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Preface 

Ever since irs origins in 1938 as rhe]ournn.l of the Walters 
!Art Ga/le,y, this annual publication-which incidenrally 

is the oldest continuously published journal of museum 
scholarship in rhe United Stares- has served as a forum 
for the presentation of scholarly and technical research 
related primarily co works of arr in the Walters' collection. 
With the exception of sevei-al special-topic issues published 
in recent years (1996, 1999, and 2000), chejoumnls contents 
have ranged across the entire spectrum of rhe museum's 
encyclopedic holdings, with articles written by both Walrers' 
staff and outside conrriburors. This volume-published co 
coincide with rhe reopening of the Centre Street Building 
following a rnajor project of building renovation and 
colleccion reinstallation--continues the traditional emphasis 
on the Walters' collections. At the same time, it is a focus 
issue in char most of the articles gathered here result from 
arr historical and conservation studies undertaken in 
preparation for the reinstallation of the collecrions of 
Ancient, Medieval, Lace Medieval/Early Renaissance, and 
[slamic arr and Manuscripts and Rare Books. 

The renovation of the Centre Street Building, along 
with certain adjacent areas in the Palazzo, began in earnest 
in August 1998, when the galleries were cleared of their 
exhibits and interior spaces gutted. Yet already for several 
years before the actual onsec of heavy consuucrion, the Walters' 
staff responsible for collections had sea.reed co plan for the 
eventual reinsrallacion of the works of art in reconfigured 
and refurbished galleries. Curators and ochers developed 
an overall scheme co cell the story of fifcy-five cenruries of 
arr history from the ancient world co the modern era, 
formulated insrallarion concepts for specific collection 
areas, and-mosr painstaking of all-selected rhe objects 
and devised object groupings. Ln many insrances, chis 
process involved forays into the recesses of storage areas 
and the discovery of many exciting works of arr char, while 
long catalogued as part of the museums holdings, had 
never attracted sustained curatorial or scholarly attention. 

Some of the most dramatic discoveries were made within 
the Egyptian collection, now widely regarded as among 
the most significant in North America, with particular 
suengrhs in Middle Kingdom and Lare Period sculpcurc. 
Boch famil iar objects and newly recogni1..cd ones in turn 
raised issues of scholarship and inrerprcrarion across the 
entire range of the collections and inspired a spare of 
research projects, with works of an studied and evaluaccd 
from a variety of perspectives. The museum's conservators, 
under che leadership ofTerry Drayman-Weisser, Director 
of Conservation and Technical Research, also plarcd an 
acrive role in the development of the collection reinstallarion 
and in specific research projects, including the analys~ of 
materials and techniques, as well as in the rrearmenr of 
objeas selected for reinsrallarion. Throughout the rcinsral­
lacion project, members of the museum's curatorial ,ind 
conservation divisions worked together closely, reaffirming 
a long-standing Wake.rs' rradirion of produaive and colk-gi.,J 
collaboration benveen curators and conservators. 

The articles in chis volume of the joun111I arc the fruir 
of collaboration on two additional, and very imporrant, levd.s.. 
From the outser, chc broad scope of rcinscallacion-rclaccd 
collecrion research involved colleagues at ocher museums 
and universities who concribured cheir scholarly and tech­
nical expcrcise cowards the understanding of Walters' objt.'Cts. 
The participation of a number of these consulmncs was 
made possible through the generous support of public and 
private granring insticucions. The Walre~ is pleast.-d-and 
most graceful- to lisr here rhe names of all chose, within 
the museum and beyond, who took pan in colk"-rion 
research projcccs, as well as che funding organizauons. The 
new insrallacion of the collcccions is che culminacion of 
years of sustained effort and activiC), as act~ccd ro by che 
insights into Walters' painringi, sculpturo. manmcript\, 
and objecrs of aJl kinds presented in the following pag~. 

