egypt (Vienna, 1936) pl. 277.

6. There is a single piece of evidence for a krummhorn with
an everted bell, a surviving example in the Kunsthistorisches
Museum at Vienna, dating to the 16th century; but the end
curves sharply upward and this part is a separate addition to
the body of the instrument. As Barra R. Boydell says, it thus
“differs radically from all other types” (The New Grove Dictionary
of Musical Instruments [London, 1984] I, p. 520).

=. See Daniel Bontemps, L’Eglise Saint-Pierre Saint-Paul de Go-
nesse (Val d’Oise) (Gonesse, 1981), remarks by Michel Foussard,
P- 39. The slide trumpets of Memling’s panel of angels at Ant-
werp show an even more everted bell, as Robert Barclay has
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cient Egyptians were relatively innocent. Their keen-
ness of observation, combined with an adherence to
tradition, did not admit to such vagaries, although it
must be conceded that the adherence to tradition
often prevented their art from keeping abreast of
current reality. In the representation of trumpets this
did not occur, apparently because a change in the in-
strument’s design coincided with a point of time—
the Amarna Period—in which artistic tradition was
sufficiently interrupted as to permit the delineation
of new forms. Thanks to this circumstance we can
follow a transformation in the shape of trumpet bells
that is paralleled, to a lesser extent, in the bells of
brass instruments of the Renaissance from about
1560 to 1580.

reminded me; Mr. Barclay also points out that, in the case of
the trumpeter with the slide exposed, the tubing is hopelessly
out of alignment on either side of the extended hand. Following
a telephone conversation on this subject, he has written: “I find
it unlikely that the bell flare would devolve from a sharp flare in
the previous century to the funnel-like bells of Neuschel,
Steiger, etc., and then evolve again to a sharper flare.” He ac-
cordingly concludes that Memling too took stylistic liberties de-
spite the apparently meticulous detail of his rendering of the
instrument.

8. For this estimate, see Anthony Baines, Brass Instrumenits:
Their History and Development (London, 1976) pp. 107-108.

9. These are: the Erasmus Schnitzer tenor dated 1551, which
has a trumpet bell, with the other elements subsequently added
(Germanisches Nationalmuseum, Nuremberg MI 170); and a
tenor made by Jérg Neuschel and dated 1557, a cut-down bass
of which only the end of the bell can be regarded with certainty
as original (Kunsthistorisches Museum, Vienna). Both will be
discussed in the forthcoming revision of my booklet The Renats-
sance Sackbut and Its Use Today.

10. The bottom hole was reduplicated side by side, the un-
used one to be sealed with wax. On instruments where the bot-
tom hole was closed by means of a key, the key had a double
prong, extending both rightward and leftward. This arrange-
ment may not have been expressly intended for left-handed
players, however, since Tinctoris says the double hole was meant
to accommodate two styles of playing, some players preferring
to place the right hand above the left: see Anthony Baines’s
translation in the Galpin Society Journal 3 (1950) p. 20.



Timeas’s Scarab

JOAN R. MERTENS

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

ONE FRIDAY AFTERNOON IN APRIL 1986, a col-
league from the American Museum of Natural His-
tory came to the Metropolitan Museum to show the
Greek and Roman Department a “bead” that had no
place in his institution’s collection of minerals. The
“bead” proved to be a fine Archaic Greek gem that
has since been acquired by the Metropolitan Museum
(Figures 1—3). In its artistic qualities, which inform
and transform the rendering of a martial motif, the
gem seems an appropriate subject to offer Helmut
Nickel, civilized and most unbellicose champion of
arms and armor.

The gem is a chalcedony scarab’ of a type charac-
teristic around 500 B.c. The lower edge of the bee-
tle’s thorax is articulated with a small arc, and the
ridge separating the thorax from the wing cases
shows light hatching. The carination along the back
where the wing cases meet is of the variety identified
by John Boardman as a spine,? a slight projection di-
vided by an incision. At their upper outer corners,
the wing cases have small U-shaped markings.®> The
insect’s legs are individually rendered without addi-
tional detail, and the plinth on which the beetle sits is
also plain.

The engraved surface is framed by hatching and is
provided with a ground line at the bottom. The im-
age is that of a nude youth who bends to lift a Corin-
thian helmet with his left hand. At the very top of the
field, as a counterpart to the small exergue below, ap-
pears his shield, which covers a bit of his upper torso
and his right arm; when reversed in the impression,
the shield appears on the correct, left arm.

The simplicity of the subject is deceptive, because
in reality the composition is remarkable for its small
scale, and the articulation of detail is extraordinary.
The youth’s nose, lips, and lower jaw are clearly de-
fined, while the eye appears as a point within the
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bony ocular orbit. The hair is indicated by ridges, as
well as by small dots around the face and at the nape
of the neck. For the sake of clarity and composition,
the profile head gives way to a frontal torso. The col-
lar bones, the pectoral muscles and nipples, the ab-
dominal muscles and iliac crests are rendered pre-
cisely yet fluidly within the bending form. The
proper right leg is shown straight on, the left leg
from the side, with the heel slightly raised, to allow
the kneecaps, shinbones, toes, and muscles of both
the thigh and calf to be clearly defined. The shoul-
ders, left arm, and even the left hand in profile show
similarly careful articulation. On the warrior’s Corin-
thian helmet, the nosepiece, the crest with its flowing
tail, and the additional attribute of two bull’s ears are
all distinctly delineated. Moreover, even the volume
of the calotte is modeled to convey the three-dimen-
sionality of this piece of armor, which occupies a
prominent place in the representation.

The engraved surface reveals one further detail of
interest, the name Timeas inscribed between the war-
rior’s straight right leg and the hatched border. Al-
though rare,* the inscriptions on Archaic gems, in
their placement and execution, are usually treated as
part of the whole representation. Here, by contrast,
we have a graffito added, rather awkwardly, after the
gem was cut—but probably soon after, as Boardman
has surmised.® Timeas’s relationship to the gem can-
not be surely determined; the name of the owner
would normally be written in the genitive rather than
nominative case, but the apparent spontaneity of the
inscription may also explain the lack of grammatical
rigor. The name itself is well attested throughout
Greece;® its most illustrious bearer was the son of
Polyneices, himself one of the four ill-fated children
of Oedipus and Jocasta. Nothing on the gem, how-
ever, suggests any necessary connection between the

53

The notes for this article begin on page 56.

Y
The Metropolitan Museum of Art @Jg

is collaborating with JSTOR to digitize, preserve, and extend access to ©

7

Metropolitan Museumn Journal BINORY

www.jstor.org




1. Chalcedony scarab, Greek, ca. 500 B.c. L. 1.4 cm.
The Metropolitan Museum of Art, Purchase, Helen
H. Mertens, David L. Klein Jr. Memorial Founda-
tion, and Mrs. Martin Fried Gifts, 1987, 1987.11.7

5

4. Chalcedony scaraboid attributed to Epimenes,
Greek, ca. 500 B.C.: archer testing his arrow. H. 1.7
cm. The Metropolitan Museum of Art, Fletcher
Fund, 1931, 31.11.5

5. Impression of gem in Figure 4

name, the young warrior, and this mythological per-
sonage. Nor does the name Timeas link the gem to
any specific part of the Greek world.

