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Dorothy Kent Hill

DETERMINED EYES, determined voice, determined mind. Few curators have all of those

advantages, and know where they are going. But it has always been so with Dorothy Kent
Hill.

She found fertile ground at the Walters Art Gallery in 1934 when one of her mentors, Dr.
Tenney Frank of Johns Hopkins, suggested her for the position of research associate for the
ancient collections. Her training had been the standard “best” of the day, a Vassar College A.B,,
a Fellow at the American School of Classical Studies in Athens, and a Ph.D. from The Johns
Hopkins University where she studied under David M. Robinson.

To Dorothy fell the awesome task of sorting the treasures of four ancient civilizations into
their respective corners and then ordering, studying, cataloguing, and displaying each. Her own
special field had been classical sculpture and vases, but she had to deal with goldsmiths’ work,
bronzes, glass, and inscriptions as well in the collections of Greece, Rome, Egypt, and the
ancient Near East. From the outset she had 3749 objects in her charge, ranging from the seven
great Dionysiac sarcophagi found in Rome to a group of cylinder seals three-quarters of an
inch in length.

Her writings are the best guide to Dorothy’s plan of attack on the Herculean task of compre-
hending the vast array of artifacts assembled over forty years by Henry Walters. She was
always interested in explaining the material, and this expressed itself in guides, booklets, and
small exhibitions of games, daily life, animals, costume, and artists of all of her four cultures.
Her Daily Life in Classical Times (1937) and The Fertile Crescent (1944) were Christmas stars
to the wandering kings of education at the time. Yet all the while her scholarly side was
expressed in reviewing the greats of her day, as well as publishing the important works of her
collections in the American Journal of Archaeology, Studi Etruschi, the Art Bulletin and else-
where.

As Curator of Ancient Art, she was overseer to the cataloguing and publication of the
Egyptian sculpture by George Steindorff (still the only monument of its kind in American
Egyptology); the Greek bronzes she published herself; and the seven Roman sarcophagi became
the subject of a monograph by Karl Lehmann-Hartleben and Erling C. Olsen. Thus the collec-
tion in her care became known, a charge that many curators ignore.

Dorothy was aided in her publication scheme by two extra jobs she acquired. In 1948 she
became editor of the Walters Art Gallery Bulletin, a position she retained until 1970. This
gave ample opportunity to produce the many charming little notes she wrote on her objects.
Who could resist reading “What’s in a Duck?,” “Chasing the Phiale,” or “From Pharaoh’s
Palace,” all part of the unwinding story of archaeology. Secondly she was made book review
editor of the American Journal of Archaeology, a position which made her aware of the writ-
ings of her colleagues and kept her in continual touch with them for a period of seventeen years.

As a lecturer, Dorothy is the quiet explainer of facts, and her audiences admire the straight-
forwardness and humor of the presentations. She would address any group with an interest in
the subject, including Sunday schools, students, or adults, and regularly lectured in the Monday
evening series on the fascinating aspects of her varied handful of collections. She lectured on
several occasions at Johns Hopkins in archaeology, and she is known as a speaker across the
country where she introduced new generations to the quality of the Walters collection.
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In the early years of the Gallery, there were no funds for purchase, and the work of cata-
loguing and understanding persevered. But the day of modest purchase funds dawned in
1941, and Dorothy, a child of the Depression, advanced cautiously. Her first purchase was an
Egypto-Roman gold coin necklace that had escaped the grasp of the Gallery and was bought
back at the sale of Mrs. Henry Walters’ collection. It was a time when important ancient ob-
jects could still be bought for a few hundred dollars.

But Dorothy did not stop at acquisitions that were modest, even in price. She had an eye for
quality, but also one for need, and another for opportunity. These three eyes served the Gallery
very well indeed. During the Second World War, she capitalized on opportunity. A list circu-
lated by the government of confiscated alien property for sale was sent to all American
museums. On it Dorothy spied a group of unusual relief sculpture from Tell Halaf, a site of
about 1000 B.C. in the Near East, and .calmly bought them. At the sale of the Joseph Brummer
collection in 1949, she identified two bronze plaques as missing pieces of the famous gates of
Shalmanesar III’s temple at Balawat (which are largely in the British Museum), and purchased
them for $8oo. The colossal togate statue of a member of the Augustan family she found in the
niche of a garden wall; and the long lost Polycleitan “Bardini torso,” she purchased from a
furniture dealer. “We have no funds,” she would say, “but you do what you can.’

Collecting is a slow process of chance, knowledge, and cash; it does not require bravado and
financial headlines as much as it takes knowledge and determination. These qualities Dorothy
devoted to enriching Henry Walters’ collection in the spirit of its founder. Over the years she
more than doubled the ancient Near Eastern holdings, added significantly to the Greek vases and
bronzes, and continuously strengthened the Roman collection of sculpture. One particular
interest was Greek armor, and in that area she out-collected everyone in America—with four
Greek helmets, including a superb Chalcidian casque, an embossed fifth-century greave, and
one of the few heel defenses that exist in the world.

It is interesting to summarize what such an approach in a curator can achieve in forty-two
years of devotion to a single collection. It amounts to one book, 10 booklets, go major articles,
164 minor articles and notes, 65 book reviews, 1346 accessions by purchase, and 184 gifts to the
department. The results of such labors are never over and their effects continue. Other pieces
will come to the collection because of Dorothy’s work, other articles will be written because of
her encouragement, and other colleagues will be inspired to try to do as well for this or for
other institutions.

She added to these accomplishments that of knowing and following the actions of all her
colleagues across the world. As a result, most of them came at one time or other to the Gallery
to study and to lecture. She has always been aware of who was excavating where, when, and
with whom, and she joined more than a dozen expeditions both early and late in her career.
Four years before her retirement in 1977, she decided it was time to investigate the new line of
underwater archaeology, and so donned a mask in the Tyrrhenian Sea to test the possibilities.

There can be no doubt that the gods have been kind to Dorothy and to the Walters collec-
tion. She came, she saw, she did what few of her peers have done. She loved it, added to it,
published it, and inspired others to do the same.

Richard H. Randall, Jr.
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1963).
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(April 1963).
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1964).
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1965).

“Exhibition—Accessions of 1965, BWAG 18:4
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1966).
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“An Etruscan Mirror,” BWAG 19:1 (Oct. 1966).

“The Helmet of a Greek Warrior,” BWAG 19:4
(Jan. 1967).

“Greek Heads—Exhibition,” BWAG 19:5 (Feb.
1967).

“New Greek Relief,” BWAG 20:4 (Jan. 1968).

“Form and Function,” BWAG 20:5 (Feb. 1968).

“The Diadoumenos,” BWAG 20:8 (May 1968).

“When the Greeks Began on Bronzes,” BWAG
21:3 (Dec. 1968).

“Pigs in Ancient Greece,” BWAG 21:5 (Feb. 1969).
“Cargo in Greece,” BWAG 21:5.
“On Greek Sculptors,” BWAG 21:6 (March 1969).

“Tunisian Mosaics: Exhibition,” BWAG 21:8 (May
1969).

“The Beauty of Venus,” BWAG 22:2 (Nov. 1969).

“A New Roman Toga Statue,” BWAG 22:3 (Dec.
1969).

18:6 (March

SHORT ARTICLES AND NOTES: 1970-1977

“A Handsome Greek Amphora,” BWAG 22:4 (Jan.
1970).

“Aftermath of an Exhibition,” BWAG 22:6 (March
1970).

“Augustus as Emperor,” BWAG 22:7 (April 1970),
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A Cylinder Seal with a Camel in the Walters Art Gallery

By EDITH PORADA

Columbia University

AN exHIBITION of the ancient Near Eastern
cylinder seals in the Walters Art Gallery ar-
ranged by the present writer in 1944 would
never have been successfully completed without
the help of Dorothy Hill. Her participation in
that venture extended from judicious advice about
the placement of the objects in the cases and
incisive editing of the labels, to participation in
the painting of a monumental chronological
chart. No amount of work was too much, no
labor beneath her dignity as a curator. The
writer’s lifelong gratitude for the help and
friendship shown at that time and in the years
since is only inadequately expressed by the fol-
lowing short article on one of the Walters Art
Gallery’s most remarkable cylinder seals.
Attention was recently focused upon that
cylinder by Richard W. Bulliet in his stimulating
book, The Camel and the Wheel.* Bulliet repro-
duced a photograph of the cylinder, the present
figure 1, and referred to it as Mesopotamian,
dated about 1800 to 1400 B.C., citing the cata-
logue of some of the seals in the Walters Art
Gallery by Cyrus H. Gordon.? Gordon, however,
correctly classified the cylinder among those of
Syrian origin with which it shares a tightly-
filled surface, rounded forms, distinctive garments
and certain characteristic iconographical figures.
The date given by Gordon for the cylinder can
be more precisely determined as belonging to
the eighteenth century B.c. on the basis of the

* R.W. Bulliet, The Camel and the Wheel (Cambridge,
Mass., 1975): a photograph of an impression made with
the Walters cylinder (inv. no. 42.804) discussed here is
reproduced on Bulliet, p. 63, fig. zo0.

