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A Late Middle Kingdom Wooden Statue from
Assiut in the Walters Art Gallery

Julia Harvey

A wooden statue in the Walters Art Gallery, at present on dis-
play in the New Kingdom galleries, is reassessed and as-
signed to the Middle Kingdom on the basis of comparisons
with similar statues in other collections.

he wooden statue that forms the subject of this

paper is one of a number acquired by Henry
Walters in 1914 and the years following from the an-
tiquities dealer Dikran Kelekian. The figure (fig. 1) is
that of a “stepping” female, i.e., one whose left foot is
advanced, but not far enough for the weight to be
transferred to it, as in a stride. She wears a heavy tri-
partite wig reaching to the top of her breasts and a
sheath dress, indicated only by the hemline at mid-
calf. Both arms are missing, but the dowels and holes
left in her shoulders show that they were held parallel
to her body. Her hands were probably held open with
the fingers outstretched. Her left leg is advanced in a
step, but the foot is broken off at the ankle. Her right
leg is straight, and the heel of the foot is extant with a
tenon underneath for insertion into a base. The front
part of the foot was originally secured to the base, but
both this and the base are now missing. The statue is
at present mounted on a modern base. There are
traces of color all over the statue, and these conform
to what we know about the painted decoration of fe-
male statues. The entire statue shows evidence of hav-
ing been covered in a layer of yellow paint or gypsum,
on top of which other details were added. The wig,
brows, outlines of the eyes, and pupils all show traces
of black paint; we would expect traces of white in the
eyes and on the dress, but this has not survived the
passage of time. The general condition of the statue is
very good, notwithstanding some cracks down the
front and the back. What is extant is carved from a sin-
gle block, perhaps acacia, although the wood has not
been analyzed. The present height is 41 cm.

There are a number of fine details worthy of men-
tion: the wig is striated with a center parting, and falls

straight down all around, covering the ears, but not
the shoulders. The ends of the wig are bound, indicat-
ed by a series of diagonal carved lines on each stria-
tion. Under the wig, in the center of the forehead, a
small triangle is visible (fig. 2). This indicates the pres-
ence of a headscarf or headcloth worn under the wig,!
which is pulled back slightly from each temple. The
woman has a fine, full figure and the quality of the
carving conveys a sense of movement. There is no in-
dication of a dress bodice, and we would consider her
to be nude were it not for the hemline.? The statue
was published by Steindorff who says that it is “proba-
bly early Eighteenth Dynasty, or possibly Middle
Kingdom.” Vandier also attributes the piece to the
New Kingdom.*

All the statues acquired from Kelekian were said
to be “from Assiut.” Kelekian attributed them all to
the Twelfth Dynasty. On stylistic grounds both
Steindorff and Vandier consider that they came from
Meir rather than from Assiut.> They are most likely to
have come from the excavations of Said Bey
Khashaba, a merchant of Assiut who, in 1910, ob-
tained a permit to excavate the district between
Dairut, north of Meir, and Deir el-Ganadla, just south
of El-Badari, on both sides of the river (fig. 3). This
huge concession included Meir, Deir el-Gabrawi, and
Assiut. In these localities are extensive Old and
Middle Kingdom cemeteries. Khashaba did not actual-
ly excavate himself; he hired a large number of fel-
lahin to do the physical labor and enlisted the services
of Ahmed Bey Kamal, an Egyptian archaeologist, to
supervise the work and publish the results.

The major part of the excavation took place at
Meir under the supervision of Kamal between
1910-1914. There is no doubt, however, that other
teams employed by Khashaba were at work in other
areas of the concession. Kamal published the material
found under his supervision in the Annales du Service
des Antiquités de I'Egypte® but none of the statues in the
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Fig. 1. Stepping
female, wood,
Baltimore, Walters
Art Gallery, no.
22.15.

Fig. 2. Detail of
Figure 1.

Walters Art Gallery can be identified with those listed
there. No records exist of the finds made in the course
of the excavations not directed by Kamal. Many proba-
bly found their way very quickly onto the lucrative an-
tiquities market. In fact, Khashaba himself seems to
have viewed his concession as a convenient source of
additional income, and Kamal with difficulty persuad-
ed him to establish a museum in Assiut to display some
of his pieces, rather than dispose of them all for cash.”
Despite the stylistic considerations of Steindorff
and Vandier, Kelekian’s statement that the statues
came “from Assiut” cannot be dismissed out of hand.
He would have had no reason to try to disguise their
true provenance if he had acquired them from
Khashaba. Since a proper archaeological report from
the time is lacking, it is not possible to establish be-
yond doubt that Assiut was the exact find-spot, but
some weight must be given to Kamal’s supervisory
competence. Although his reports are sketchy by
today’s standards, he did his best to make a scientific
record of everything which was unearthed during his
period of excavation—it may be that only very small
items “disappeared” while he was present. Meir, there-
fore, seems to be the least likely of the possible prove-
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nances for these statues. At the excavation sites Kamal
visited only irregularly, however, the tale is very differ-
ent. No publication at all exists for these, and it is not
surprising that a large number of objects found their
way onto the antiquities market, either through
Khashaba himself or the private enterprise of his men.