On stylistic grounds, however, the scarab can be as-
signed to eastern Greece which, during the Archaic
period, was the creative center of gem-engraving’
and the major source of influence—probably also of
craftsmen—for the second important area of glyptic
production, Etruria. During the closing decades of
the sixth century B.c., two artistic personalities stand
out within the eastern ambient. Both of them—Epi-
menes (Figures 4, 5) and the craftsman convention-
ally known as the Semon Master (Figures 6, 7)—are
represented by works in the Metropolitan Museum.
Boardman attributed the example we are now con-
sidering to the immediate circle of the Semon Mas-
ter, allowing for the possibility that it was made by
the artist himself. While the stylistic connection is in-

2. Side view of scarab in Figure 1

3. Intaglio of scarab in Figure 1: young warrior lifting
helmet

disputable, the new piece differs from those attrib-
uted to the Semon Master® in such details as the
treatment of the eye and of the hair, both on the
crown of the head and around the face. Given the
Semon Master’s particular penchant for feathers,’
which require much the same articulation as horse-
hair, the crest on the new gem once again appears
stylistically different. The scarab, therefore, seems
best included among a number of pieces which, in
Boardman’s words, “closely resemble the work of
Epimenes and the Semon Master.”!°

6. Ring with carnelian scaraboid attributed to the Se-
mon Master, Greek, ca. 500 B.c.: winged youth
(Eros?) carrying off girl with lyre. W. 1.9 cm.
The Metropolitan Museum of Art, The Cesnola
Collection, Purchased by subscription, 1874—76,

74.51.4223

7. Impression of gem in Figure 6



One of these pieces is a carnelian scaraboid, for-
merly in the de Clercq collection, which shows a
youth with a shield atop his torso bending to lift a
helmet."" As in the Museum’s new acquisition, the
field is framed with hatching and subdivided at the
bottom by a small ground line. Between the figure’s
straight leg and the border appears an inscription in
the Cypriot syllabary giving the name of Akestos, the
probable owner. With slight variations, the motif of a
warrior lifting a helmet occurs frequently on Archaic
gems, particularly in Etruria;'? a fine example was
stolen from the Metropolitan Museum in 1961 (Fig-
ure 8)." While the warrior, like the symposiast and
the athlete, afforded Late Archaic artists in all media
the opportunity of studying the body in motion, the
specific motif concerning us hefe seems extraordi-
narily well suited to a gem.

Obvious as the point may be, it is worth noting first
that, insofar as the function of a gem was to mark the
property or identity of an individual, the device of a
single figure or other symbol framed by a border is
inherently more appropriate than a narrative vi-
gnette. In a remarkably direct way, the image on a
gem parallels and expresses the individuality of its
owner. Furthermore, since one looks to the head as
the key part of a figure, the inclusion of a helmet on
the Museum’s scarab and on related examples al-
lowed the artist to render the head a second time,
from a different aspect: his emphasis was not on the
facial features, hair, or occasionally even the expres-
sion,' but rather on the definition and modeling of
volumes, which, as we have seen, are remarkably de-
tailed on the Museum’s new piece. In order to show
the human body clearly in the diminutive scale of a
gem, transitions had to be minimized. The helmet,
therefore, serves as a kind of reassertion of volume.
Similarly, the shield introduces the elements of depth
and foreshortening to the youth’s otherwise shallow
stage. On a related gem in Boston (Figure g),'s the
artist has omitted the warrior’s lower legs in order to
depict more fully a foreshortened shield seen slightly
from below.

Before leaving the helmet and shield, we might
further observe that the warrior’s attributes do not
include a spear. In contemporary vase paintings of
subjects other than combats, spears are often held or
shown propped up in the background. As strong and
sharp directional indicators, spears are difficult to in-
tegrate into the oval format of a gem; their shafts
also tend to cut up the pictorial surface. Indeed, in

8. Impression of a carnelian scarab, Etruscan, late 6th—
early 5th century B.c.: young warrior lifting helmet.
H.1.2 cm. Stolen from The Metropolitan Museum
of Art; Rogers Fund, 1925, 25.78.95

Archaic Greek glyptic, they seem to occur mainly
when essential to a battle or as an attribute of
Athena; in Etruscan works they occur somewhat
more frequently. Thus, the rounded forms of hel-
mets and shields presented the additional advantage
of being more consonant with the fields within which
they were used.

In composition and execution, the representation
we have been considering reveals the artistic con-
cerns and solutions pervasive throughout Greek art
of the late Archaic period and, in all respects, is in-
disputably Greek. Not so, however, the beetle into
which it is cut. This originally Egyptian form of seal,
together with the use of semiprecious stones such as
chalcedony, was introduced to the Greek world by
the Phoenicians around the turn of the seventh cen-
tury B.C.'¢ In the context of Oriental borrowings that
became assimilated into Archaic art, the scarab docu-
ments a point of some interest. Consisting as it does
of two components, the beetle and the intaglio, we
find that in the course of the sixth century the intag-
lios, i.e., the pictorial motifs, developed ever more in
accordance with the contemporary Greek study of
the human figure. The beetle, by contrast, undergoes

9. Impression of a carnelian scaraboid, Greek, late
6th—early sth century B.c.: young warrior lifting
helmet. H. 1.3 cm. Boston, Museum of Fine Arts,
21.1195 (photo: courtesy of Cornelius C. Vermeule
I1II and John Boardman)
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no comparable incarnation. Indeed, of the many
forms or types of object—from kouroi to phialai—
that came to Greece from the East and were pro-
duced in some quantity, the scarab seems one of the
exceptionally few that maintained its foreign identity
after the others had become assimilated; it really only
became hellenized when it was superseded by the
scaraboid.

I should also like to suggest that the persistence of
the beetle form is bound up with the fact that Ar-
chaic glyptic was very much an art of the Greek East,
with strong ties to the West. In Archaic Ionia, up to
the Persian Wars, Greek and Oriental elements com-
bined more freely and frequently than on the main-
land, in Athens, for example. To put it starkly, the
glyptic counterpart of a Euthymides or Epiktetos was
not likely to depict the Athenian jeunesse dorée on the
belly of a beetle. Pertinent in this connection are
Boardman’s observations concerning the popularity
of engraved metal finger rings in mainland Greece
during Archaic times.!” The preference for engraved
metal rings over engraved intaglios undoubtedly de-
pended on a variety of factors; nonetheless, even
though many bezel types were ultimately of Eastern

NOTES

1. L. 1.4 cm., W. 1.0 cm., H. 0.8 cm. The left side of the scar-
ab’s head has broken away.

2. John Boardman, Archaic Greek Gems (London, 1968) pp.
14-15.

3. Rounded variants of Boardman’s “V-winglets,” Boardman,
Archaic Gems, p. 13.

4. See, for example, Boardman, Archaic Gems, p. 234.

5. In a description of the gem to its previous owner.

6. G. Lippold, “Timeas,” Paulys Real-Encyclopidie der class-
ischen Altertumswissenschaft (Stuttgart, 1937), VI cols. 1247—
1250.

7. For a recent consideration from the standpoint of prove-
nances, see John Boardman, “Greek Gem Engraving: Archaic
to Classical,” in Greek Art: Archaic into Classical, C. G. Boulter, ed.
(Leiden, 1985) especially pp. 84—91.

8. See Boardman, “Gem Engraving,” pl. 76c; John Board-
man, Greek Gems and Finger Rings (London, 1970) p. 184 and
pls. 358—-366, pp. 148 and 151.

9. See, for example, New York 74.51.4223 (Boardman, Gems
and Rings, pl. 359), Boston 23.578 (ibid., pl. 361), London

origin,'’® they had been accommodated to Greek
taste, so that the form and its embellishment pre-
sented a homogeneous whole.