2 Irag, British School of Archaeology in Iraq, 6 (Lon-
don, 1939), pl. 7:55 and text p. 21.

3 Dominique Collon, The Seal Impressions from Tell
Atchana/Alalakb Alter Orient und Altes Testament, 27
(Neukirchen-Vluyn, 1975), (hereafter: Collon, Alalakh),

p- 143.

composition which shows groups of figures on
different levels in the field. This arrangement is
paralleled by an impression from Level vir of
Atchana-Alalakh (fig. 2). Level vim, the begin-
ning of which has not as yet been definitely
dated, precedes Level vir, for which the dates of
about 1720-1650 B.C. have been established by
Dominique Collon.? Furthermore, the restrained,
simple rendering of the figures corresponds to
what may be called the classic style of Syrian
glyptic art. This style, which is based on the
early Old Babylonian of the nineteenth century
B.C., is manifested at Mari in the seal impressions
of the court of king Zimrilim,* although the
Syrian elements of that style are likely to have
been introduced into the art of Mari during the
reign of Iasmah-Addu, son of king Shamshi-Adad
I of Assyria (ca. 1813-1781 B.C.), who preceded
Zimrilim as ruler of Mari.5

The classic Syrian style closely parallels that
of the First Dynasty of Babylon during the
reigns of kings Apil-Sin (1830-1813 B.c.), Sin-
muballit (1812-1793 B.c.), Hammurabi (1792—
1750 B.C.) and perhaps also in the beginning of
the reign of Samsuiluna (1749-1712 B.C.). It was
followed by a mode in which exaggeratedly
rounded forms bring to mind the term “baroque.”
Seal impressions from Level vir of Alalakh indi-
cate that the style flourished about 1720 B.c. and
may have begun somewhat earlier. It was fol-
lowed by a more sparse and attenuated style in

¢ The suggestion that the Syrian style originated at
Mari was made by M.Th. Barrelet and A. Parrot in
Mission archéologique de Mari 1I. Le palais: documents
et monuments (Paris, 1959), pp. 248-50.

51 base the suggestion for associating the Syrian ele-
ments in the art of Mari with the reign of Iasmah-Addu
on the character of the wall paintings at Mari ascribed
to that ruler by A. Moortgat, Baghdader Mitteilungen,
Deutsches Archiologisches Institut, Abteilung Baghdad,
3 (Berlin, 1964), pp. 70-72.
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FIGURE 1

WALTERS ART GALLERY

Enlarged modern impression of cylinder seal showing two figures on a

camel. Syrian, 18th century B.C.

the first part of the seventeenth century s.c.8

Detailed discussion of the iconography of the
cylinder in the Walters Art Gallery begins with
the winged goddess, one of the most characteristic
figures of the classic Syrian style and one of the
few which can be identified with a ma]or per-
sonage of the Syrian pantheon recorded in the
texts of Ras Shamra, Ugarit. This goddess is Anat,
who is described as having wings? which enable
her to advance with extraordinary speed 8 She
is a goddess of love and war and is also the
epitome of feminine beauty.?

The representation of the goddess in the
cylinder (fig. 1) is in keeping with her appear-
ance as implied in the texts. She wears a head-
dress of major deities, a tall miter composed of
many pairs of horns, rendered schematically as
horizontal lines. A clearer representation of a
multiple-horned miter, worn by a figure that is
doubtless the same goddess, is seen in a seal im-
pression from Alalakh, (fig. 3). It should be
noted that this is only one of several different
miters worn by the warrior goddess'®—pre-
sumably always representing Anat.

Like all heroic figures in Syrian cylinders, the
goddess wears a horizontally striped or ridged
kilt. Her kilt, however, is distinguished by a long
fringe which hangs down in the back and on the
sides but leaves the forward leg uncovered, indi-
cating the goddess’s freedom of movement.!* The
cord, which circles her waist, the end of which
projects in front, also seems to be an integral
part of her attire.

¢ Collon, Alalakb, pp. 143-44 and 197-98.

7 See the translation by H.L. Ginsberg “Poems about
Baal and Anath,” in The Ancient Near East, 1, An
Antholagy of Texts and Pictures, ].B. Pntchard ed.
(fifth printing, Princeton, 1971), especnally p-116: “The
Maiden Anath lifts her wing/Lifts her wing and speeds
in flight.”

E‘Fgot the speed with which Anat was able to proceed,
see also the remarks by W. Rollig, “Syrien,” in Gétter
und Mythen im vorderen Orient, Die alten Kulturvolker
1, Worterbuch der Mythologie, section 1, H.-W. Haussig,
ed. (Stuttgart, 1965), p. 241.

9 Rallig, op. cit., p. 238.
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FIGURE 2

Enlarged drawing of amcient seal impression with several

motifs on different levels from Tell Atchana/Alalakh (after Collon, Alalakh,

D. 4, m0. 2)

The function of the winged goddess Anat in
the Walters cylinder is probably indicated by the
antelope placed horizontally above her. The ani-
mal has its fore- and hind-legs so firmly placed
together that they seem to have been tied at the
front and back joints. Probably, the antelope was
meant to represent an animal killed by the god-
dess. This action is more clearly portrayed on
the cylinder in figure 5, where the goddess holds
an antelope in one hand and a javelin in the other.
In the Walters cylinder there was not sufficient
space to show the goddess holding and thereby
displaying, her victim, hence the animal was
placed above her. The specific meaning of Anat
as a huntress is not yet elucidated by any text.

10 The variety of these miters is well illustrated by
Collon in Alalakh pl.xx, with examples from Level vi.
Most frequent on extant cylinders of the later style is
the square-topped miter resting on a pair of horns with a
spike or feather projecting obliquely in front. This type
was discussed by J.R. Kupper, Liconographie du dieu
Amurru dans la glyptique de la 1" dynastie babylonienne
Académie Royale de Belgique. Classe des lettres et des
sciences morales et politiques, Mémoires 55:1 (Brussels,
1961), Pp. 40-41.

11 A kilt with a long fringe similar to that of the
winged goddess is also worn occasionally by a male
figure with the horned helmet of the weather god: L.]J.
Delaporte, Catalogue des cylindres, cachets et pierres
gravées de style oriental, Musée du Louvre, vol. 2, Acqui-
sitions (Paris, 1923) (hereafter: Delaporte Louvre), pl. 96:
17, 18 (A. 919, A.921). In one cylinder a male personage
with a long fringe hanging from the kilt is one of two
figures wearing the weather god’s helmet. The special
kilt establishes the bearer as a distinct divine personality.
The relation of male figures so garbed to the similarly
clad winged goddess is unknown because there are no
representations where both male and female figures in
such kilts occur together.
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FIGURE 3 Enlarged drawing of ancient seal im-
pression representing a winged goddess with a
multiple-borned miter from Atchana/Alalakh (after
Collon, Alalakh, p. 15, no. 15)

=

FIGURE 4 Enlarged drawing of an ancient seal
impression with a nude, bearded hero overpowering
a bull from Atchana/Alalakb (after Collon, Alalakh,
D. 24, mo. 28)
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FIGURE §

In the next group on the Walters cylinder
appears a bearded hero with curls, who is nude
(except for a girdle). This ancient Mesopotamian
figure seems to have assumed an important place
in Syrian iconography, to judge by the repre-
sentation in cylinder seals. Typically, the figure
is shown engaged either in a heroic feat or in
some beneficient action—such as dispensing
water—for which he is the object of worship.!?