- Marianna Shrt'Ve impson, Volume Editor 
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A Greek Statuette in Egyptian Dress 

CAROL BhNSON 

An ttnusunl bronze statuette in the Walters' collection stands 
in an Egyptian pose and hm Egyptian features in its dress, but 
i.s East Creek in its style. The rmprovenanced work's tantnlizing 
hints of stylistic cross-influences between Egypt and the northern 
cities of East Greece prompts a review of relevant art historical 
and nrchaeologicaL evidence on this topic. While not conclusive, 
detailed stylistic analysis supports the attthenticity and 
importance of the work. which has its closest parallels i11 ear!J 
fifth ceutury B. C , small-scale works ftom the Troad 

One of the roughest challenges facing curators roday is 
the critical re-examination of the works in their col­

lections chat, due co the market and collecting practices of 
an earlier era, unfortunately lack the invaluable information 
char accompanies a secure and accurate provenance. To 
perform chis cask with the remarkable antiquities collection 
amassed by Henry Walters is as great an education for the 
eye as for the intellect. 1 

One brorm:sratuette ofa woman (acc. no. 54.970) provides 
an especially inrriguing example of the excitement and 
fruscrarion char accompany chis challenge. The lack of reliable 
information about the origins of chis work is particularly 
regrettable as the staruene is such a rare composite of different 
characteristics char its very authenticity must be investigated 
and cesred; yet its significance, if it could be demonstrated to 
be an original of che early fifth cennuy B.C., would be enom1ous. 
Its primary stylistic characteristics are Greek, and, as a Greek 
bronze figure in Egyptianizing pose and dress, iris almost 
wid1our parallel. Ai1y real understanding of the circumsra.nces 
surrounding the creation and of the remarkable derails of 
the work requires a thorough and careful analysis. 

THE H I STORY OP T H E STATUETTE 

Henry Walters acquired the sracuette, as well as many 
other works of arr, from Dikrarn Kelekian, a prominent 
and active dealer who advised Walters extensively on his 

purchases of anciquiries.1 Reasonably reliable evidence, in 
rhe form of a series of annotated photograph albums puc 
together by Kelekian for Walters, suggests chat che work 
was offered for sale in 1909. These five albums contain 
photographs of objects primarily from the anc ient 
world-Greek, Roman, Egyptian , and Islamic- and were 
sent co Walters when he was considering purchases. The 
firsr is dared 1909; the rest are dated 1911 , 1912, 1914, and 
one larger album inexplicably contains items offered in 
both 1913 and 191 7. Kelekian apparently acquired die 
items in these albwns "on spec" from a wide variety of 
sources and had chem photographed to be offered for sale. 
The phocogcapher is noc identified. 

The photograph of the bronze scamette is labeled sim­
ply "found in Greece." Of course, the use of chis rype of 
phrase by a dealer of Kelekian's character and reputation is 
nor a reliable indicator of the piece's true origin; it could 
easily be a fabrication if Kelekian did noc know the source 
(especially if he acquired it from another dealer) or if he 
did not choose co let his source be known. 

AN EXAM I NATI ON OP T H E WORK 

The scatuene (figs. 1-4) was published by Dorothy Kent 
Hill in 1949/ bur has since received scanr attention. ft is 
solid-cast and stands 13.6 cm. call. The head of the figure 
is dioroughly Greek in style, widi custinctively "Ionian," or 
East Greek, features typical of the late sixth to early fifth 
centuries B.C. The stance, however, is an Egyptian one: it 
has d1e stiffly frontal pose characteristic of Egyptian figures, 
die legs and feet encirely straight and tightly drawn together. 
The right arm of the figure is al.so stiffly verri.cal and held 
straight by her side. Her hand is clenched in an Egyptian 
manner. Her left arm is broken away above the elbow and 
appears co have been drawn slighdy forward and away 
from the body. The existence of corrosion along rhe break 
indicates chat the damage occurred in antiquity. 
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Figs. 1-3. Bron1.e stan1ctte of a maiden, 500-480 ll.C. Baltimore: Walters Art Museum, acc. 110. 54.970. 