The ramifications of the Museum’s scarab prove
more extensive than its small size and well-attested
typology may at first suggest. In addition to its purely
technical and artistic qualities, it affords some insight
into regional diversity and the assimilation of foreign
influence into Archaic Greek art. If I have empha-
sized the disparity between the form and certain
types of decoration in a scarab, the purpose was not
to render a critical judgment but to pinpoint a fun-
damentally East Greek phenomenon. Indeed, in a
remarkably telling and succinct way, the gem embod-
ies one of the primordial achievements of the sixth
century: the fusion of its Geometric legacy and orien-
talizing stimuli for the ever fuller elucidation of the
human figure.
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Footwork in Ancient Greek Swordsmanship

BRIAN F. COOK

Keeper, Greek and Roman Antiquities, The British Museum

IN HONOR OF MY oLD friend and colleague Helmut
Nickel, I should like to offer some speculations in an
area where his interest in arms and armor overlaps
mine in Greek and Roman art, in particular to ex-
plore the possibility that evidence for one aspect of
ancient Greek swordsmanship can be found in Greek
sculpture and vase-painting. Such an exploration can
only be tentative in the absence of supporting evi-
dence from ancient literary sources, especially in the
period around soo B.c. Such literary evidence as
does exist comes from later periods and deals mainly
with tactics and the movement of troops in forma-
tion, of concern to the ancient equivalent of Clause-
witz rather than the drill-sergeant.! Detailed evi-
dence for basic drill-movements is totally absent
from the literary record at all periods.?

The evidence in Xenophon for spear-drill in the
fourth century B.c. has been treated in detail by J. K.
Anderson, who warns that in trying to reconstruct
ancient arms drill, it is safer “to use works of art
mainly to provide illustrations of the ancient texts,
while admitting that there must have been several
movements for which no literary evidence has sur-
vived.”® Anderson follows his own principle by using
illustrations in ancient art to flesh out Xenophon’s
description of spear-drill with commands given by
trumpet-calls.* Although Anderson concludes that
training in ancient drill was restricted to a few simple
movements, he concedes that they were not necessar-
ily limited to those for which literary evidence sur-
vives. He even accepts that “the repetition of certain
poses in works of art raises the interesting possibility
that the artists, or their models, had been regularly
taught the movements represented.””

The specific example cited by Anderson of sword-
movements represented so often in works of art that
it seems reasonable to accept them as representations

© The Metropolitan Museum of Art 1989
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of a standard action from real swordsmanship is the
so-called “Harmodios blow” studied by Shefton, who
coined the useful term by which it is now fairly gen-
erally known.® This is a slashing movement named
for the action of Harmodios in the marble statuary
group of the Tyrant-slayers best known from a Ro-
man copy in Naples.” The moment most frequently
represented is the point of stillness when the sword-
hand has been raised head-high with the sword
pointing backward over the shoulder in readiness for
a downward slash. The blow may be delivered either
forehand (Figure 1) or backhand (Figure 2).® Philip
Lancaster, of the Department of Edged Weapons at
the Tower of London, who kindly gave advice on
some practical aspects of swordsmanship, pointed
out that this movement would be hazardous under
normal combat conditions: not only is there some
danger that it would put a swordsman off balance,
but the action would also leave the sword-arm unpro-
tected and vulnerable. B. B. Shefton had already
noted that the sword when raised could not be used
for parrying, and that in close combat the blow
therefore required careful timing.® It would have
been particularly dangerous for a Greek hoplite in
leaving the armpit exposed above the edge of the
cuirass.”® A further disadvantage of the Harmodios
blow is that it was less effective than a thrust against
a well-equipped opponent: it would probably have
been resisted even by a padded linen corselet, which
would have been vulnerable to a thrust, and would
certainly have been ineffective against a metal cui-
rass.!!

In combat, then, the Harmodios blow can only
have been a desperate measure, employed when the
vulnerability it imposed was outweighed by a greater
danger. There is evidence for this in both literature
and art. The problem arises when a swordsman faces
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1. The forehand “Harmodios blow.” Drawing of an At-
tic red-figured hydria, 460—450 B.c. The Metropol-
itan Museum of Art, Fletcher Fund, 1925, 25.28
(drawing: Lindsley F. Hall)

the longer weapon of a spearman: the classic solution
was that of Hector, who cut off the end of Ajax’s
spear with his sword.”? This is precisely the aim of
the Greek in Figure 2: so great is his danger from the
Amazon’s spear that he must attempt to cut its
wooden shaft, even at the risk of exposing his whole
body to attack, since he must swing back his shield to
maintain his balance.'®

A safer use of the Harmodios blow, as pointed out
by Shefton, was to deliver a “butcher’s blow” to a
fallen opponent.** Indeed, the blow could only be
used safely when the opponent was not in a position,
or not suitably armed, to strike back. The unfortu-
nate centaur in Figure g has no weapon for a coun-
terstroke and only a cushion to ward off an overhead
blow, here from a battle-ax rather than from a
sword.'* The principle of the Harmodios blow still
applies: an overhead blow by sword or ax normally
leaves the striker vulnerable. Amphytrion may also
safely use the Harmodios blow (Figure 1), since it is
aimed not at an armed warrior but at the snakes that
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2. The backhand Harmodios blow used against a
spear. Detail of an Attic red-figured squat lekythos,
ca. 420 B.C. The Metropolitan Museum of Art, Rog-
ers Fund, 1931, g1.11.13

have attacked the infant Herakles. Here too, no
doubt, there was an element of desperation.

Finding no examples of the use of the Harmodios
blow before the closing years of the sixth century
B.C.,'* Shefton connected it with the introduction of
the spatulate sword, a more versatile weapon than
the straight-edged sword, which is most effective in
an underhand stabbing or thrusting movement.!” It
is around the same time that warriors began to be
represented in Attic red-figure in a stance that, al-
though it soon became conventional, may reflect the
kind of simple drill-movement for which no literary
evidence survives. The movement is in fact so simple
that no specific comment was made by ancient au-
thors: like so many minor details of life, it was too
familiar at the time to call for explanation.

The stance is simple enough and may be observed
in conjunction with the Harmodios blow in the rep-
resentations already discussed: one foot is simply
placed in advance of the other. This is not merely a
walking posture, for, as Borthwick has pointed out,'®



right-handed swordsmen commonly advance the left
leg and left arm simultaneously, as in Figure 4, which
shows a swordsman using a straight-sided sword for
a conventional upward thrust against an Amazon.'
In what may be called the “attack” posture, the for-
ward leg is bent at the knee while the other leg is
straight.?® Should the need arise to evade an oppo-
nent’s counterblow, it is possible to move the body
back into the “defense” posture without even moving
the feet, simply by straightening the forward leg and,
if necessary, bending the other. The Amazon in Fig-
ure 4 has straightened her forward right leg and has
bent her left. The painter has even shown her left
foot turning away to produce a posture that is
scarcely possible physically. It was presumably in-
tended to convey a continuous action, beginning with
a backward movement into the defense posture and
freeing herself from her opponent’s grip, to be fol-
lowed (at least in intent) with flight. The frequency
with which these postures appear in scenes of combat
in Greek vase-painting suggests that they represent a
standard drill-movement, so familiar as not to re-
quire comment in the literary sources.