Vandier considers the Walters Art Gallery statues
to be stylistically inferior to those from Assiut that he
had examined.® He seems, however, to have confined
his comparisons to those statues excavated by Chassinat
and Palanque in the period up to 1903 and now in the
Louvre, Paris, and the Egyptian Museum, Cairo.” These
statues are of a remarkably high quality by any stan-
dards, and compared to them the Walters statues are
indeed inferior. In 1907, D.G. Hogarth conducted a
single season of work at Assiut. Rather than investigat-
ing the larger tombs already dealt with by Chassinat
and Palanque, he directed his attention to those of the
lesser inhabitants of the district. During these excava-
tions, he turned over a great number of tombs and sent
a large quantity of material to the United Kingdom.
Much of it, including twenty-seven wooden statues, still
awaits publication.!” A comparison of the quality of the
workmanship, the style, and the range of these pieces

Fig. 3. (left) Map of
Middle Egypt show-
ing the area from
Dairut to Deir el-
Ganadla.

Fig. 4. (right)
Stepping female,
wood, from Assiut,
Copenhagen,
National Museum,
no. 13969.

Fig. 5. Detail of
Figure 4.

with the group in the Walters Art Gallery suggests that
the latter also originated from Assiut.!!

A wooden statue of a woman in the National
Museum, Copenhagen (fig. 4), bears a striking simi-
larity to the Walters figure under discussion.!'? This
statue was presented to the National Museum by the
Ny Carlsbergfondet in 1958. Purchased from a Swiss
art dealer, its previous history is unknown, but it was
said to be from Assiut. It was published in 1960 by
Buhl, who says that the statue originates from an un-
known tomb at Assiut, and should be dated, along
with two others in the British Museum, to the Twelfth
Dynasty.!* Those in the British Museum come from
Hogarth’s excavations and have, therefore, a secure
provenance and associated objects by which they can
be dated. The Copenhagen statue is a stepping female
wearing a heavy tripartite wig and a sheath dress.!*
This dress has no upper bodice indications; it cannot
be shown to exist by the hemline because the lower
part of the statue (below mid-calf) is missing.
However, the presence of cloth covering the legs is
confirmed by the fact that the legs are not separately
carved, even though the left leg is advanced. The arms
are pegged into the shoulders by internal dowels and
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Fig. 6. Stepping female, wood,
from Assiut, London, the
British Museum, no. 45193.

Fig. 7. Detail of Figure 6.

hang parallel to her body with the tips of the out-
stretched fingers reaching the level of the knees. The
hands are very beautifully carved with much attention
to the detail of the fingers and nails, although the
white paint that would have covered the fingernails
originally is now completely gone. Again, the quality
of the carving of the statue gives the impression of
movement, and, just as in the Walters Art Gallery stat-
ue, the torso is carved from a single piece of wood.
The wig is parted in the middle, and the striated hair
falls straight down onto the breasts and back, covering
the ears, but not the shoulders. The ends are bound,
as indicated by diagonally carved lines on each stria-
tion. The hair is pulled back slightly at the temples,
and the figure wears a headcloth under the wig (fig.
5). The general condition of the statue is excellent, al-
though there is some damage to the left-hand side of
the wig in front, and a large filled crack down the
back. The figure was originally covered in a thin layer
of yellow paint or gypsum, of which many traces re-
main, and there are traces of black paint on the brows
and eyes. In the corners of the eyes some white traces
have survived. The extant height is 48.5 cm, slightly
larger than the Walters statue.

The similarities between the two statues may be
more than coincidental, although the Copenhagen

statue is of slightly better quality. It is possible that
both were produced within a very short time of each
other, possibly in the same workshop, and that they
both came from the Middle Kingdom necropolis at
Assiut. To support the attribution to Assiut, I would
draw attention to the similarity of these figures to BM
45193, Idy-Keky (fig. 6), which was excavated by
Hogarth at Assiut.!® This statue wears a heavy tripartite
wig with bound ends, and a headcloth is visible in the
center of the forehead (fig. 7). In contrast to the
other statues, Idy-Keky’s wig is plaited, and she wears a
fillet drawing it back from her face. She wears a sheath
dress, indicated only by the hemline. The arms are
held parallel to the body, and the outstretched fingers
reach the level of the knees. The left leg is advanced.
On the basis of its known provenance, the piece can
be dated to the Twelfth Dynasty.

Consideration of a statue, now in the Brooklyn
Museum (fig. 8), may help in determining a more pre-
cise date.'® The woman wears a similar wig to that of
BM 45193. Here it is difficult to be sure whether the
statue wears a headcloth under her wig, as a large
blob of plaster obscures the relevant spot. This could
be accidental overflow from the wig, or the effects of
the passage of years on the original decoration. Her
wig is held back from her temples by a fillet. In this



case, the wig has been carved as a separate piece and
is dowelled into the head of the statue. Her left leg is
advanced and she stands on an inscribed base. Her
dress is again a simple sheath, but this time enough of
the original painting of the bodice remains for us to
be able to discern its shape (fig. 9). Straps form a
trapezoidal pattern with the top of the dress, a feature
which appears from the Eleventh Dynasty on, replac-
ing the V-form of the Old Kingdom. The gap between
the straps increased and the straps themselves often
became wider as the Middle Kingdom progressed.!’
Although the straps on the Brooklyn statue are fairly
narrow, the trapezoid they form is wide enough for
the piece to be dated to the second part of the Twelfth
Dynasty.'8

The evidence that points to a late Middle
Kingdom date for both the Walters statue and that
from the National Museum, Copenhagen can be sum-
marized as follows:

— The wearing of a headcloth under a full tri-
partite wig appears to be confined to the Middle
Kingdom. All datable examples so far collected
confirm this.