On the Walters cylinder the hero raises a lion
by the hind legs while holding the neck of the
beast between his legs as in a vise, an unparalleled
posture. The bull above the hero is probably to
be associated with him in the same way as the
antelope placed above the goddess in the group
already described. Since the bull is occasionally
shown as a victim of the nude, bearded hero, for
example in a seal impression from Alalakh (fig.
4), the animal depicted above the subdued lion
probably represents an alternate victim. A similar
interpretation may be suggested for the lion
sitting beside the hero.

Two small figures seated on the humps of a
Bactrian camel constitute the third and most
important group on the Walters cylinder. The
scene is unique, and the only basis for suggestions
concerning its meaning is the visual evidence,
which therefore has to be examined with minute

Enlarged modern seal impression representing a winged goddess as a buntress
(M.]. Ménant, Cylindres orientaux, Collection de Clercq, Catalogue methodique et raisonné 1,
Paris, 1888, no. 390)

care. The two figures are male and female, and
both are dressed in the many-tiered, flounced
robes which usually indicate the divine nature of
persons so attired. A female figure with not only
the elaborate Syrian coiffure but the flounced
robe, as on the Walters cylinder, is very rarely
seen. It is found again only on a cylmder in the
Bibliothéque nationale, where the female is seated
on the knees of her consort in what doubtless
indicates the sacred marriage of the two deities.!
They are flanked in that cylinder by two figures,
likewise in flounced, many-tiered garments, per-
haps divine attendants, who raise one hand in the
same gesture of worship as the archer to the left
of the deities on the camel in the Walters
cylinder. The similarities noted between the
scenes on the two cylinders suggest that the two

12For the nude hero as a dispenser of water see E.
Porada in collaboration with B. Buchanan, The Collection
of the Pierpont Morgan Library, Corpus of Ancient
Near Eastern Seals in North American Collections,
Bollingen Series, 14 (Washington, 1948), no.979 and A.
Moortgat, Vorderasiatische Rollsiegel: Ein Beitrag zur
Geschicbte der Steinschneidekunst (Berlin, 1940), no.

5.

131, Delaporte, Catalogue des cylindres orientaux et
des cachets assyro-babyloniens, perses, et syro-cappado-
ciens de la Bibliothéque mationale (Paris, 1910), no.431.
I use the term “sacred marriage” for an implied sexual
relation between deities.

.4.
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FIGURE 6
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Enlarged modern impression of a cylinder se
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al showing a sphinx

walking on two serpents (Ancient Oriental and Other Seals with a Description
of the Collection of Mrs. William H. Moore, Oriental Institute Publication,

47, Chicago, 1940, mo. 134)

small figures on the camel are also about to be
joined in a sacred marriage ceremony. The ges-
ture of the male figure, extending one hand to
touch the female just above the knees, confirms
this suggestion, as does the vessel in the hand of
the female figure. The vessel has an upward
projection in the direction of the goddess. It is
not a spout but may be a drinking tube; this
detail should issue from the top of the vessel, but
the line meant to render it may have been placed
a little too far down in the small but not very
careful carving of the cylinder. Vessels with
projecting tubes are raised by a pair of drinkers
in a somewhat later cylinder in the Louvre, which
also portrays a sacred marriage scene.! In gen-
eral, vessels with projecting tubes, doubtless for
drinking beer, are often added to scenes portray-
ing a sacred marriage.'® A last indication for such
an interpretation of the divine couple as sacred
consorts, is the scorpion placed beside the archer.
Although the scorpion is frequently present in a
variety of scenes, “No other identifiable fill motif
occurs as frequently in sexual scenes. . . .”18
There remains the question of why the deities
were mounted on a camel for their propitious

act. The answer may be provided by the little
serpents below the animal’s feet. Parallels for
serpents appearing under the feet of a creature
are rare, but they can be found under sphinxes
on cylinder seals which are probably contem-
porary with the one under discussion. One ex-
ample, in the Moore collection, is illustrated here
(fig. 6). Perhaps one may also mention the ele-
phants walking on serpents represented on pre-

14 Delaporte, Louvre, pl. 97:4 (A.932). An enlargement
of the cylinder was published in E. Porada, “Iconography
and Style of a Cylinder Seal from Kantara in Cyprus,”
Vorderasiatische Archiologie, Studien und Aufsitze An-
ton Moortgat zum fiinfundsechzigsten Geburtstag gewid-
met, eds. K. Bittel et al. (Berlin, 1964), pl. 33:3.

15For a full discussion of the subject of the sacred
marriage with references to the extant representations see
J. Renger and J.S. Cooper, “Heilige Hochzeit,” in
Reallexikon der Assyriologie 4 (Berlin, 1975), pp. 251-69.
For references to women drinking through tubes see
E. Porada, “Remarks on Seals Found in the Gulf States,”
Artibus Asiae 33:4 (1971), p.337 and n.17. It is not
impossible that a sacred marriage was implied on the
cylinder illustrated by Delaporte, Louvre, pl.96:22 (a.
925), where a goddess enthroned on a bull also seems to
drink from a vessel with projecting tube or spout, in the
presence of a king who stands before her.

16 Cooper, op. cit. (supra n.1s5), p.267.
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dynastic Egyptian ivory handles of flint knives'”
and on an ivory comb?® belonging to the same
group of predynastic Egyptian objects. Although
the meaning of these last-mentioned examples
may be quite different from that of the com-
parable motifs on cylinder seals and may in fact
be related to the similarity in appearance of the
snake’s body and the elephant’s trunk, it is never-
theless undeniable that elephants, like sphinxes,
were regarded as impervious to the bite of poi-
sonous serpents. This is certainly the reason why
a sphinx treading on a serpent was represented in
this manner on a cylinder which was probably
thought to acquire protective power by bearing
such an image. Tentatively, the same argument
may be used for the representation of the camel
on the Walters cylinder. The big animal with
its long legs and large feet would have seemed
able to crush any serpent and could thus have
become a protective image.

It is likely that some Bactrian camels reached
Syria as beasts of burden, perhaps coming from
central Asia, where they seem to have been in
general use in the Late Bronze Age.’® Both the
Bactrian, two-humped camel and the one-humped
dromedary were known in Mesopotamia in the
Old Babylonian period as is shown by evidence
collected by A.L. Oppenheim.?®

The engraver who carved the Walters cylinder
seal (fig. 1) had probably seen a camel to judge
by the natural appearance of the animal as de-
picted, but he placed the seats of the figures on

17 For the Brooklyn and Pitt-Rivers knife handles and
the Carnavon knife handle see H. Asselberghs, Chaos en
Bebeersing Documenta et Monumenta Orientis antiqui 8,
(Leiden, 1961), figs. 30~45. .

18 For the Davis comb, See Asselberghs, ibid., figs. 37-38.

19 For general remarks on the early domestication of
the camel in central Asia, see Bulliet, op. cit. (supra
n.1), pp. 141 ff. A recent report on seal amulets from
Turkmenistan (ancient Margiana), which includes a fine
metal seal amulet representing a camel, was published by
VI Sarianidi, “Pechati-amulety Murgabskogo stilf},”
Sovetskaid Arkbeologifd 1 (Moscow, 1976), p.62, fig. 18.

20 The Assyrian Dictionary of the Oriental Institute,
Chicago, vol. 7: I and ], p. 2, sv., “ibilu.”

21 U, Moortgat Correns, “Altorientalische Rollsiegel in
der Staatlichen Miinzsammlung Minchen,” Miinchner
Jabrbuch der bildenden Kunst, series 3, vol.6 (1955), pl.
111:24.

the humps, instead of between them, as would
have been the case in actuality. The type of
throne seat put on the humps somewhat resem-
bles in its solid, legless form the throne of a
goddess portrayed in a Syrian cylinder in the
Miinzkabinett in Munich,2! contemporary with
the one in the Walters Art Gallery. The artist
therefore had in his mind an image of a portable
throne which could be placed at will on the
backs of imaginary mounts for gods.

In trying to determine the meaning of this
exceptional representation of a camel? walking
on serpents and carrying deities in a marriage
ceremony, one may suggest that a person most
needful of protection would have been a traveler
on unfamiliar roads. Perhaps the seal was made
to order for such a man, who desired not only
protection against serpents but also the propitious
influence of the sacred marriage scene.?® To this
was added a symbol of the conquest of threaten-
ing evil represented by the nude, bearded hero
vanquishing a lion, and the powerful figure of
Anat, goddess of love and war, whose swift ar-
rival in case of danger the seal owner probably
hoped to assure. The unusual features in this
cylinder certainly suggest that it was not a ready-
made piece to be sold to any customer, but that
it contained specific, chosen motifs. So viewed,
the figures are no longer unrelated or selected at
random, but seem to have been quite coherently
planned to provide the greatest possible protec-
tion and beneficent influence for the seal owner.