Familiar though it was, it must at some stage have
been learned. The Athenians did not provide “train-
ing in the art of war at public expense,” at least not
for adults;?! indeed they seem to have taken an ama-
teurish pride in being unlike the Spartans in this
respect, although they were expected to keep them-
selves physically fit for warfare by regular exercise.??
It is generally assumed that basic drill was taught to
ephebes during their two-year period of military train-
ing, undertaken at the age of eighteen.?® In Plato’s
ideal state, the military training of youths was to in-
clude fighting in armor—hoplomachia (translated by
Anderson as “fencing with hoplite weapons”)**—and
it seems reasonable that this would have included ele-
mentary drill as a basis for concerted action in the
field, at least if modern military experience can be
accepted as a substitute for the nonexistent ancient
literary sources.?

Private training in hoplomachia seems to have been
available in Athens, at least from the later fifth cen-
tury, for the discussion of courage in Plato’s Laches
begins with a demonstration of the art by a profes-
sional instructor.?® The Greek term for such an in-
structor, hoplomachos (or, as we would say, drill-
sergeant), does not appear in surviving literature
before Theophrastus (fourth—third century B.c.), but
it may well have been in use earlier.?” The comment

3. Use of battle-ax in the attack posture. Detail of an
Attic red-figured volute-krater, ca. 450 B.c. The
Metropolitan Museum of Art, Rogers Fund, 1907,
07.286.84

4. A Greek in the attack posture using a sword in an
underhand thrust. Detail of an Attic red-figured
volute-krater, ca. 450 B.c. The Metropolitan Mu-
seum of Art, Rogers Fund, 1907, 07.286.84
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5. Satyrs in defense and attack postures confronting
maenads. Detail of an Attic red-figured volute-
krater, ca. 430 B.c. The Metropolitan Museum of
Art, Fletcher Fund, 1924, 24.97.25

by Nicias, that such skill would be most useful in
single combat after the ranks had broken, is not
inconsistent with a supposition that hoplomachia may
have included the attack and defense postures seen
in depictions of single combat on vases.?

The appearance of the attack and defense pos-
tures in Greek art is not restricted to vases and be-
gins long before Plato’s time, toward the end of the
sixth century B.c. Although this is about the same

6. The Deeds of Theseus: variations on the attack pos-
ture. Interior of an Attic red-figured kylix, 440—430
B.C. London, British Museum, Vase E 84 (photo:
British Museum)
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time as the first appearance of the Harmodios blow,
there is not necessarily a connection with either the
Harmodios blow or the introduction of the new type
of sword. Indeed, as we have already seen, the attack
posture lends itself to the use of other weapons, in-
cluding the battle-ax and thrusting spear. Its appear-
ance in Late Archaic red-figure seems more likely to
be connected with the improved opportunities for
representing movement in a lifelike way that were of-
fered by the red-figure technique and gradually de-
veloped by its early practitioners. In the black-figure
technique, by contrast, as well as in sculpture of the
sixth century, warriors in action were commonly rep-
resented with both legs straight. Indeed, the conven-
tion of representing the torso in frontal view and the
legs in profile, which went back as far as the Geomet-
ric Period (eighth century B.c), seriously inhibited a
more realistic representation of bodies in motion.?

Among the earliest appearances of the new attack
posture in red-figure are a warrior delivering a back-
hand Harmodios blow and Herakles (wielding a
club) on the volute-krater by Euphronios in Arezzo,
dated about 510—500 B.Cc.** Almost as early is a cup
in Boston, dating to about 500 B.c. and attributed to
Douris in an early phase of his career. This cup
shows two swordsmen converging on a fallen oppo-
nent, both in the attack posture, one seen from the
front and the other from the rear.*!

In sculpture, the posture was already used in the
pediment of the temple of Aphaia (about 490 B.C.)
and in the Tyrannicide Group (477/6 B.c.), and it ap-
pears almost as a matter of course in the pediments
of the temple of Zeus at Olympia (about 465 B.c.).%?
It soon became popular—as Anderson reminds us,
Greek artists were inclined to copy one another®—
and examples in red-figure become too numerous to
mention. It appears, too, in scenes of unconventional
warfare: for example, in an engagement between
satyrs and maenads on a volute-krater of about 430



B.C. (Figure 5).** On the right, a satyr adopts the ca-
nonical attack posture, with left leg and arm ad-
vanced simultaneously, against a retiring maenad.
His companion on the left, however, is forced back
into the defense posture as a more aggressive
maenad threatens to deliver a particularly painful
blow with the butt end of her thyrsos.

As the stance proved not merely useful but ver-
satile, it was adopted by Greek artists for use in a
variety of circumstances. A selection is conveniently
illustrated on a single cup in the British Museum
showing the Deeds of Theseus (Figure 6).%° Against
the sow of Crommyon, Theseus uses the attack pos-
ture with a conventional underhand sword thrust
(upper left). Procrustes is attacked with his own ax
(upper right), wielded overhead as in the Centauro-
machy discussed earlier: again there is no danger of
a counterattack. Sciron’s footbath, also conveniently
at hand, provides an unconventional weapon to be
used in the same fashion. In the central tondo, The-
seus is no longer in actual combat, but the artist
shows him using the same stance as he pulls the Mi-
notaur’s corpse out of the Labyrinth.

Sculptors were also quick to share the enthusiasm
of vase-painters for this posture, which lends itself so
freely to a variety of situations and, especially in
battle-scenes, both serves (or so it seems) as a remi-
niscence of a movement used by actual swordsmen
and provides the artist with figures in a whole range
of poses for incorporation in his composition.

7. Greeks in the attack posture against Amazons. De-
tail of a frieze from the Mausoleum at Halicarnas-
sus, ca. 350 B.C. London, British Museum, Sculp-
ture 1014 (photo: British Museum)

Throughout the Greek world, the posture appears
constantly in sculptured scenes of battle. By the time
of the Mausoleum at Halicarnassus (mid-fourth cen-
tury B.C.) it had become a cliché, employed particu-
larly blatantly on a slab formerly attributed to Scopas
(Figure 7).% Here, separated only by an Amazon in
the defense posture, desperately wielding her battle-
ax in a manner that leaves her totally exposed to a
sword-thrust, are two Greeks shown facing to the
right in the attack posture. Each leans forward on a
bent left leg, his body continuing the line of his right
leg stretched out in a straight line behind. The only
significant difference is that one leans farther for-
ward, at a sharper angle to the ground. From the
sculptor’s point of view, both contribute conveniently
to the system of interlocking diagonal lines that binds
together the whole composition of the Amazon frieze
of the Mausoleum. On the adjacent slab (Figure 8) a
Greek provides a corresponding set of diagonals
pointing in the opposite direction as he adopts an ex-
treme form of the defense posture under the on-
slaught of an Amazon, who herself uses the attack
posture, wielding her battle-ax overhead with one
hand as she pushes the Greek’s shield aside with the
other.%’

The posture was to have a long history in ancient
art, lasting well into the Roman period. Its nadir is
perhaps to be found in Macedonia, on the celebrated
lion-hunt mosaic from Pella.3® Hunting lions and
other dangerous game with spears had been an artis-

8. A Greek in the defense position yielding to an Ama-
zon. Detail of a frieze from the Mausoleum at Hali-
carnassus, ca. 350 B.C. London, British Museum,
Sculpture 1015 (photo: British Museum)
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tic convention in Greece for several centuries.* In
the Macedonian mosaic, the lion is attacked from
both sides, by a swordsman on the spectator’s right
and by a spearman on the left. The swordsman
adopts the attack posture, with his weapon held over-
head for a Harmodios blow. Neither his weapon nor
the way he uses it is really suitable for engaging a
lion. A spear is certainly a more sensible weapon for
the task, but only when properly used. The spear-
man’s legs are in the attack position, but turned in
the wrong direction. In fact, the legs of both men are
represented in similar fashion, although both their
actions and their positions relative to the lion are dif-
ferent. The stance, therefore, is used merely as an
artistic convention, without regard for its original
form and function. Unfortunately, the sort of com-
ment on such inept footwork that might have been
made by one of the hoplomacho: who drilled the
ephebes remains among the many things not recorded
by ancient authors.