— The style of the tripartite wig, striated or plait-
ed with bound ends drawn back from the fore-
head or tied back from the temples with a fillet
appears to be of the Middle Kingdom. This is
again confirmed by the dateable statues so far
collected.

— The straps of the dresses on those statues on
which enough painted bodice decoration remains
form a trapezoid on the chest. The size of this in-
creases towards the end of the Middle Kingdom.
The example closest to the two statues under dis-
cussion is the statue from Brooklyn which has
been dated to the late Middle Kingdom.

— Their most likely provenance is Assiut, given
the date at which they first appeared on the mar-
ket and the information supplied at the time,
coupled with the excavation circumstances. The
arguments of Steindorff and Vandier that the
statues are not of high enough quality to come
from Assiut are negated by the finds made by
Hogarth.

— The dating of the statues to the New Kingdom
must be dismissed and the statues assigned to the
Middle Kingdom, probably the second half of
the Twelfth Dynasty.

University College
London

Fig. 8. Stepping female, wood, unknown provenance, Brooklyn, the
Brooklyn Museum, no. 86.226.11, gift of the Ernest Erickson
Foundation.

Fig. 9. View of the back of Figure 8.

Notes

A letter stating that the statue Nationalmuseet 13969 was excavated
at Assiut or Meir by Said Bey Khashaba between 1910 and 1914, and
was on display in his museum until 1957, has recently been found in
the archives of the National Museum Copenhagen (personal com-
munication from Dr. Elin Rand Nielsen). Since Meir is excluded for
the reasons discussed above, we can now be sure that this statue
does indeed come from Assiut.

I would like to express my thanks to those museum curators whose
help and encouragement have made this article possible, especially
Dr. Ellen Reeder of the Walters Art Gallery, Mr. W.V. Davis and Dr.
A.J. Spencer of the British Museum, Mr. Sgren Dietz of the National
Museum, Copenhagen, and Mr. Richard Fazzini of the Brooklyn
Museum. I am also most grateful to Dr. D.M. Dixon of University
College, London, for his invaluable criticism of the manuscript.

1. This is not an unknown phenomenon, cf. Cairo, Egyptian
Museum, JE 49633 (an unpublished female offering bearer from El
Moalla); London, British Museum, no. 45193 (fig. 7); Copenhagen,
National Museum, no. 13969 (fig. 5); etc.

2. Again, this is a very common method of portraying the dress, cf.
London, British Museum, no. 45193 (fig. 6); Cambridge, Fitzwilliam
Museum, no. 4318-1943; Boston, Museum of Fine Arts, no. 72.4128;
Copenhagen, National Museum, no. 13969 (fig. 4); Brooklyn,
Brooklyn Museum, no. 86.226.11 (fig. 8); etc.



3. G. Steindorff, A Catalogue of the Egyptian Sculpture in the Walters
Ant Gallery (Baltimore, 1946), 45, no. 125, pl. XVIIL.

4. J. Vandier, Manuel d’Archéologie Egyptienne 111: Les Grandes
Epoques: La Statuaire (Paris, 1958), 438.

5. Vandier, Manuel III, 158: “On peut étre assuré, en tout cas, que
les statuettes de Baltimore n’ont pas été exécutées a Siout. Le style
est trés different, et la comparaison avantage, sans aucun doute,
Siout. On peut donc, mais sous réserves, attribuer a Meir le groupe
de statues. . .”

6. This he did in a series of articles published from 1911 onwards.
7. Annales du Service des Antiquités de UEgypte, 15 (1915), 177.
8. See note 6 above.

9. E. Chassinat and Ch. Palanque, Une campagne de fouilles dans la
nécropole d’Assiout, Mémoires publiés par les Membres de I'Institut
Francais d’Archéologie Orientale du Caire, 24 (Cairo, 1911); cf. J.
Harvey, “Some Notes on the Wooden Statues from the Tomb of
Nakht at Assiut,” Gottinger Miszellen, 116 (1990), 45-50.
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published by M.-L. Buhl, “En fornem aegypterinde,” Fra
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the excavations are still unpublished.

11. See the forthcoming publication of my thesis “A Typological
study of Wooden Statues from the Old and Middle Kingdoms,” for
further discussion of this point.

12. Copenhagen, National Museum, no. 13969.

13. M.-L. Buhl, “En fornem aegypterinde,” 38—44. Buhl illustrates
one British Museum piece (BM 45193, fig. 3, p. 41). I believe the
second to be BM 45057, but this is a guess on my part as nowhere
does Buhl give the inventory numbers of either statue.

14. Further publications of this piece include: M.-L. Buhl, 100
Masterpieces from the Ancient Near East (Copenhagen, 1974), 53-54,
no. 44; W. Seipel, Agypten: Gotter, Griber und die Kunst—4000 Jahre
Jenseitsglaube 1, (Linz, 1989), no. 85b.

15. Hogarth’s Tomb XXXV at Assiut.

16. Originally published in Handbook of the Minneapolis Institute of
At (Minneapolis, 1917), 26; and further by R.S. Bianchi in The
Collector’s Eye. The Ernest Erickson Collections at the Brooklyn Museum
(Brooklyn, 1987), 103.

17. Vandier, Manuel 111, 258. The feature is already present on the
Eleventh-Dynasty female offering bearers from the tomb of
Meketre. See Cairo,. Egyptian Museum, JE 46725, and New York,
the Metropolitan Museum of Art, no. 20.3.7, although the angle
formed by the straps is very slight.