22 At present, the example in the Walters Art Gallery
is the only representation of a camel on a cylinder of
the second millennium B.c. The one cited by Gordon, as
“Moortgat, Berguvolker, pl. x1:2,” actually, Delaporte,
Louvre, pl.g6:1 (a.g90o4), does not have a hump and
therefore probably represents a poorly carved horse.

28 Support for such a suggestion may be given by the
representation of two deities, each holding a vessel, seated
on thrones on the back of a donkey in a seal impression
on a tablet from Level Ib at Kiltepe, see N. Ozgiic,
Seals and Seal Impressions of Level 1b from Karum
Kanish, Tirk Tarth Kurumu Yaymlarindan Series s,
no. 25, Ankara, 1968, pl. xxv:1. Unfortunately, the owner
of the original cylinder with which the impression was
made is as yet unknown, because the text of the tablet is
not published. It is likely, however, that he was one of
the merchants who traveled and traded in southeastern
Anatolia and northern Syria.
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The Hittite Seals in the Walters Art Gallery

By HANS G. GUTERBOCK

Chicago

It was DororrY HiLL who, in 1937, surprised
the world of orientalists by the announcement
that the so-called seal of Tarkondemos, long be-
lieved to be lost, actually was in the Walters Art
Gallery.! This seal, the first bilingual, or rather
digraphic, document found, played an important

role in the decipherment of the Hittite hiero- -

glyphs. Strangely enough, it has still not revealed
all “its secrets, so that a review of the various
attempts at interpreting it may be in order even
now. Apart from it there are three more stamp
seals bearing Hittite hieroglyphs in the Gallery.
All of them were published by Cyrus Gordon in
1939.2 While these, too, are still not fully readable
a fresh look at them may also be worthwhile.
Summaries of what is, and what is not known
now seem to be a subject suited to be offered to
Miss Hill on this occasion.

The four seals (figs. 1—4) represent several of
the major types and periods of Hittite stamp

1Dorothy Kent Hill, “The Rediscovered Seal of
Tarqumuwa King of Mera,” Archiv Orientdlni 9 (Prague,
1937), 307-10, pl. XXVI.

2Cyrus H. Gordon, “Western Asiatic Seals in The
Walters Art Gallery,” Irag, British School of Archaeology
in Iraq, 6 (London, 1939) (hereafter: Irag 6), 3-34, esp.
pp- 24f., pl. vif.

3In the terms introduced by D.G. Hogarth in his
Hittite Seals (hereafter: HS) (Oxford, 1920), 17-22.

4 References to sign lists are as follows:

L=E. Laroche, Les bhiéroglyphes bhittites. Part 1,
L’écriture (Paris, 1960);

m = P. Meriggi, Hieroglyphisch-bethitisches Glossar,
:nd ed. (Wiesbaden, 1962) (hereafter: Gloss.2);

¢ =sign list in H.G. Giiterbock, Siegel aus Bogazkiy,
part 2, (Archiv fiir Orientforschung, suppl. 7, Berlin,
1942) (hereafter: SBo 1I), 84-104.

5SBo II nos. 251, 252; U. Seidl, Gefissmarken von
Bogazkdy, Wissenschaftliche Veréffentlichung der Deut-
schen Orient-Gesellschaft 88 (Berlin, 1972), pp. 5255,
nos. A 227, 228, 233, 230.

¢ H.Th. Bossert, Altanatolien (Berlin, 1942) (hereafter:
Altanatolien), nos. 514, 518.

seals. No. 1 (57.1513, fig. 1) is the oldest, with
a handle that seems to be between a “knob” and
a “hammer”;® no. 2 (42.352, fig. 2) is a fully
developed “hammer” of the type with circular
base; no. 3 (54.264, fig. 3) is a tripod, and no. 4
(57.1512, fig. 4), the “Tarkondemos” seal, most
probably once was part of a tripod. The last two
belong to the Hittite Empire period (ca. 1400~
1200 B.C.), but the first two are certainly older.
These datings are based on the shapes of the seals,
the hieroglyphs and, where applicable, the decora-
tive or representational motifs on them. Thus,
this small collection is actually quite representa-
tive of the development of Hittite glyptic art.
Comments on each of the four seals follow.

1) Stamp seal, 57.1513, fig. 1, Gordon no. 72,
made of silver (erroneously called iron by Gor-
don). Circular base, eight-sided tapered stem; on
top of it a somewhat extended “knob” or under-
developed “hammer” head, perforated lengthwise.

The seal surface is flat. It is divided into a wide
outer zone and a circular center field. In the
center there is one symbol or hieroglyphic sign
not identified with any known sign of the fully
developed script. With some stretch of the imagi-
nation one may think of a sign in stamp im-
pressions on pottery, G 200,% on handles from
Bogazkéy,5 which again may or may not be the
same as G 199 = L 173. The latter occurs on seals
as a title; it is the picture of a kind of spear car-
ried by men on reliefs from Hiyiik near Alaca.®
Whether the sign on the seal should really be
equated with L 173 and, if so, whether it means
that the seal belonged to a man with this title
(“bearer of the spear?”) remains doubtful.

The outer zone is made up of three sections of
different guilloches: one regular tress pattern,
one tress divided in two, and one, a double row
of running spirals. In the intervals between these
patterns there are anthropomorphic figures in
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Silver seal (57.1513) and impression (actual size and enlarged), Old Hittite period

very finely carved relief. Between the two tresses
is a female seated on a chair with high back and
wearing a long robe. She holds an unknown
object or symbol vaguely resembling a fleur-de-
lis. Both the other two figures turn their back
on the spiral bands, their face toward one of
the tresses. One, seated on a cross-legged stool,
has a horizontal crescent on his head or round
cap, and holds a spear of the kind just men-
tioned, point up. He seems to be male; perhaps
the moon god? The other is standing with raised
hands as if in adoration; he wears a long dress and
a headdress with protruding point.

The style of the figures is reminiscent of that
of the so-called Tyskiewicz seal in Boston and

"W. Orthmann, Der Alte Orient. Propylien Kunst-
geschichte 14 (Berlin, 1975) (hereafter: PKG 14), pl. 375
a and b; R.M. Boehmer, ibid., p. 446 with references to
earlier literature.

8 H.H. von der Osten, The Alishar Hiiyiik, Seasons of
1930-32, part 2. Oriental Institute Publications 29 (Chi-
cago, 1937), d 975 in fig. 251 on p. 214; p. 224.

9T. Beran, Die hethitische Glyptik von Bogazkéy, 1.
Wissenschaftliche Veroffentlichung der Deutschen Orient-
(iesellschaft 76 (Berlin, 1967), no. 94 on pp. 26, 61, and
plo.

10 L. Delaporte, Catalogue des cylindres orientaux et
des cachets assyro-babyloniens, perse et syro-cappadociens
de la Bibliothéque nationale (Paris, 1910), no. 649; L.
Messerschmidt, Corpus Inscriptiomwn  Hettiticarum
(hereafter: CIH) Mitteilungen der Vorderasiatischen
(Vorderasiatisch-aegyptischen) Gesellschaft (hereafter:
MV AG) 5, 4-5 (Berlin, 1900), pl. xL1v 4.

the eight-sided stamp in Berlin;” the combination
of different tress and spiral patterns also recurs
in that group. The particular arrangement of
single figures between sections of different pat-
terns recurs on a number of seafs: one “hammer”
from Alishar;® one from Bofazkoy® coming from
Lower City level 3, Old Hittite; one in the
Bibliothéque nationale in Paris,!® and an impres-
sion on clay found at Korucutepe.!* This whole
group can be safely dated to the Old Hittite
period.

2) Stamp seal of haematite, 42.352, fig. 2,
Gordon no. 70, with “hammer” handle and cir-
cular base, first seen at Aydin and often illus-
trated.12

11 H.G. Giiterbock, “Hittite Hieroglyphic Seal Im-
pressions from Korucutepe,” Journal of Near Eastern
Studies 32 (Chicago, 1973), 13547, esp.pp. 146 f.and pl.
5, N0. 21.