NOTES

1. Anderson, p. 84; Pritchett, II, pp. 208ff., esp. 219—221 for
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2. Anderson (p. 87 with n. 7) points out that there is no Greek
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ing of Roman legionaries in Vegetius, De re militari I, 12.

3. Anderson, pp. 87-8qg.

4. Xenophon, Anabasis 1, 2.17; VI, 5.25-37. For company-
drill, see Xenophon, Cyropaedia 11, 3.21—22; drill for larger
units, see ibid. 4.2—5.

5. Anderson, p. 87.

6. Shefton, pp. 173-179.

7. Naples, G 103, 104: G. Lippold, Die griechische Plastik (Mu-
nich, 1950) p. 107 n.1 (bibl.), pl. 34, nos. 3—4; Martin Robert-
son, History of Greek Art (Cambridge, 1975) pp. 185, 647 n.49
(bibl.).

8. Red-figured hydria attributed to the Nausikaa Painter,
New York, MMA, 25.28; ARV?, p. 1110, no. 41 (bibl.). Red-
figured squat lekythos attributed to the Eretria Painter, New
York, MMA, g1.11.13; ARV?, p. 1248, no. g (bibl.).

9. Shefton, p. 173.

10. On a wound in the armpit, see J. Frel, “The Volneratus
Deficiens by Cresilas,” MMAB n.s. 29 (1970—71) pp. 1’70-177,
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Armorial Adjuncts

DIETRICH von BOTHMER

Chairman, Department of Greek and Roman Art,

The Metropolitan Museum of Art

WHEN THE METROPOLITAN MUSEUM’S Depart-
ment of Arms and Armor was established in 1912,
the agreed chronological limits excluded arms and
armor made before the fall of the Roman Empire,
thus allowing the older Classical Department (later
renamed the Department of Greek and Roman Art)
to continue collecting classical body armor and weap-
ons without encroaching on the interests of the new
department or competing with it. Fences make good
neighbors, and relations between the two depart-
ments have been excellent for several generations.
The fourth curator of Greek and Roman Art thus
welcomes the opportunity to salute the fourth cura-
tor of Arms and Armor with some newcomers to our
arsenal' that were acquired too late for Helmut
Nickel to include in his splendid survey of the Mu-
seum’s armaments, his highly readable and most in-
structive Warriors and Worthies (1969).

Unlike the panoply of medieval knights who were
encased in metal from head to toe, allowing at best a
chink in the armor, Greek body armor was makeshift
and piecemeal. Its basic components were a helmet, a
cuirass, greaves, and a shield, and instead of chinks,
a Greek warrior displayed vulnerable gaps: the neck,
the armpits, the hands and arms, most of the trunk
below the waist, and the thighs, feet, and ankles. He
was exposed to hostile missiles—arrows, slingshot,
and spears—as well as to swords, battle-axes, and
spears used in close combat. Even the best-trained
and most agile hoplite could not defend himself si-
multaneously against everything that was hurled at
him from all sides; bronze, moreover, the favorite
material for helmets, cuirasses, and greaves, was eas-
ily pierced by the stronger iron of spears, swords,
and arrowheads. Additional armor devised for the
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obviously unprotected parts includes rerebraces and
vambraces for the arms, especially the right arm, and
thigh guards (parameridia) for the tops and sides of
the thighs. A semicircular plate fastened with rings
to the lower front edge of the corslet, the so-called
mitra, shielded the groin without impeding the
movement of the hoplite. Beginning in the sixth cen-
tury B.C., overlapping strips of leather (pteryges)
served the same purpose. Mail armor of interlinked
rings—the revolutionary invention of Celtic armor-
ers—did not become part of the Greek repertory, al-
though tribal invasions of Italy and Asia Minor in the
third century B.c. could not have left the Hellenistic
world in total ignorance of the Gauls and their ar-
maments.

Helmut Nickel's Ulistein Waffenbuch (1974), a true
encyclopedia of arms and armor, while making it un-
necessary for me to go into details, has prompted me
to investigate one type of supplementary armor that
has received rather short shrift: the ankle guard. Its
relative rarity—fewer than fifty have been discovered
in the last 150 years—may reflect a lack of popularity
in antiquity. To my knowledge, in this country there
are only a singleton in the Walters Art Gallery in
Baltimore? and two pairs in the Metropolitan Mu-
seum (Figures 1, 3, 5, 6).> The Walters ankle guard,
acquired in 1949 at the Brummer sale,* is of the
short type best known from more than sixteen ex-
amples found over the years at Olympia.* The Met-
ropolitan pairs, bought at auctions in Basle and New
York, rise in back to the beginning of the calf and
belong to the other type, of which those with known
provenances come from Magna Graecia, more specif-
ically Apulia. Its area of use thus comprised the heel
and “Achilles tendon” of the Italian “boot,” coincid-
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1. Guard for left ankle, front view, Apulian, 5th—4th
century B.c. Bronze, H. 23 cm. The Metropolitan
Museum of Art, Purchase, Helen H. Mertens Gift,

1975, 1975.11.2

ing fortuitously with the very portion of the human
anatomy that ankle guards of Apulian type were
meant to protect.

While the eastern, or mainland Greek, ankle guard
resembles a low boot without its front, or a sole, cut
off just above the ankle, the Apulian variation was
hammered from a leaf-shaped sheet of bronze with
its back rising well above the level of the ankle. The
sheet was then embossed, often in the shape of tear-
drops, for the protruding inner anklebone, the mal-
leolus medialis. Three carinations, a central vertical
flanked by two curvilinear ridges, reinforced the
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2. Right profile of ankle guard in Figure 1

back of the ankle guard and gave special protection
to the Achilles tendon against slashing blows of sa-
bers and swords. The outside of the anklebone, the
malleolus lateralis, protrudes more and is more vul-
nerable than the inner bone; hence, on the two Mu-
seum pairs the armorer has created more space by
hammering a rather long vertical ridge that kept the
metal a safe distance away from the bone itself. Spe-
cial padding for the outer anklebone, now lost, must
have kept the bronze guards firmly in place. The
metal was bent slightly outward along the edges to
prevent chafing; holes at the sides served as eyelets
for tying the armor over the instep. Unlike the main-
land Greek examples, the Apulian guards are not



3. Guard for right ankle, front view, Apulian, 5th—4th
century B.c. Bronze, H. 23.3 cm. The Metropolitan
Museum of Art, Purchase, Helen H. Mertens Gift,

1975, 19'75.11.1

perforated along the edges and so presumably were
not worn with a lining of leather, felt, or cloth. These
ankle guards were probably worn over stockings or
gaiters.