18. Vandier, Manuel I11, 258. Bianchi, The Collector’s Eye, 103.

PHOTOGRAPHS: figs. 1, 2, Baltimore, Walters Art Gallery; figs. 4,
5, Copenhagen, the National Museum, Dept. of Near Eastern and
Classical Antiquities; figs. 6, 7, London, the British Museum; figs. 8,
9, Brooklyn, the Brooklyn Museum.



Goddess Riding a Goat-Bull Monster:
A Ceres Zodiac Gem from the Walters Art Gallery

Etta M. Saunders

This article identifies the subject of a Walters Art Gallery
gem, previously described as “goddess riding a goat-bull mon-
ster.” The goddess is recognized as Ceres through iconograph-
ic associations of grain and cornucopia. Her anomalous
mount, the goat-bull monster, is identified as a zodiac symbol
with agricultural connotations, and as such is clearly related
to Ceres.

here is an engraved gem with an unusual subject
in the Walters Art Gallery in Baltimore, Maryland.
It is an intaglio executed in yellow sard of wide oval
shape, % inches in length and mounted in a gold ring.
The gem is in good condition with no fractures or
chips. It was acquired before 1931, when the collection
was given to the city. The museum has identified the
subject of the gem as a goddess riding a goat-bull mon-
ster, and has placed it in the first century A.D. (fig. 1).!
The image, based on its impression, is that of a
woman, facing left and seated side-saddle on an ani-
mal that comprises the foreparts of a goat (left) and
bull (right). The goat is executed in profile; it has a
high arched neck, a delicately formed head that is
held close to its neck, and two forelegs that are held
high to indicate a prancing or running motion. The
bull is executed with its torso and neck in profile, and
its head in three-quarter view; whereas its neck, torso
and leg proportions are nearly the same as the goat’s,
its legs are not held as high as the goat’s and thus indi-
cate only a running motion. The scale of these ani-
mals to the woman is not realistic. If she were shown
standing by them, their heads would reach approxi-
mately to her upper thigh—the size of a large dog.
The woman’s body is executed in three-quarter
view, and her head is in profile. She holds a stalk of
grain in her right hand and cradles a cornucopia in
her left arm. The cornucopia has three round objects
coming out of it that are possibly fruits. Her hair is
gathered into a roll at her forehead and then pulled
back into a knot at the nape of her neck. Her sleeve-

less chiton is drawn closely over her torso and gath-
ered just below her breasts. Beneath this point, the
cloth falls in generous folds, and drapes to reveal her
legs. Her mantle appears to have fallen around her
lap. Although the drapery is executed realistically, its
folds do not accurately reveal the contours of her
torso and legs.

These figures appear against a neutral background,
which provides no context within which to place their
activity. However there is a name inscribed in Latin
letters along the perimeter of the gem: ALBANI.

The unusual qualities of this gem, revealed in its
description, suggest several points for exploration: the
nature of the goat-bull monster and its significance;
the identity of the goddess, the significance of the
items she carries, and her relationship to the monster;
whether other gems with similar subjects exist; the
date of this gem; and the nature of the inscription.

The goat-bull monster in itself is an unusual
motif, but it has precedents. The combining of two an-
imals in such a manner is first seen in the Greek
Archaic period in a series of Greco-Phoenician gems
found in Cyprus that date to the sixth century B.C.
(figs. 2 and 3).2 The subject on both these gems con-
sists of two joined winged bull foreparts. These bull
foreparts are typical of orientalizing gems of this peri-
od found in Cyprus, where the style and subject are
oriental, while the treatment of the subject is Archaic
Greek.? Figure 2 has been identified as an astrological
talisman associated with the sign of Taurus.* Thus, we
can say that the motif has its origins with Phoenician
influences in the Archaic period and is associated with
the zodiac sign of Taurus in the East.

Gems whose subject is the joining of foreparts
from two different animals are rare, known to me only
from two more Archaic gems and one from the
Roman imperial period. They involve a variety of ani-
mals.> One Archaic gem shows a goat and a lion as
joined (fig. 4), the other a lion and a boar (fig. 5),
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Fig. 1. Impression of a sard intaglio, Goddess Riding on a Goat-Bull

Monster, Baltimore, the Walters Art Gallery, no. 42.459.

Fig. 2. Carnelian scarab, Two
Winged Bull Forepanrts, Paris,
Bibliotheque Nationale,

Cabinet des Médailles, no. 295.

Fig. 3. Carnelian scarab, Two
Winged Bull Foreparts, [from
Zazoff, Die antiken Gemmen, taf.
25, No. 6].

Fig. 4. Glass scarab, Goat-Lion
Whirligig, Oxford, Ashmolean
Museum, no. 1941.1198.