12G. Perrot. Ch. Chipiez, Judée, Sardaigne, Spyrie,
Cappadoce, Histoire de I'art dans l'antiquité, 4 (Paris,
1887), 773 and drawing on p. 804; CIH xumn 6; HS, p. 75,
fig. 79; Bossert, Altanatolien, nos.679-80; Iraq 6, pl. v,
PKG 14, pl. 376g and p. 450.

13 Gordon, Iraq 6, 24, quotes Meriggi for the identifi-
cation with M 346; see now in Gloss.2 M 346¢ referrin,
to our seal. Although the shape differs from the normal,
the occurrence of M 347 with a similar curved line on
the seal A 1049 in the Louvre (PKG 14, pl. 376d) is in
favor of the identification. Note that Laroche identifies
M 346 and 347 under L 327. Even if the top part is sear,
the added curve must somehow change the logographic
value, and, by its position, this logogram must be part
of the name.
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FIGURE 2
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Haematite seal (42.352) and impression (actual size and enlarged), Old Hittite period

The seal surface is again flat and divided into
an inner field and an outer zone; this time the
two zones are separated by a tress pattern. The
center contains a name, the title scriBE (L 326)
and the symbols for coop and LIFE (L 370, L 369).
The name cannot be read. While the second sign
is 7na (L35, M 36 in its most plastic shape), the
first is hard to identify.!

The outer ring is filled with a great number of
elements, including only one anthropomorphic
figure. The others are either known hieroglyphs
or likely to be symbols or ideograms even though
they are not known from the fully developed
system. Since those signs that are side-oriented
all face in the same direction as the seated figure
it is safe to apply the principle known from in-
scriptions according to which signs “look” toward
the beginning of the line. Thus the sequence is
counter-clockwise in the impression.

This seal should be viewed in connection with
two or three similar ones kept, respectively, in
the British Museum, the Albertinum in Dresden,
and the Louvre.l* Their outer zones show multi-
ple libation scenes, among them one to a seated
god holding a bird. Behind the god there are five
signs or symbols (or combinations of such) on
all three seals, including (1) a stag’s head over
two lines (the head missing on the Louvre piece!);
(2) an unidentified sign above a triangle; (3) the
ligature later known as “Hattusili” (in Dresden

(2) and (3) are interchanged, in the Louvre
garbled); (4) two upright spears, points down;
and (5) a tree in a pot or stand. This recalls the
frieze on the neck of the silver stag rhyton in
the Schimmel collection, which shows the two
spears behind the seated god with bird, and a
dead stag and a tree following(!) the spears.’

On the Walters seal the only pictorial element
is the seated figure, presumably a god here too.
The long row of symbols or signs has completely
replaced the libation scenes. Of the symbols found
in London and Dresden we have here only the
stag’s head, but with a double curve beneath
rather than the two lines (cf. L 102, last form),
and in front, instead of in back, of the god.
Whether the fourth sign after the god is a tree
is not clear. Other identifiable signs are (counting
signs or columns as first, second etc. after the
god): (2) GREAT KING; (5) ANTLER (L 103 in
horizontal position as in the Schimmel rhyton)
over KING;'® (9) the donkey head (v 100); (11)
la (1. 175) over L 300(?); (12) a group recurring
in a stone inscription from Bogazkoy;'? (13) kd
(L 56) over TowN (L225); (14) the stag head
already mentioned; and (15) coop (L 370) over
scrIBE (L 326), a combination frequent on seals
(cf. ¢ 105). Its presence here, directly in front of
the god and expressing something like “blessing
for the scribe,” can be understood since the seal
owner has the same title in the center field. Pic-
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tures not immediately identifiable with hiero-
glyphs are: a Hittite adze or Armchenbeil in
position 3, surmounted by two tiny TowN signs,
and two different pots. Although there are a
number of vases among hieroglyphs (L 333-357)
ours rather recall the objects in the bottom row
of the Tyskiewicz seal mentioned above. As a
result we have to admit that, while the outer
zone must be conveying some meaning or mes-
sage, we are far from comprehending it, and it
cannot be “read” in the sense of later hieroglyphic
inscriptions.

3) Stamp seal, 54.264, fig. 3, Gordon no. 71,
tripod type, made of metal (Gordon: “brass?”).
The feet of the tripod show the toes by parallel
incisions. Soldered to the top is a loop. The cir-
cular base is flat and bears an inscription in incised
Hittite hieroglyphs.

The type is fairly frequent. All examples be-
long to the Empire period. Some show the figure
of a man along with the inscription, others have
only an inscription. The material of two tripods
in the Ashmolean Museum is described as “base
silver,” that of an example in Brussels as “argent
bronzé.”'® Two tripod seals from sites in the
Salt Lake plain are close in type: one, from Corca
near Cihanbeyli'® was described as having a silver
base and an iron tripod; the other, from Cardak
near Aksaray,?® was thought to be bronze having
a whitish-yellow sheen. It would seem that most
of these seals are made of a yellowish silver

WALTERS ART GALLERY
Silver alloy seal (54.264) and impression (actual size and enlarged), Hittite, 1400~1200 B.C.

alloy, including the “brass” one in the Walters.

In the inscription, the center row must be the
name. The first sign is not known in this form.
It could be a very sketchy bird facing right, head
down, one wing lifted to rear. But this is by no
means certain, nor would it be safe to read it
ar.?! The sign made of three vertical lines here
in the middle of the center row must be part of
the name, hence most probably a syllabic sign:
tar or tra? (L 388 or 389?). The last sign, Ii
(L278), is clear. In the secondary groups, the
triangle Goop stands over the pomegranate (L 155)
on the right; on the left, the lower sign is un-
identified. I must confess that I can read neither
the name nor the title of the seal owner. The
cursive script also connects this seal with the
others of this type.

14 British Museum 17804; Dresden zv 1769; Louvre a
1037. All three together illustrated and discussed by L.
Messerschmidt, Orientalische Literaturzeitung, 3 (Berlin,
1900), 441-7; together with the Walters seal, CIH xrm
2-6; only the British Museum and Walters seals in HS,
p. 75, figs. 78-79. Messerschmidt rejected the Louvre
piece as fake, made after the Dresden one (while both
were still in the hands of local people in Kayseri) with
good reasons. I agree, even though Orthmann-Boehmer
included it in PKG 14, pl. 376e and p. g50.

15 O.W. Muscarella, in Ancient Art: The Norbert
Schimmel Collection, ed. O.W. Muscarella (Mainz, 1974),
no. 123. Maybe this is the correct way of dividing the
frieze; note the position of the handle!
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4) The “Tarkondemos” seal, 57.1512, fig. 4,
Gordon no. 69. This is only part of a stamp seal,
the calotte-shaped silver seal surface. As described
by Miss Hill, its back only- shows traces of re-
pair, not of having been soldered to another
metal part. Yet it must have been somehow con-
nected with a handle. It is particularly regrettable
that the Corca seal (mentioned above) is lost,
since a silver surface on an iron(?) tripod might
have given an idea of how the Tarkondemos
calotte was mounted! The shape of the handle of
the latter can only be conjectured, but a tripod
seems the most likely because there is at least one
example of a tripod handle of a hemispheroid
seal (HS 191) and because the Walters piece
seems to be ill-suited for the only other known
metal type, the seal ring. The curvature of the
surface, which was taken by earlier observers as
an indication that the piece could not have been
used as a seal, is no longer an obstacle; many
strongly concave impressions are known, espe-
cially of royal seals,?? and experience has shown
that impressions of the Walters seal can be easily
made.

The figure of a man in the center of the seal
is very well executed in the purest New Kingdom
style. The cuneiform signs are also clearly those
of the same period. That the maker of the seal
misrepresented some only betrays his ignorance
and does not mean that the seal was made after
the downfall of the empire. The whole type, in
the same style, is well represented among the

16 If one is daring one may “read” this: Imara (for
LaMa) + haf$u (“king”) and equate it with the name
Inarahiu known from Kiiltepe: E. Laroche, Les noms des
Hittites (Paris, 1966), no. 455. But I doubt that this is
permissible!

17 H.G. Giiterbock, in K. Bittel et al., Bogazkoy IV:
Funde aus den Grabungen 1967 und 1968, Abhandlungen
der Deutschen Orient-Gesellschaft, 14 (Berlin, 1969),
49-52 with fig. 13, see esp. p. 52 n.3.