So far I have avoided calling the ankle guards by
the Homeric Greek word emiopioia (episphyria) with
which A. Furtwingler a hundred years ago at-
tempted to identify them.® My caution calls for an ex-
planation. In The Iliad the word occurs four times,
thrice in an identical couplet used in the arming of
Paris (III, 330—331), Agamemnon (XI, 17-18), and
Patroklos (XVI, 131-132):

4. Back view of ankle guard in Figure 3

wvnuidag pev npdta wepl xvijunowv EBnxe
®xaldg, dgyveéorowv Emogpuolos doagulag

(first he put around his shins beautiful greaves fas-
tened with silver episphyria). The word is mentioned a
fourth time in the passage (XVIII, 458-460) in
which Thetis implores Hephaistos to make new ar-
mor for her son, Achilles, to replace the first armor,
which he had lent to Patroklos, who was killed by
Hektor, and which was lost to the Trojans. She enu-
merates the need for a shield, a helmet, and

xnahdg xvnuidag Emioguelols doagulag xai Bdeny’

(beautiful greaves fastened with episphyria, and a cui-
rass).
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In the subsequent account of how Hephaistos set
to work honoring Thetis’s wishes (XVIII, 468—613)
the poet’s attention is devoted almost entirely to the
marvelously decorated shield, while his work on the
cuirass, the helmet, and the greaves is described in a
scant four lines at the end. In this passage nothing is
said about the episphyria or their material, but the
greaves are characterized as being made of tin.

Viewed in this context two facts emerge: the epi-
sphyria were the means by which the greaves were
fastened above or near the ankles and were not an
essential, separate piece of body armor.

Another question is whether ankle guards were
worn alone or in conjunction with greaves. Furt-
wangler was the first to observe that the posterior ex-
tension of the ankle guard in the Apulian examples
is cut in such a way as to complement the greaves by
protecting that part of the leg not covered by them,’
yet in complete panoplies that have come down to us,

5. Guard for left ankle, back view, Apulian, 5th—4th
century B.C. Bronze, H. 22.8 cm. The Metropolitan
Museum of Art, Purchase, Norbert Schimmel Gift
and Arthur Darby Nock Bequest, in memory of Gi-
sela Richter, 1982, 1982.11.5
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or in tropaia, ankle guards are not included. It may
be tempting to think that ankle guards were on occa-
sion used in lieu of greaves, and some have gone so
far as to suggest that such equipment was “intended
for horsemen whose feet were more vulnerable than
those of the infantry.”® In archaeology one learns
early not to generalize from the scant remains known
to us at any given moment, since many of our most
erudite theories are often upset by unexpected new
discoveries. Quite recently, a collector in Geneva al-
lowed me to study four pieces of armor that he had
acquired in Sion as a group—two greaves and two
ankle guards of the Apulian type. The state of pres-
ervation of all four pieces suggests strongly that they
were found together; they are now on loan to the
Musée d’Art et d’Histoire in Geneva and are illus-
trated here thanks to the generosity of its curator of
Greek art, Jacques Chamay (Figure 7).

Another oddity worth noting is the total absence of

6. Guard for right ankle, back view, Apulian, 5th—4th
century B.C. Bronze, H. 23.2 cm. The Metropolitan
Museum of Art, Purchase, Norbert Schimmel Gift
and Arthur Darby Nock Bequest, in memory of Gi-
sela Richter, 1982, 1982.11.6




representations of metal ankle guards on vases, es-
pecially Apulian vases of the fourth century. On Attic
red-figured vases of the Archaic Period we some-
times see tassels below the lower edges of greaves
above the ankles. These fringes are not part of the
greaves or their linings but represent the lower edge
of spatlike triangular pieces of leather worn on the
legs above the ankles, where the edges of the metal
greaves might chafe the shins. On a calyx krater by
the Eucharides Painter in the Louvre® in a scene de-
picting Sarpedon’s body deposited in Lycia by Sleep
and Death the ankle guards are shown in their en-
tirety, not half hidden by the greaves, since after Sar-
pedon’s death in battle his body was stripped of its
armor, leaving him naked except for the anklets. The
guards recur on a fragmentary amphora by the same
painter at the Getty Museum.'® Clearly, they are to be
differentiated from the red fillets worn on Brygan
cups'! and from the plain strips tied above the ankles
of hoplitodromoi arming themselves for the race in
armor on a cup by the Antiphon Painter in the
Louvre'? and on the neck of a pointed-neck amphora
by the Kleophrades Painter in the Antikenmuseum,

7. Pair of ankle guards, back view, Apulian,
sth—4th century B.c. Bronze, H. 27 cm.
On loan to the Musée d’Art et d’Histoire,
Geneva (photo: Y. Siza)

Berlin.!® In each of the instances cited, the anklets
leave the ankles themselves unprotected but act as
a buffer or cushion between the lower edge of the
metal greaves and the skin.

Bronze ankle guards, whether of Greek or Apu-
lian type, do not limit the movement of the foot, as
has sometimes been claimed.!* As the guards stop at
the instep, the feet can be flexed without discomfort
in ordinary exercises such as walking, running, or
climbing, although toe-dancing might be more diffi-
cult with the Apulian type, which makes the lower
back of the leg more rigid. The ankle guards are cer-
tainly less clumsy than ski boots and weigh much less:
of our two pairs, the larger ones (1975.11.1 and
1975.11.2) weigh little more than eleven ounces each,
while the smaller ones, made of somewhat thinner
metal, weigh less than six ounces each. I can well
imagine that a hoplite equipped with this special ar-
mor was grateful for the additional protection in the
heat of battle as a defense against a strong missile,
or £pnog ioyvow Péheog, as Alcaeus called the
greaves.'®
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The Morgan Scramasax

KATHARINE R. BROWN

Senior Research Associate, Medieval Art, The Metropolitan Museum of Art

Two OBJECTS IN THE MORGAN COLLECTION of
Migration Art are illustrative of an early type of
short sword known as the scramasax. This artifact
may be distinguished from the long sword by its
single cutting edge, its wide blade, and its long
handle. The scramasax was, it is believed, not solely a
weapon but also served such domestic purposes as
cutting wood. It is associated primarily with the
Franks, but also with other Germanic tribes, and it
was in use at least from the sixth to the ninth century.
Examples vary in length from 4 to 20 inches.

The first item from the Morgan Collection is an ac-
tual scramasax, measuring 10%2 by 1% inches (Figure
1).! Along with two other scramasaxes and a number
of swords, it was given to the Museum in 1917 as part
of the collection of J. Pierpont Morgan, who had
purchased them from the estate of their discoverer, a
German postmaster named Queckenberg. Quecken-
berg had excavated a large Frankish cemetery in
Niederbreisig, near Bonn, about 1goo.

Only the iron core of the scramasax handle is ex-
tant, but if it followed the pattern of other examples,
the handle was made of wood.2 However, one feature
of this scramasax is so unusual that when I first be-
gan to study the Morgan Collection, it was among the
objects that I suspected to be of questionable authen-
ticity. Perched on its cutting edge are four stylized
bronze human heads, whose function is far from
clear. The eyes are formed by rings containing dots;
a long, straight nose between them merges with the
hairline. The hair outlines the eyes and sides of the
head and then rolls up on itself. There are no beards
on the two heads on the ends, but faint striations on
those in the center may indicate that they were origi-
nally fashioned with beards.