Fig. 5. Carnelian scarab, Lion
and Boar Foreparts, London, the
British Museum, cat. no. 650.
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while the Roman Imperial gem combines a bull and
goat (fig. 6).% The Imperial gem is of particular inter-
est, for it has the same two animals as the Walters gem
and dates to the last quarter of the first century A.D. In
this case, Zwierlein-Diehl states that the goat repre-
sents Capricorn,’ suggesting that the goat-bull
forepart combination must also have astrological
significance. Since Capricorn is associated with
December, and Taurus is associated with April, the
Walters gem spans the months from December to
April, which is the growth season for the fall planting
in Greek agriculture.®

The identification of the goddess and her rela-
tionship to this agricultural zodiac sign must now be
addressed. This goddess is one who has mixed iconog-
raphy. She holds the grain and cornucopia associated
with Demeter/Ceres (figs. 7 and 8), yet she is depict-
ed as riding both a goat and a bull. This riding motif
is associated with two different goddesses: Aphrodite
Epitragia, who rides a goat (fig. 9), and Europa, who
rides a bull (fig. 10).°

Europa, a maiden abducted by Zeus in the form of
a bull, was taken to Crete, where she bore him three
sons, married a local king, and later came to be wor-
shipped as a Cretan earth-mother.!® The fact that
Demeter/Ceres is also an earth-mother makes it rea-
sonable that she would be also shown riding a bull.
Indeed, Demeter is known occasionally to be identified
with the earth-mother of Crete.!! The strongest support
for this association is a gem from a Boeotian cult that
depicts Demeter-Europa, riding side-saddle on a bull,
holding poppies, corn, and a cornucopia (fig. 11).12

Thus, the goddess in the Walters gem can be
identified as Demeter/Ceres through the iconography
of the grain, the cornucopia, and the bull. However,
she is not just riding a bull; she is riding a goat as
well.!® As discussed earlier, this Capricorn-Taurus zo-
diac coincides with a December through April agricul-
tural season. Association of this symbolism with an
agricultural goddess such as Demeter/Ceres is reason-
able. Indeed, Zwierlein-Diehl suggests that the goat-
bull zodiac in figure 6 could be associated with the
protection of Ceres for the prosperity of crops, partic-
ularly grain, after harvest in November and for the
harvest festival.!* If this pair has such a strong connec-
tion with Ceres even when she is not present, then the
Walters gem must certainly depict Demeter/Ceres
with her symbol.

Finally, since Demeter/Ceres is usually depicted as
standing or seated (figs. 7 and 8), and it is physically im-
possible for two animals whose foreparts are joined in
opposite directions to move, there is a possibility that



Fig. 6. Carnelian intaglio, Bull and Goat Foreparts, Vienna,
Kunsthistorisches Museum, no. IX B 943,

the goddess is not riding an animal but is seated at a
throne that has symbolically become these two animals.

Surprisingly, there are other gems with similar
goddesses and zodiac subjects. Not including the goat-
bull zodiac (fig. 6), there are fifteen other gems of this
genre recorded in other collections. One of these, in
the Thorvaldsen Museum in Copenhagen (fig. 12),5 is
a near twin of the Walters gem. The two differ only in
that the Thorvaldsen goddess holds the goat’s left horn
in her right hand, instead of grain. Fossing records
fourteen examples: eleven pastes in Berlin with the
same subject as the Baltimore and Copenhagen gems,
some with the goddess holding corn/grain in her right
hand; a gem in the British Museum with a goddess
standing on Ares and Taurus while holding a flower(?)
and poppy seed vessel; a gem with a goddess seated on
Capricorn while holding a trident and dolphin; and a
gem with Demeter, also on Capricorn, holding a possi-
ble libation bowl and scepter.16 Finally, a nineteenth-
century woodcut depicts a gem with Fortuna
Primigenia seated on Capricorn while holding a tri-
dent and dolphin (fig. 13).

Thus, there appears to be a series of gems with
like iconography and subject matter. Within this
group, figures 1, 12, and 13 are also similar in overall
appearance, with similar hairstyles, poses, and drapery
transparency. However, subtle differences in the treat-
ment of drapery point to different artists. The bottom
edge of Fortuna Primigenia’s chiton (fig. 13) is treat-
ed as a series of flaps,!” while the Thorvaldsen goddess
(fig. 12) wears a chiton whose bottom edge seems
fringed, and the chiton of the Walters goddess (fig. 1)
ends in regular folds. Further, the Thorvaldsen god-
dess is seated with her knees apart, which causes hori-

Fig. 7. Chalcedony scarab, Demeter (standing, holding grain), Paris,
Bibliothéque Nationale, Cabinet des Médailles, no. 254.

Fig. 8. Drawing of a sardonyx, Fortuna [Demeter] (seated, holding cor-
nucopia, with three stalks at her feet), current location unknown [from
King, Antique Gems and Rings, pl. XXXV, no. 2].

Fig. 9. Sardonyx cameo,
Aphrodite Epitragia, in the col-
lection of Lorenzo de’ Medici,
Naples (as of 1843), [from
Lippold, Gemmen und Kameen
des Altertums und der Neuzeit, 24,
taf. XXIV, No. 5].

Fig. 10. Onyx cameo, Europa
on the Bull, London, the British
Museum, cat. no. 3425.

Fig. 11. Drawing of a sard,
(Demeter-) Europa, current loca-
tion unknown [from King,
Antique Gems and Rings, pl. VII,
no. 1]. The same gem is repro-
duced in a drawing in Farnell,
The Cults of the Greeks 111, 221,
pl IVa.

zontal stretch lines in the fabric between her legs,
while the Walters goddess is seated with her knees to-
gether as depicted by fold lines which follow and em-
phasize the contour of her left leg. The Walters places
its gem in the first century A.D. and Fossing calls the
Copenhagen gem “Graeco-Roman.”®

To narrow these dates down more, it is customary
to examine the material, shape, carving style, and mo-
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Fig. 12. Impression of a white paste intaglio, Goddess on a Goat-Bull,
Copenhagen, Thorvaldsen Museum, no. 723.

tifs of the gem. Since the stone is sard, and this materi-
al is popular through all periods of antiquity, it is not
possible to derive a date on that basis.!¥ The wide oval
shape of the stone does however place it firmly in the
early imperial era. Since that era is noted for its artists’
ability to carve skillfully in any style they wished —
whether classical Greek or Hellenistic—what remains
to be examined is not its carving style, but hairstyle.