18 HS, p. 37, nos. 188, 189; L. Speleers, Catalogue des
intailles et des empreintes orientales du Musée Royal du
Cinquantennaire (Brussels, 1917), p. 193, no. 411.

19 H.G. Giterbock, “Un cachet hittite de Corca,”
Revue bittite et asianique V/35 (1939), o1 £, pl. 19, 5. I
never saw the original, which was later lost.

20 H.G. Giiterbock, “Neue hethitische Hieroglyphen-
inschriften und Siegel,” Tiirk Tarib, Arkeologya ve Etno-
grafya Dergisi 5 (Is-nmbul, 1949), 61-65 (in Turkish,
53-60), esp. p. 62 f. no. 3 and fig. 15, 3. “Eine Analyse

seal impressions from Ugarit, which belong to
the thirteenth century.?® This shows that rulers
and individuals in the outlying territories used
seals made in the same Hittite style, most prob-
ably by employing craftsmen trained in the same
tradition.

As mentioned before, this seal, first published
in 1863, was the first known digraphic document
and enabled A.H. Sayce to determine the mean-
ing of the two hieroglyphs for ke (L 17) and
COUNTRY (L 228). But, ironically, the seal that
gave the first decisive clue for decipherment poses
so many problems that its usefulness hardly goes
beyond those two word signs. These problems
concern not only the hieroglyphic but also the
cuneiform inscription.

The names of both the king and the country
are faultily written in cuneiform in the outer
ring, and the unfamiliarity of nineteenth-century
Assyriologists with the Hittite type of cuneiform
writing added to the difficulties. After the dis-
covery and decipherment of the Hittite texts of
Bogazkdy some of these difficulties were over-
come. Thus, the use of KUR “country” and Urv
“city” together, which seemed impossible then, is
quite common in Bogazkdy. And the existence
of a country called Mira or Mera led to the
correct emendation of the geographic name. W.F.
Albright was the first to propose the reading
*me-ra. This was improved to *me-ra-a, the form
attested in the texts, by J. Friedrich,?* (see fig. 5).

The name of the ruler, however, is much more

liegt nicht vor; an den blanken Stellen hat das Metall
einen weisslichgelben Glanz.” Ankara Museum, no. 8345.
21 Cf. L 130-134 and M 126 with addendum, Gloss.2,

. 239.
P 22 Cf, such photographs as K. Bittel and H. Giiterbock,
Bogazkoy, Neue Untersuchungen in der bethitischen
Hauptstadt, Abhandlungen der Preussischen Akademie
der Wissenschaften, Philosophisch-Historische Klasse, 1
(Berlin, 1935), pl. 24, 1 a; Siegel aus Bogazkdy, 1, Archiv
fir Orientforschung, suppl. 5 (Berlin, 1940), pl. 11, 38A;
CLF.A. Schaeffer, Ugaritica III, Mission de Ras Shamra,
8, Bibliothéque archéologique et historique, 64 (Paris,
1956), pl. v.

23 Cf. ibid., figs. 27729, 38-44, etc.

2¢ W.F. Albright, “Tarqumuwa King of Mera,” Archiv
fiir Orientforschung 4 (1927), 137f.; J. Friedrich, “Die
kleinasiatischen Personennamen mit dem Element muwa,”
Kleinasiatische Forschungen 1 (1930), 359-78, esp. 367,
assuming conflation of two signs.
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difficult to interpret (see fig. 6). The only sign
that is clear after the vertical wedge introducing
the personal name, is the first, tar. The next group
of eight wedges (two horizontals, two winkel-
hakens, and again two horizontals and two
winkelhakens) was usually taken as the sign best
known as qu (kum in older periods).?5 In fact,
however, a normal g, in Bogazkdy as elsewhere,
should have only one winkelhaken (the sign
that looks like a triangle on edge) in the middle.
While the form with two occurs rarely in Baby-
lonia, it is not used at all in Hittite cuneiform.
Thus the reading qu (kum) must be considered
an emendation. Without any change, the eight
wedges in question are BLBL?® A.H. Sayce
emended the group into 7ik, although that sign
ends in one winkelhaken and two verticals, look-
ing like B1+13, but later he accepted the reading
qu.t

The next group of wedges (fig. 6) was divided
into possible signs in different ways: -u-tim-me
was the most commonly accepted interpretation.
It was this reading, Tar-*qu-u-*tim-me, which
led to comparison with Greek Tarkondémos,
the name of a ruler of Cilicia mentioned by
Plutarch. But here again, shapes of tim resem-
bling the wedges on the seal are rare in Baby-
lonia while the Hittite form is quite different.

WALTERS ART GALLERY
Silver seal (57.1512): face, impression, back, Hittite, 1400~1200 B.C.

Other readings rendered the existing elements
more accurately: -u-ai-fe-me of P. Jensen and
-u-mu-me of A. Amiaud and H.V. Hilprecht.?®
The proposal made in 1927 by W.F. Albright
(see above) to emend this section into *mu-wa
was a welcome step because it yielded a name
of a known type. It was hailed as “richtige
Lesung” by Friedrich (see above), who pointed
out that in Hittite the only reading of the “qu”
sign is kum and took the sequence kum-mu- as
confirmation for Albright’s reading. There is a
slight difference in direction between the last
pairs of winkelhakens in this group, an observa-
tion that favors combining the last pair with the
following vertical and horizontal wedges into wa,
although this leaves the *mu with one pair too
little. But this could be the kind of conflation
assumed also for *ra-a as mentioned above.2?
Even though the new reading tar-*kum-*mu-
*wa was welcomed by many, it was not accepted
by all scholars. 1.J. Gelb went from tar-qu-u-
tim-me to tar-kum-mu-wa and back to the
former.*® P. Meriggi, too, went from mmwa back
to timme,® and in 1950 S. Alp also decided for
timme.3? Obviously at that stage the choice of
reading for the cuneiform version was influenced
by considerations of the possibilities for inter-
preting the hieroglyphs. This now brings us to
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separated into signs.

* Ed. note: periods indicate where wedges are to be

a discussion of the hieroglyphs on the seal.

It will be seen that the same inscription occurs
twice in the center field: once in front of the
man and once behind him. In both cases the first
sign, an animal head, looks in the same direction
as the man, as usual; but the signs closer to the
periphery are written in directions opposite to
each other. According to the general principles

25 First by A.D. Mordtmann, in H. Grote, ed., Miinz-
studien 3 (Leipzig, 1863), 121 ff. For later literature, see
Friedrich, op. cit. p. 366 nn. 1 and 3.

26 Thus read by P. Jensen, Hittiter und Armenier
(Strassburg, 1898), 22, as an alternative to qu.

27 A H. Sayce, “The Bilingual Hittite and Cuneiform
Inscription of Tarkondemos,” Transactions of the Society
of Biblical Archaeology 7 (1882), 204-308 (paper read in
1880) : tar-rik. Idem, Journal of the Royal Asiatic Society
1922, 538, read Tarku-.

28 P, Jensen, “Zur Entzifferung der ‘hittitischen’ Hiero-
glypheninschriften,” Zeitschrift fiir Assyriologie 35 (Ber-
lin, 1924), 24596, esp. p. 286; for Amiaud and Hilprecht
see Friedrich, op. cit. (supra n.24), p. 366, n.3.

29 Note that in Albright's drawing (supra n.24), the

of the arrangement of signs on stamp seals, this
is the normal way of writing the “secondary
group,” in this case the name marked by counTry,
from the center outward. In contrast, the “main
group” containing the personal name normally
“looks” to the right, i.., is written in the right-
to-left order (“right” and “left” always under-
stood as appearing in the impression).

first two winkelhakens of 7z should be moved further
to the right.

301]. Gelb, Hittite Hieroglyphs (hereafter: HH), vol.
1 = Studies in Ancient Oriental Civilization, no. 2 (Chi-
cago, 1931), p. 34; vol. 11 = ibid., no. 14 (Chicago, 1935),
p- 20; vol. m = #bid., no. 21 (Chicago, 1942), p. 27.

31 P, Meriggi, Die lingsten Bauinschriften in “bethiti-
schen” Hieroglyphen, nebst Glossar zu simtlichen Texten.
MV AG 39, 1 (Leipzig, 1934) (hereafter: Gloss.t) pp. 7f.
n. 2; p. 157.