© The Metropolitan Museum of Art 1989
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To investigate these heads in relation to the scram-
asax, I turned to Bashford Dean’s Catalogue of Euro-
pean Daggers, where this and the other two scram-
asaxes that came to the Museum in the Morgan
Collection were published. In discussing the devel-
opment of sheaths for scramasaxes, Dean notes that
they were at first sewn. In a later stage the sewing
was reinforced by several large rivets, and in the
third developmental stage the sewing was replaced
by small rivets.® This Metropolitan Museum example
appears to represent the second stage: none of the
sheath itself remains, but the heads are the four
large rivets that had once held the sheath together
and are now rusted onto the edge of the blade. The
scramasax can therefore probably be dated to the
seventh century. The presence of the rivets in con-
Jjunction with the blade gives us some idea of what a
sheathed scramasax must have looked like.

Although the only example of a preserved sheath
secured by several rivets, each decorated with a hu-
man head, is the one from Lausanne-Bel-Air (tomb
48),* rivets and tacks decorated with human heads
have been found in conjunction with short swords,
and some of these heads have the same features as
those on the Museum’s scramasax.’

Similar stylized heads, but with beards, are found
on Alemannic gold sheet crosses from Wurmlingen
and Gammertingen. Giinther Haseloff has shown
that these heads derive from or are a Germanized
version of Byzantine imperial portraits as depicted
on coins, for example, coins of Phocas (602—10).%
Heads with these basic features seem to be one of the
most characteristic types of the Migration period, ap-
pearing on buckles, belt plates, fibulae, and the like.”
Somewhat similar heads of the same period have
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1. Scramasax (short sword), Frankish, 7th century.
Iron, bronze, 10% X 1% in. (26.7 X 4.5 cm.).
The Metropolitan Museum of Art, Gift of
J. Pierpont Morgan, 1917, 17.193.353

2. Openwork plaque, Frankish, 7th century. Silvered
bronze, H. 4 in. (10.2 cm.). The Metropolitan Mu-
seum of Art, Gift of J. Pierpont Morgan, 1917,

17.193.163
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been interpreted as images of Christ or of the god
Wotan.? Since the heads on the Museum’s scramasax
have neither the halo nor the cross associated with
them, they were surely not meant to represent
Christ. Whether they were fashioned merely as hu-
man masks or as representations of Wotan is less
clear. But such ambiguous iconographic symbols and
images seem to be typical of Germanic art of the sev-
enth century.

The second item from the Morgan Collection, an
openwork plaque from Wanquetin (Figure 2), has an
equally obscure iconography. However, the eques-
trian figure it depicts is undoubtedly wearing a
scramasax suspended from his belt.® Such a portrayal
is rare if not unique in this period.

The openwork silvered bronze plaque is one of
several hundred such plaques that have been found
in women’s graves and that are thought to have been
worn, suspended from the belt, to carry keys and
other personal items. Dorothee Renner has found
that the plaques fall stylistically into nineteen groups,
of which those with horses form group XII. This
group is divided into three subgroups, the first of
which includes four types, all depicting a rider with-
out a lance and with either both arms raised, the
right arm raised and the left lowered, the left raised
and the right lowered, or both lowered. The second
group shows a rider with a lance, and the third de-
picts a horse with no rider.*

On the Metropolitan Museum’s plaque the
mounted figure is shown full face with his left hand
partly raised and his right hand clutching the
braided mane of the horse. Although he does not
carry a lance, he wears a prominent belt from which
is suspended a scramasax. Thus this representation
falls between two of Renner’s four types: the type



with both arms raised, usually interpreted as a saint
orans and most probably Coptic in origin,'" and the
type representing the mounted warrior bearing a
lance, frequently identified as Odin or Wotan and
considered to be Scandinavian in origin.'?

This figure has a divided shock of hair that is very
unusual and led Wallerstein to interpret him as a
god.!® Pilloy interpreted him as a nobleman, Tacken-
berg as a holy rider; and in the Boston Catalogue he
was identified with Wotan, the chief Germanic god.!
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A Famous

Fourteenth-Century Japanese Armor

MORIHIRO OGAWA

Research Associate, Department of Arms and Armor, The Metropolitan Museum of Art

THE LARGE AND DISTINGUISHED COLLECTION of
Japanese arms in the Metropolitan Museum’s De-
partment of Arms and Armor, which numbers about
6,000 pieces, is generally accepted as the finest out-
side Japan. Indeed, the collection is so rich that in
some areas it surpasses that of the Tokyo National
Museum. One object in the collection stands out
from the rest: a rare armor of the yoro: type, which
dates to the late Kamakura period of the early four-
teenth century (Figures 1—3). According to tradition,
the armor is said to have belonged to Takauji Ashi-
kaga (1305-58),' founder of the Ashikaga shogun-
ate.

Japanese body armor is typically of lamellar con-
struction, formed of lacquered leather and iron
lames laced together in overlapping horizontal rows
to provide a balance between strength and flexibility.
The term yoro: refers to an early form of lamellar ar-
mor that wraps around the torso and is closed on the
right side by a separate side panel (waidate) and a
pendant skirt section; these are tied to the front and
back plates. The skirt (kusazuri) of the yoroi has a dis-
tinctive boxlike form. In addition to the cuirass (do)
and the skirt, the complete armor would have in-
cluded a helmet, large, rectangular shoulder guards
(sode), and armor for the arms and legs. The yoroi was
generally worn by a warrior mounted on horseback
with the skirt telescoping upward when he was seated
in his saddle. This type of armor had gone out of
fashion by the late fourteenth century and was grad-
ually replaced by armors of the domaru type (which
opened with a single seam on the right side and a
more flexible skirt of eight, eleven, or thirteen verti-
cal panels) and of the haramaki type (which opened at
the center of the back rather than on the right side).

© The Metropolitan Museum of Art 1989
METROPOLITAN MUSEUM JOURNAL 24

Yoro: are exceptionally rare today; only about thirty-
five complete examples and about twenty incomplete
ones are known. Of the complete yoroz, thirty-one are
in shrines or temples and two are in private collec-
tions in Japan. The two remaining examples are in
The Metropolitan Museum of Art.?

As exhibited today, the Museum’s yoroi consists of a
helmet and cuirass with skirt. The cuirass retains its
characteristic shoulder straps, the right one (sendan
no ita) of lamellar construction, the left one (kyibi no
ita) of solid iron. The front of the cuirass and the
main panel of the waidate are covered with stencil-
dyed doeskin; the design on the breast includes an
image of Fudo My60, the god of war. Most of the lac-
ings have been lost, but those that remain enable us
to identify the armor as a shiroito tsumadori odoshi yo-
701, that is, a yoroi laced mostly with white fabric but
that would have had multicolored lacings arranged
in a diagonal pattern on the corners of the skirt and
on the edges of the shoulder guards. The colored
laces presumably allude to a rainbow, a thing of
beauty and good fortune. A slightly later example of
the shiroito tsumadori odoshi yoroi, in which the original
pattern is still preserved, is in the Kushibiki Hachi-
mangt, a shrine in the Aomori Prefecture in north-
ern Japan (Figure 4). Only eight armors laced in this
fashion are known, so the Museum’s example is of
considerable importance.

The armor came to the Museum from the private
collection of Bashford Dean (1867—-1928), the first
curator of the Department of Arms and Armor. Be-
fore his curatorial appointment in 1912, Dean’s in-
terest in arms and armor was an avocation, for his
profession was that of a zoologist. He held the titles
of professor of vertebrate zoology at Columbia Uni-
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1-3. Armor of the yoroi type. Japanese, Late Kamakura
period, early 14th century. The Metropolitan Mu-
seum of Art, Gift of Bashford Dean, 1914,
14.100.121

versity and curator of fossil fishes at the American
Museum of Natural History. Dean made two trips to
Japan, in 19oo and 1gos, when he was invited by the
Japanese government to study the nation’s fish hatch-
eries. These trips gave Dean an opportunity to de-
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velop a taste for and an expertise in Japanese armor,
and it was in Japan that he formed two important
collections of Japanese arms and armor. The first of
these he sold to the Metropolitan in 1go4 (just before
his return to Japan); the second he donated in 1914.
This yoroi belongs to Dean’s second collection.