Demeter/Ceres’ hair is gathered into a roll at her
forehead and then swept back into a knot at the nape
of her neck in both the Walters gem and in the two
other gems that closely compare. This hairstyle is also
found on portrait gems of women in the Augustan era
(figs. 14 and 15).2° Of particular interest is the por-
trait of Antonia, the wife of Nero Drusus, a woman
who lived from 36 B.C. to A.D. 37 (fig. 15). In light of
the gem’s Roman date, the goddess should be called
Ceres instead of Demeter.

The final question to be addressed is the sig-
nificance of the inscription around the perimeter of
the gem. Three possibilities, but no definitive explana-
tion, can be offered. First, that the gem or its associated
cult is from Alba Longa or Albania.?' Second, that the
family name of the Roman owner was inscribed on it
rather that the artist’s name, as was customary.?? Finally,
that the name is that of the wealthy Renaissance Albani
family, who collected classical art in Rome, and might
have had their name inscribed on the gem if it was in
their possession.?* Without evidence of a Roman Albani
family or any indication that the gem ever belonged to
the Renaissance Albani family, it is most likely that the
inscription describes the cult’s location.
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Fig. 13. Drawing of a sardonyx intaglio, Fortuna Primigenia (possibly
Demeter/Ceres), current location unknown [from King, Antique Gems
and Rings, pl. XXXV, no. 3].

In conclusion, the Walters gem, previously known
as “goddess riding a goat-bull monster,” has been
identified as Ceres, seated side-saddle on a Taurus-
Capricorn zodiac symbol (or possibly seated at a
throne symbolized by the zodiac signs). The sig-
nificance of this zodiac lies in its association with the
fall agricultural cycle and thus the protection of the

Fig. 14. Impression of a carnelian intaglio, Portrait of a Woman, New
York, the Metropolitan Museum of Art, Rogers Fund, 1910, no.
10.110.1.



fertility and abundance of the earth and its crops.

The Walters gem belongs to a genre of Ceres zo-
diac gems, which includes the two other similar gems
discussed in this paper, the Thorvaldsen goddess gem
and the Fortuna Primigenia gem. Finally, because of
the Augustan hairstyle depicted on the Walters gem, it
has been dated to the second quarter of the first cen-
tury A.D.

University of Maryland
College Park, Maryland
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An Early Byzantine-Style Gold Medallion Re-considered

Terry Drayman-Weisser and Catherine Herbert

A small enamelled gold medallion decorated with a cross-in-
wreath and two cross-topped orbs in the collection of the
Walters is generally cited as one of the two earliest-known ex-
amples of Byzantine enamelling. In this new study, puzzling
aspects of its iconography and style inconsistent with its sup-
posed mid-fifth-century date, including the anomalous tri-
partite form of the orbs, have been investigated. In addition,
technical study and analysis raise questions concerning the
circumstances of the medallion’s manufacture and early
Byzantine date.

I ncluded in Henry Walters’s bequest of his collec-
tion to the public in 1931 was an extraordinary fili-
gree enamelled gold medallion (figs. 1 and 2).!
Because it was acquired through an unknown dealer,
the previous history of the medallion is unclear. This
unique object, catalogued as an early Byzantine impe-
rial dress ornament? due to its iconography and the
four holes pierced around its periphery,® is decorated
with an image of a cross in the center of a wreath,
which in turn is surrounded by alternating twelve-
petalled rosettes and lozenges with scrolled ends.
Below each arm of the central cross hovers a tripartite
globe surmounted by a small cross. Following its inclu-
sion in the exhibition Early Christian and Byzantine Art,
organized by the Walters in 1947,* the medallion re-
ceived its first substantial scholarly treatment in a 1960
article by Philippe Verdier.® Since then the medallion
has figured prominently in studies by Marvin
Chauncey Ross, Klaus Wessel, Angelo Lipinsky, David
Buckton, and Gunther Haseloff.%

The Walters medallion has been dated to the
early Byzantine period on the basis of its iconography,
and more specifically to the mid-fifth century because
of its similarity in technique and conception to an ap-
parently fifth-century filigree enamelled gold medal-
lion in the Cabinet des Médailles in Paris (fig. 3).”
The depiction of two globes on the Walters medallion
has been interpreted to represent the Eastern and

Western empires before 476 when the last Western
Roman emperor was deposed.® The Paris medallion,
first published in 1900 by M. Ernest Babelon,® was
dated by Richard Delbriick in 1913 to ca. 450, based
on its central design, a repoussé bust of an empress.
He noted a close correspondence between this re-
poussé bust and a distinctive portrait on a solidus of
the Empress Licinia Eudoxia, who was the wife of the
Western Roman emperor Valentinian III and who
bore the imperial title Augusta from 439 to 462 (fig.
4).1° This dating has been traditionally accepted.!!
Although the Walters and Paris medallions differ in
subject, the similarities are so striking that either the
two medallions are products of the same workshop
(or are by the same hand, as Buckton concludes!?) or
one was made in imitation of the other.