32 g Alp, Zur Lesung von manchen Personennamen
auf hieroglyphben-hethitischen Siegeln und Inschriften.
Ankara Universitesi Dil ve Tarih-Cografya Fakiiltesi
Yaymlart No. 65, Hititoloji Enstitiisi no. 1 (Ankara,
1950), Pp. 9-11.
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The reading of the geographic name, the signs
preceding couNTRY, was soon found, since the
reading of the sign i (L 391) and the function
of the additional line or “tang” as adding an
(or ra) to a sign (L 383, 2) belonged to the read-
ings which had been established longest. The long
oblique sign was known somehow to express a
vowel, even though its exact value is still debated
(r 450). This, then, is the name of Mira, which
may be transliterated as mi+-r-d, or mi+ra-’, or
mi-ra-d.

The name of the ruler is written with the two
signs seen above KiNg in front of the man. In the
repetition behind him only the first sign is above
kiNG while the second is above the mzi-ra. This
is a typical example of the free arrangement of
signs in the system. The early decipherers were
naturally confused by it, but now that we can
read the name of the country there remains no
doubt that the personal name consists of only
the two signs. The problem is how to “read” or
interpret them, and this problem is, of course,
closely connected with that of reading or emend-
ing the name in cuneiform.

Whichever reading is accepted for the latter,
it has more than two syllables. Hence at least one
if not both of the hieroglyphs must be logograms.
Accepting tarku(m) as the first element of the
name in cuneiform, most scholars took the animal
head as the logogram for this word. This par-
ticular animal head is rather rare;3? it can best be
described as that of a he-goat with only one horn
shown and a stylized goat’s beard below the jaw.
Gelb (HH 1, 34) considered Greek tragos and
Akkadian turahu as cognates of the assumed
underlying word.?* Alp (see above), connecting
tarku with Tarbu(nt), the name of the storm
god, argued that the animal must be the bull,
known as the sacred animal of that god. But the
picture does not look like a bull’s head, nor does
it resemble the known hieroglyph depicting one
(L 105); thus, the idea that L 101 might be the
same as L 1o5 should be given up.

If the buck’s head is tarku, then should not the
other sign be mmuwa? This was considered by
Meriggi in 1932.3 In contrast, Gelb at first
thought that the second sign was a ligature of
L 319 and L 391, ti4mi23 corresponding to the
reading of the cuneiform as tarqutimme. Meriggi

then followed Gelb by also accepting tarqutimme
and rendering the hieroglyph di-m[i]. The
bracket apparently was meant to express his cor-
rect observation that the small strokes emanating
from the sides of the sign on the seal are 343,
not 2-+-2 as they should be if they were mi. Gelb
(HH 1) observed the same and therefore re-
jected the idea of a ligature with »zi. By adducing
the inscription of Suvasa (fig.78) he showed
that the sign L 320 (fig. 7 o) with the 343 strokes
is equivalent to the sign without them (fig. 7 c);
in other words, that the sign on the seal is simply
L 319. He read it zi (for reasons we cannot dis-
cuss here) and offered a form Tarhu-zi as cor-
responding to Tarqutimme.3?

At this point the present writer entered into
the discussion.?® I took the emendation of the
BLBI group to kum for granted and argued that,
since the old reading qu was out and kum could
only be followed by a syllable beginning with 7,
the second part of the name could only be muwa.
I then followed Gelb and Meriggi in taking L 320
as a form of L 319, because the sign with the ad-
ditional 343 lines occurs in Suvasa in the word
usually written L 387-319 (fig. 7, Band c). Now
this word, written L 387-319 (fig. 7 ¢), had just

331, ror: “Téte de chévre ou d’dne.” We shall discuss
the second possibility below. The sign on the other two
seals cited there is lacking the “beard,” and its function
is not clear,

3¢ The Samsat inscription mentioned by him for
“Utarku(gu)” is hardly usable; if there really is a goat’s
head it rather seems to be L 104 (part of Sauiga?).

35 P, Meriggi, “Sur le déchiffrement et la langue des
hiéroglyphes ‘hittites’,” Revue bittite et asianique 2
(Paris, 1932), 3-57, esp. 32 and Orientalistiche Literatur-
zeitung 35 (1932), 564.

36 As read now. In HH 1, he wrote tu+me. (In HH u
he changed this to Tarki(ki)+me corresponding to
Tarqumuwa) .

378, Alp, op. cit. (supra n.32) p.11, thought of a
ligature of L 488 with 2X4(!) strokes (twice me), to be
read ti-me. But neither does our sign look like L 488, nor
is there any trace of additional strokes.

38 H.G. Giiterbock, “Die Elemente muwa und ziti in
den hethitischen Hieroglyphen,” “Symbolae Hrozny,”
3 = Archiv Orientdlni 18, 1-2 (Prague, 1950), 208-38,
esp. 212-14; briefly anticipated in “Die Bedeutung der
Bilinguis vom Karatepe fiir die Entzifferung der hethiti-
schen Hieroglyphen,” Eranos, Acta Philologica Suecana

47 (Uppsala, 1949), 93-115, esp. 108.
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then been shown by the Karatepe bilingual to
mean “servant,” Phoenician ‘bd. While this, up
to this point, was correct, my next step was fatal!
Since I thought that the second sign on the seal
must be read muwa 1 had to take it as a word
sign. The fact that here it stood alone while in
the word for “servant” it was preceded by L 387,
I explained by taking 1 387, which looks like
the word divider, L 386, written twice, as a
“double word divider” introducing the logogram
L 319. In this I followed the example of Meriggi.?®
Thus I arrived at positing a word 7uwa “servant”
which seemed to make good sense as second
element in theophorous names but did not fit
other occurrences of the word or element mmuwa,
so that I had to posit two homonyms. This was
rightly rejected by others,* and I myself have, of
course, given it up. What, then, is a better
solution?

A variant in Karatepe, word 293, showed that
L 387 could be used for the syllable i, normally

39 Gloss.k, p.16o left top, where ™ is his convention
for a double word divider and DI in capital letters means
L319 (M 266,1) used as logogram. In Gloss.2 under
M.266 he says “ob auch Ideogramm, ist fraglich.”

40 Apart from Gelb, Meriggi, and Alp already quoted,
see J. Puhvel, “‘Servant’ in Hieroglyphic Hittite,”
Journal of the American Oriental Society 77 (New
Haven, 1957), 137-39.

410r the like; see under L387,2 (where tas is a
mistake for #/) and Meriggi, Gloss.2 p.83 s.v. miti(a)s.
Laroche correctly remarks that it is difficult to under-
stand why m/ occurs almost exclusively in this word,
one may also say: why this word is exclusively written
with »2, never wii. Having argued that in the empire
script, the old form of L1386 seemed to mean “man
(vir),” (K. Bittel et al., Bogazkoy V: Funde aus den
Grabungen 1970 und 1971, Abhandlungen der Deutschen
Orient-Gesellschaft, 18 [Berlin, 19751, p.74 sub.d), I
wonder whether L 387 might not originally be a logogram,
“man (of a) man” in a sense comparable to our saying
“my man” when speaking of a subordinate. So, L387-319
would be miri-#/, and the phonetic use of 1387 in
Karatepe word 293 would be derived from there. This
does not affect the main argument and is offered here
only on the side as a hypothesis.

42 Thus the present reading of Assur f, iv, 3. Meriggi,
Revue bhittite et asianique (1932), 32 read this (k)wi-r-ga-s-
na-s, but in n. 38 already said “Le mot rapelle en quelque
sorte le nom Targasnallis.” See now Gloss.2 s.v. tarkasna-
and P. Meriggi, Manuale di Eteo Geroglifico, 1/1
(Incunabula Graeca 14, Rome, 1967), p. 140, fr[ase] 19-20.

written with L 391, the four lines. This led
scholars to a syllabic reading of the word for
“servant” as mi-ti-#1 For the name of the seal
owner this means that the second sign is #, which
rules out »mmu-wa for the cuneiform version. In
this I now agree with the others. But from here
on I again prefer a different solution.

While *mu-wa is out, *tim-me is not much
better. For one, the Bogazkoy form of tim looks
too different from what is on the seal, and sec-
ondly the slight difference among the last four
winkelhakens and the frequency of names end-
ing in -wa strongly argue for reading -wa, not
-me. Since the hieroglyphic # calls for some-
thing similar in the cuneiform, I propose to re-
arrange the wedges preceding wa so as to form a
ti, an emendation requiring not more reshuffling
than sz and less than tim (fig. 6, last line). The
resulting *#i-wa yields an acceptable sequence of
sounds (and possibly a meaning, as will be dis-
cussed presently).