Very little is known about the armor before Dean
acquired it. As mentioned above, tradition held that
it had belonged to Takauji Ashikaga, who is said to
have donated it to the Shinomura Hachimanga,
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about fifty miles from Kyoto, on March 29, 1333, on
his way to battle against the armies of the reigning
Kamakura shogun.? In 1go2 the armor is recorded as
being in the Matsui family house, near the shrine.
Shortly after that date the armor was sold by the
family to Ide Zembe, owner of the well-known Ji-
daiye antiques firm in Kyoto. Once on the art mar-
ket, the armor attracted great interest and competi-
tion among the leading collectors of Japanese arms
and armor, including Baron Mitsui, Professor Seki

4. Armor of the shiroito tsumadori odoshi yoroi type. Jap-
anese, Late Kamakura period, early 14th century.
Kushibiki Hachimangii, Aomori Prefecture (photo:
Aomori Prefecture)

Yasunosuke, and Kobori Tomoto. However, it was
Dean who eventually prevailed. The dealer’s receipt
preserved in the archives of the Department of Arms
and Armor indicates that Dean purchased the armor
on July 19, 1905 for 1200 yen (approximately $600),
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5. Photograph of the armor in Figures 1-3, ca. 1903
(photo: Bashford Dean)
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a record price at that time for an armor in Japan.
Since 1914, when Dean gave it to the Museum, the
yorot has appeared in every major study of Japanese
armor* and it has been the object of keen interest for
all students of the subject.

Two photographs of the armor in its unrestored
state are known; these were presumably made for
Dean shortly after he purchased it. One (Figure 5)
shows the armor from the front, mounted with two
shoulder guards but without a helmet; the skirt is
present but appears to have different colored laces
from those now on the armor. The other (Figure 6)
shows the separate side panel and a left shoulder
guard laced in the same shiroito tsumadori odoshi de-
sign, with a diagonal section of multicolored lacing at
the front. A comparison of these photographs to the
armor as it has traditionally been displayed at the
Metropolitan Museum—with a helmet but without
sode—has raised a number of questions among anx-
ious Japanese scholars.® What has happened to the
sode? What has happened to the skirt, which appears
to have been relaced and to have different colors?
Where did the otherwise unrecorded helmet come
from?

These questions can now be answered, at least in
part, as the result of a close examination of the ar-

6. Photograph taken ca. 19os of the side panel (wai-
date) and left shoulder guard (sode) associated with
the armor in Figures 1—3 (photo: Bashford Dean)
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mor, the study of Bashford Dean’s photographs and
papers in the archives of the Department of Arms
and Armor, and the discovery of an unpublished se-
ries of drawings in the Imperial Library in Tokyo.

In the course of an ongoing study of the collection
of Japanese arms and armor, this writer discovered
that one of the two sode formerly associated with the
armor, the left one, is still in the Museum (Figure 7).
The sode is reproduced in both of the old photo-
graphs, although in that of the mounted armor it can
only be identified by counting the number of lames
and by the study of such hard-to-see details as the
metal mounts and the pattern of damage along the
edges. The sode is of the mid-fourteenth century, and
it is in relatively well-preserved and unrestored con-
dition; its lacings show that it once belonged to an ar-
mor that was laced in the shiroito tsumadori odoshi style
like the example under discussion. However, when it
is mounted on the Museum’s yoroi, a number of dif-
ferences become clear. The most noticeable differ-
ence is in the metal fittings: those on the left sode are
decorated with plum blossoms rather than the chry-
santhemums found on the cuirass. Furthermore, the
curvature of the sode scales, which are slightly
rounded, differ from those of the skirt, which are
flat, and the color of the lacquer on the sode is also
slightly different from that of the armor. It was dis-
appointing to have to admit that this fine fourteenth-
century sode belonged to a yoroi other than the Mu-
seum’s. The right sode, no longer in the collection but
recorded in an old photograph, is completely unre-
lated to the yoroi and therefore need not be consid-
ered further here.®

The old photographs of the armor also raised dis-
turbing questions about the condition and apparent
restoration of the skirt. As illustrated in Figure 5, the
section of the skirt facing front is shown with colored
lacings on the (armor’s) left side, with very little lac-
ing remaining on the right. Compared with the pres-
ent appearance of the skirt, it seemed likely that con-
siderable relacing had been done before the armor
left Japan, restoration that would have employed
modern, chemically dyed laces to replace the rare,
older lacing. That this was not the case is proved by a
photograph of the armor taken in Bashford Dean’s
house at Misaki, near Tokyo, in 1905 (Figure 8). The
armor can be seen on a table by the window, with the
back of the armor facing the camera. What is surpris-
ing is that we are also looking at the true front of the

skirt, with its few original, colored lacings on the
right side (the lowermost left skirt lames, shown here
to be missing, were replaced with genuine four-
teenth-century lames from a different armor before
the yoroi left Japan). Obviously, the entire skirt had
become separated from the body, perhaps even be-
fore it was sold by Matsui, with the result that (as
seen in Figure 5) it was turned around, back to front.
This error was corrected before the armor left Ja-
pan, when some additional laces were added to hold
the cuirass and skirt together and the missing lower
front skirt plate was replaced.

Japanese armor is unique in the importance ac-
corded to fabric—in the form of lacing—as a major
element of its aesthetics. Armors that have not been
substantially relaced are extremely rare. The original
laces of the Museum’s armor are few in number. The
remaining original laces on the right side of the skirt
at the front are the four dark purple (now dark
brown) ones and one green lace on the third row
(counting from the top); four dark purple and three
green laces on the fourth row; and three dark
purple, three green, and three orange-red laces on

7. Shoulder guard (sode). Japanese, mid-14th century.
The Metropolitan Museum of Art, Gift of Bashford
Dean, 1914, 14.120.50
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8-9. Photographs showing Bashford
Dean’s collection of Japanese
armor in his house at Misaki in
1gos (photos: Bashford Dean)
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the fifth row. On the back of the skirt the original
laces appear to be the two white and four dark
purple ones on the third row; thirteen white, four
dark purple, and two green laces on the fourth row;
and three dark purple, three green, and two orange-
red laces on the fifth row. On the skirt lames of the
waidate the original laces are the two of dark purple
on the second row; three dark purple and one green
on the third row; three dark purple and three green
on the fourth row. Aside from these, the colored re-
placement laces are chemically dyed and have disco-
lored.

The photograph of Dean’s study at Misaki is
equally valuable in showing the rest of his collection,
including the two sode formerly associated with the
armor. The sode are shown side by side on the left
wall, and it is obvious that they are not a pair. The
waidate for the yoroi is displayed separately at the
back of the room.

A second photograph of Dean’s study (Figure g),
apparently taken in the opposite direction from the
first, shows the helmet that is now exhibited with the
yoroi. This is the only photograph known to have
been taken of the helmet when it was in Japan. How-
ever, a detailed examination of the armor in connec-
tion with the questions about the sode and skirt re-
vealed that the helmet, although long associated with
the armor<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>