One of the similarities between the Walters and
Paris medallions is that both are decorated in the fili-
gree enamel technique, whereby a thin layer of enamel
is applied within the boundaries of filigree wire deco-
ration. The enamel is below the level of the filigree wire
and is therefore not polished. This technique should
not be confused with cloisonné or champlevé enam-
elling. In the cloisonné technique strips of metal are
soldered onto a back plate forming cells that serve as
partitions between areas of enamel. The metal cells are
filled with enamel, which is then ground and polished
down to a level surface. In the champlevé enamel tech-
nique design areas in a metal plate are gouged out and
filled with enamel.!”® The filigree enamel technique
dates from ancient times and was employed in ancient
Greece almost to the exclusion of other enamelling
techniques,'* while the Romans favored the cloisonné
and champlevé techniques.!® Ross cites the Walters
and Paris medallions as examples of early Byzantine fil-
igree enamelling reminiscent of that found on Greek
jewellery, which he says clearly demonstrates “that the
old traditions had not completely vanished from the
Eastern part of the Empire.”¢
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Fig. 1. Enamelled gold medallion, no. 44.304, obverse, Baltimore,
Walters Art Gallery.

Fig. 3. Enamelled gold medallion, obverse, Paris, Cabinet des
Médailles.

The most recent comprehensive iconographic
study of the Walters medallion began in conjunction
with a technical study of the piece by the Walters
Division of Conservation and Technical Research.
Walters curator of medieval art, Gary Vikan, brought to
the attention of the authors a stylistically related work
appearing in Vladimir de Griineisen’s 1930 catalogue
of his collection of early Christian and medieval art (fig.
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Fig. 2. Enamelled gold medallion, no. 44.304, reverse, Baltimore,
Walters Art Gallery.

Fig. 4. Solidus of Licinia Eudoxia, obverse, London, British
Museum.

5).17 Since Vikan noted that de Griineisen’s collection
included a number of suspicious pieces, this close stylis-
tic correspondence raised questions about the Walters
medallion. De Griineisen described his object as a gold
Byzantine pendant medallion from Asia Minor dating
to the twelfth or thirteenth century, and decorated in
blue and white enamel and filigree. While by no means
identical, and seemingly seven centuries apart, the two



Fig. 5. Enamelled medallion [after V. de Griineisen, Art chrétien
primitif du Haut et du Bas Moyen-Age, Paris, 1930].

medallions share certain features of technique and dec-
oration, particularly the unusual form of the cross
arms, whose tips curve back on themselves to form spi-
rals, rather than ending in projecting serifs, typical of
Byzantine crosses (fig. 6). Since the current location of
the de Gruneisen cross is unknown, no further compar-
isons could be made; however, a study was initiated to
focus on the origins of the Walters medallion.

At the 16th Annual Byzantine Studies Conference
held in Baltimore in October 1990 the authors of this
paper questioned the authenticity of the Walters
medallion based on technical and iconographic in-
consistencies. It is important to review and elucidate
our concerns for two major reasons:

1. Since there are relatively few unquestioned early
Byzantine objects with imperial associations, this “im-
perial dress ornament” has a significant influence on
the way the public and the scholarly community view
the period it represents.

2. The medallion plays an important role in the histo-
ry of enamelling. It has repeatedly been characterized
as one of the two earliest extant examples of
Byzantine enamelling, the other being the Paris
medallion.!® Although other early works have been
cited as Byzantine filigree enamel, such as the late
sixth- or early seventh-century gold pendant cross dec-
orated with enamelled birds in the Dumbarton Oaks
collection (fig. 19),' it is worth noting that stylistically
and technically the Walters and Paris medallions ap-

Fig. 6. Silver cross from Hama, no. 57.641, Baltimore, Walters Art
Gallery.

pear to form a category unto themselves, for which no
close parallels in the early Byzantine period exist. If
the Walters medallion is not authentic, further exami-
nation of the closely related Paris medallion becomes
imperative, and the fifth-century date for the earliest
known Byzantine enamelling must be reconsidered.

Due to the importance of the Walters medallion,
both historically and technically, this paper will re-exam-
ine the medallion in the light of iconography, tech-
niques, and materials in search of evidence which would
support or deny its early Byzantine date. A paper by Dr.
Julian Henderson, formerly Research Fellow at the
Research Laboratory for Archaeology and the History of
Art, Oxford University, on the analysis of the enamels
used to decorate the medallion follows this paper.

Iconography

Verdier’s interpretation of the iconography of the
Walters medallion centered on the twin tripartite
globes or orbs surmounted by small crosses placed
under the cross arms. According to his hypothesis,
which has not heretofore been challenged, the medal-
lion was intended to enrich an imperial garment, pos-
sibly a diplomatic gift.2 The orbs would thus allude to
the shared rule of an emperor and co-emperor, or an
emperor and empress. The tripartite form of the orbs,
Verdier believes, is explicated by a literary source, the
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Fig. 7. Silver Missorium of Theodosius, Madrid, Museo de la
Academia de Bellas Artes de San Fernando.

Etymologiae of Isidore of Seville (d. 636), which con-
ceives of a circular world map divided in three sec-
tions representing Asia, Africa, and Europe.?!