I still maintain that qu is out and that kum: is
possible only if followed by an . Since now
muwa is out, kum must also be abandoned. It
should be remembered that the alleged kum
really looks like BrBI, and that the sign &i
has another reading ka§ which does occur in
Bogazkdy, especially in proper names. Concern-
ing the hieroglyphic name, Meriggi long ago
saw that the only occurrence of L 101 is in one
of the lead strips from Assur, where it is followed
by the full phonetic writing tar-ka-s-na-s.4? In
the cuneiform version one can easily read tar-kas-

. without changing anything. Following a
suggestion of M. van Loon, I propose to start
from these two syllables and to emend the next
group of wedges to *na. This requires relatively
little change: omission of the upper horizontal of
the second B1 and taking the small wedge, hitherto
either read #, or used in some reshuffling, for an
undersized vertical. This, then, would yield cunei-
form ™tar-kas-*na-*ti-wa, hieroglyphic tarkasna-ti.

In this form the lack of the last syllable in the
hieroglyphic spelling is odd. I therefore propose
the hypothesis that L 320 is logogram for tiwa.
This word looks like the bare stem form of the
Luwian word for “sun,” tiwat-, with the known
loss of the dental in word-final position. One
could even imagine that the six small strokes
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emanating from its upper edges are rays.*?
Turning from the proposed meaning of the
second element to that of the first, it will be
noticed that we called the animal of L 101 a goat
(or buck), that we follow Meriggi in taking the
animal in the Assur letter f, col. 1v, as the same,
but that tarkasna- is supposed to be the word for
“donkey”!#* The point is that the same letter has
in col. nr a clear sign L 100, the donkey head,
with phonetic complement -ma which is not
sufficient proof for reading the whole word
*tarkasna-, whereas in col. 1v the full spelling
tar-ka-s-nd-s accompanies an entirely different
picture, an animal’s head with a curved horn, not
two long ears, and the little protrusion under the
chin as on the seal. My explanation is that the
two sections of the letter refer to different ani-

48 Could the sign depict a “sun disc” of the kind known
so far only from the Early Bronze Age tombs of Hiiyiik,
e.g. the diamond-shaped example, E. Akurgal and M.
Hirmer, The Art of the Hittites (New York, 1962), pl.
7, top, with rays like pl. 11 top?

4+ L roo, 1; Meriggi, Gloss.2 p. 123.

mals. The context as interpreted by Meriggi*®
does not require that the animals be the same;
Meriggi even writes “asini” in the first, “muli”
in the second place. Thus I contend that zargasna-
is a (he-)goat, not a donkey, and that the word
for “donkey” is a different word ending in . . . -7a.
With the new meaning, targasna- would also be a
nicer base for such proper names as Targasnall,
ruler of Haballa, and our *Targa$na-Tiwa, king
of Mira.*6

This is my present attempt at interpreting the
famous seal inscription. I dare not call it “final”!
Whatever better reading the future may bring,
let us enjoy the beauty of the seal, one of the
treasures of the Gallery, in gratitude to the scholar
who first recognized it!

45 Meriggi, Manuale (supra, n. 42) fr. 19-20; facsimile
on pl. xvi, no. 39.

46 This interpretation was briefly proposed in Bogazkéy
V' (supra n.41), pp.s52f. The seal inscription discussed
there, Targasna-wa(?), and the rock inscription Karabel
C cannot be discussed here.

e 16 *



Neolithic Potter’s Marks from Lerna and the Franchthi Cave

By KAREN D. VITELLI

University of Maryland Baltimore County

SEVERAL YEARS AGo Dorothy Hill led a group
of students at the University of Maryland Balti-
more County in a lively afternoon of scholarship
and speculation about the Hermes from Olympia.
It was an exciting and challenging discussion, and
good fun besides. With thanks to Miss Hill for
her good example and friendly guidance on that
and many other occasions, my students and I
offer in return some of our speculations about a
group of very modest pots from the Neolithic
period in southern Greece.

While working on the Neolithic pottery for
the final publications of Professor J.L. Caskey’s
excavations at Lerna! and Professor T.W. Jacob-
sen’s excavations at the Franchthi Cave,? I be-
came curious about the patterns of welts, or low-
relief bumps, which showed up on pieces of
Middle Neolithic pottery at both sites, but which
I had not found mentioned in the pertinent litera-
ture. Of the many partially restored Neolithic
vessels from the Lerna excavations, two (figs. 1
and 2) are virtually complete, missing only a
few chips, and those, primarily from the rim.
Both are of the Brown Glaze or monochrome

1For preliminary reports on the Lerna excavations
see: John L. Caskey, “Excavations at Lerna, 19s52-53,”
Hesperia 23 (1954), 3-30; idem, “Excavations at Lerna,
1954," Hesperia 24 (1955), 25—49; idem, “Excavations
at Lerna, 1955, Hesperia 25 (1956), 147-73; idem, “Exca-
vations at Lerna, 1956,” Hesperia 26 (1957), 142-62; idem,
“Excavations at Lerna, 1957,” Hesperia 27 (1958), 125—40;
idem, “Activities at Lerna, 1958-59,” Hesperia 28 (1959),
202-7.

2 For preliminary reports on the Franchthi Cave exca-
vations see: Thomas W. Jacobsen, “Excavations at Porto
Cheli and Vicinity, Preliminary Report II: The Franchthi
Cave, 1967-68,” Hesperia 38 (1969), 343-81; idem, “Exca-
vations in the Franchthi Cave, 1969-1971, Part 1
Hesperia 42 (1973), 45-88; idem, “Excavations in the
Franchthi Cave, 1969-1971, Part I,” Hesperia 42 (1973),
253-83.

Neolithic Urfirnis Ware characteristic of Lerna
I and of the southern Greek Middle Neolithic
phase. Each of these collared jars has a thin
curved strip or crescent of clay in very low
relief (only several millimeters high) near the
base, below the point of maximum diameter and,
therefore, in the shadow of the vessel. The cres-
cent is not repeated elsewhere on either pot. One
of the jars (fig.2) also has four thin vertical
welts of clay in comparably low relief located
near the point of maximum diameter and regu-
larly repeated between each of the four tubular
lugs.

These four vertical strips fit the usual desig-
nation of relief decoration. The crescents, on the
other hand, do not. Each is a single small welt,
placed in an inconspicuous position on the vessel
where it is, in fact, more likely to be noticed by
touch than by sight, since it is in very low relief
and coated with the same paint which covers the
rest of the jar.

The crescents, which are hardly decorative,
may be identified as potter’s marks. They were,
without question, added by the potter in the
final stages of constructing the pot, before drying
or firing. They may have been applied as separate
bits of clay, or carved and pushed up from the
body of the vessel during the thinning and
smoothing of the finished vessel walls. I have
reproduced welts by both methods; the results
of the two methods are indistinguishable on an
intact pot. The creation of the welts takes a bit
of extra effort on the part of the potter. They
are quite intentional; but if they are not decora-
tive they must have some other meaning or
reason for existing.

The potter’s marks on these two vessels are,
almost certainly, not unique. Hundreds of other
low-relief welts in various shapes and combina-
tions occur on the Lerna Neolithic fragments.
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1) Collared jar, Monochrome Urfirnis, from Lerna (rim diam. 0.14m.)
2) Collared jar, Monochrome Urfirnis, from Lerna (rim diam. o.15 m.)
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3) Cup, Patterned Urfirnis, from Lerna (rim diam.o.12 m.)
4) Saucer, Patterned Urfirnis, from Lerna (rim diam. o.115 m.)
5) Collared jar, Patterned Urfirnis, from Lerna (rim diam. 0.085 m.)

Thanks to the watchful eye and generous assist-
ance of Dr. Elizabeth Banks it is safe to say that
all the potential marks on Lerna Neolithic pottery,
have now been noted.? When we are dealing
with sherds rather than whole pots we can-
not tell whether or not these relief bumps
may have been repeated decoratively around the
vessel, as are the vertical welts on the jar in
figure 2. A number of the welts, however, occur
on fragments which are large enough to suggest,
at least, that decorative repetition was unlikely.

It is interesting, if not entirely enlightenin<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>