The iconography of the Walters medallion, con-
sisting of a cross and two orbs encircled by a stylized
triumphal laurel wreath decorated with a round
“jewel” above and clasped by five “ribbons” below, was,
as Verdier also concluded, undoubtedly intended to
connote an imperial context. However, certain aspects
of this iconography cannot be reconciled with the sup-
posed fifth-century date suggested by its close resem-
blance to the Paris medallion. Two of Verdier’s
notions need to be addressed here: first, that the tri-
partite orb symbolizing Asia, Africa, and Europe can
be traced to this period, and second, that the twin
globes can be linked with pre-Justinianic iconography
and refer to shared rulership.?? The body of compara-
tive material from which evidence will be drawn in-
cludes well-known early Christian ivories, silver, and,
chiefly, the extensive series of surviving coins and coin
medallions.

Although the orb or globe surmounted by a cross
(globus cruciger), which signifies the divine basis of im-
perial dominion over the world, as Philip Grierson ob-
serves,?® is commonly an attribute of emperors and
empresses on coins of the fifth century, the depiction
of such a globe as tripartite is a significant anomaly for
this time period. Verdier could not provide a pictorial
example of the tripartite orb, citing only the descrip-
tion of the terrestrial globe divided into three parts in
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Isidore of Seville’s seventh-century writings. A further
difficulty, which Verdier admits, is that under Isidore’s
schema the orbis tripartitus should be divided vertically
in the lower, not the upper, hemisphere, with the
upper (eastern) undivided hemisphere representing
Asia.? It should also be noted that neither Percy Ernst
Schramm nor Josef Deér, in their studies of European
globe symbolism, cites depictions of the tripartite orb
dating to the Roman imperial or early Byzantine peri-
ods.?® It is not until much later in the Middle Ages
that the motif of the tripartite globe becomes com-
mon, examples being found in northern European
manuscripts and sculpture.?

A search for tripartite orbs in a Roman imperial or
early Byzantine context reveals their extreme rarity.
Where the orb is marked with divisions, a quadripartite
scheme, with the two lines crossing vertically and hori-
zontally or in an X-shape, is the norm: as for example
on the globes held by the sons of Theodosius I on the
late fourth-century silver Missorium in Madrid (figs. 7
and 7a).?” The quadripartite divisions presumably rep-
resent the equator and meridian which circle the ter-
restrial globe, dividing it into quadrants.?® Other
examples, to select only a few of the best-known, include
a leaf from a mid-sixth-century Constantinopolitan
ivory diptych with the figures of the Virgin and an

7a. Detail of the Missorium of Theodosius [after A. Grabar,
Byzantium, from the Death of Theodosius to the Rise of Islam, London,
1967].



angel holding a quadripartite globe, now in Berlin,?
and the early sixth-century Murano diptych leaf in
Ravenna, on which angels at the top corners, flanking
two angels supporting a cross-in-wreath, display quadri-
partite globes (figs. 8 and 9).3° As one would expect,
these images reflect coins and medallions of the peri-
od, on which the quadripartite orb is frequently fea-
tured, held by an emperor or by the figure of Roma
(the female personification of Rome), as on a gold
medallion of Honorius dating to about 405 (fig. 10).3!
The sole representation of a tripartite orb as-
cribed to the early Byzantine period or earlier found
during this research is a bimetallic medallion of the
emperor Numerian dating to 284 preserved in the
British Museum. This medallion portrays the bust of
the emperor holding a tripartite orb surmounted by
an allegorical Victory (fig. 11).%2 The globe is divided
in the upper hemisphere, as are the globes on the
Walters medallion, and not as in Isidore’s conception.
However, the Numerian medallion raises problems of
its own. Several variants are known whose obverses, a
bust-length portrait of Numerian holding an orb and
an eagle-tipped sceptre, are nearly identical except for
the markings on the orb. The reverses occur in two
types: one depicting an adlocutio (Carinus and
Numerian addressing their troops) and the other rep-
resenting the female personifications known as the
three Monetae (metals).3® In 1912 Francesco Gnecchi
recorded five surviving examples of the Numerian
medallion with the adlocutio reverse, including the one
in the British Museum, the only example that he re-
produced in his book. He does not specify whether
the remaining examples depict a tripartite or other
type of orb. However, the orb on medallions of
Numerian is also found in the more expected quadri-
partite form with the lines crossing horizontally and
vertically and with stars placed in the quadrants, as on
an example from the Biblioteca Apostolica Vaticana,
which displays the three Monetae on its reverse (fig.

Fig. 8 (right). Ivory diptych leaf, Berlin-Dahlem, Staatliche Museen
Preussischer Kulturbesitz.

Fig. 9 (below). Detail of a five-part ivory diptych leaf from Murano,
Ravenna, Museo Nazionale.
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Fig. 10 (right). Gold medallion
of Honorius, reverse, London,
British Museum.
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12).** Plain versions of the orb are also known, al-
though some of these may once have had markings
which are now worn away.* Further complicating the
issue is that the lines on the tripartite orb on the
British Museum example have been subjected to some
“improvement,” according to John Kent (formerly
Keeper of Coins and Medals, British Museum), al-
though he does not believe they were fundamentally
altered.”® He cites only one other possible tripartite
orb, in addition to the Numerian medallion, namely
on a bronze medallion of Maximian, who reigned
from 286-310.*7 Gnecchi’s reproduction of this
medallion, however, fails to convince that the globe is
indeed tripartite.

Verdier’s second proposal, that the use of the
double globes alludes to co-emperorship, is likewise
difficult to accept, given the exis<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>