Below the knees of the figure, an irregular line marks 
a disconrinuiry in the bronze. The lower pa.rt of che garment 
and the legs and feet are smooth, with no decorative derails 
added. On the figure's proper right side, just above the 
garment's hem, is an irregular cavity partia lly filled with 
lead. The boccoms of the feet have been filed smooch in 
modern times, making it impossible co determine whether 
metal cangs originally extended below them. 

This lower section has been identified by Walters' 
conservators as a dumsily achieved, cast-on repair, rhe dare 
of which cannot be determined! T he metal of the statuette 
has numerous shrinkage cracks and exrcnsive pining, 
leading to the supposition char the craftsman responsible 
was technically inexpert in che casti ng of bronze. One 
explanation for che repair might therefore be chat rhe 
scarucrre was incompletely cast originally, wich che casting 
ending below the knees, and a repair char was less derailed 
than the main body of the figure was case onto the partial 

8 

scaruerce in anriquicy, in order to complete ir. ' Or ic is 
possible char a casting flaw led co a break in chis :m.-a at a 
lacer dare, and chat the lower parr of che figure was case 
onto che staruerce co make a damaged srmucnc more 
"whole" and thus more saleable. Pending scientific resting 
of the conrenr of the metal alloys of rhe upper and lower 
castings may give us additional information about whether 
the rwo sections of the sraruene could have originated in 
the same workshop. 

The figure also combines derails of Greek and Egyptian 
dress, as if a Greek anise wished ro emulate an Eg)•prian 
"look" buc was confused about the com.-cr arrangement of 
Egyptian garments. What appears co be a chin, hon-sk'\.-vt-d 
undergarment is visible over 1he breasts, cmbellisht-d wirh 
closely sec vertical striations. This is covered by a chin 
mantle rightly draped and fastened in a horizontal c.inch 
just below the breasts. Running down the sido of cht' 
sleeves arc chc button-fastenings charactcr~tit of an Ionic 



Fig. 4. Bro01,e srntuerre of a maiden (top of head). 

garmenc called a chiton. Three decorative bands ac che 
neckline echo a rypical Egypcian-scyle banded collar or 
necklace. The back surface of che piece is noc as well pre­
served as the front; iris basically smooch, alchough we can 
still sec the lines that conrinue che bands around rhc neck, 
as well as incisions near rhe shoulders that resemble the 
"suspender" effecr of rhe simple linen garment worn by 
Egyptian women. 

The figure's hair is combed rightly arow1d the head; 
ir is gathered up from the nape and bound in a wide band 
of fabric. Ar cl1e front, locks of hair are formed into rhe 
discincrive Rarrened, semicircular curls worn over the temples, 
known as "side-curls," thac are characrcristic of works in 
che Ionian sryle of rhe lace sixth and early fifth century B.C. 

A detail of the tap of the piece (fig. 4) shows char these 
curls are pulled over the band at che front. 

The crJ.nial and facial characteristics of the Walters' 
figure are also typical of rhe "Ionian" scyle. The head is 
shaped like an egg, with irs axis running from the chin co 
che back of the crown. The eyes are almond-shaped and 
adapted ro the curved surface of me head, giving chem a 
somewhat slanted appearance from the front. The face is 
oval, wich a sweet and demure expression, marked by high 
cheekbones and a small mouch that curves into a slight 
smile as cl1e chin projects forward. 

PLACING THE STATUETTE IN CONTEXT 

As one of che few small-scale figural works ro combine 
Greek and Egyptian stylistic characceriscics, che Walters' 
statuette finds its closest parallels in a small group of works 
discussed by Klaus Parlasca in his study of Archaic Greek 
scaruecces from Egypc.6 Parlasca looked at works in d1e Greek 
scyle char were found in Egypt, and d1at were believed co 
have been mat1Lifactured there as well. These include 
small-scale scaruerces of nude kouroi, including a fine 
example in Cairo carved in "alabaster," now recognized as 
gypsum, wich many parallels from Naukratis.' A remarkable 
faience shawabti figure of che lace sixth century B.C. wich a 
distinctly Greek bearded head, from Saqqara, now in me 
Cairo Museum, is an even more intriguing example of rhe 
mixture of Greek and Egyptian characceristics.8 

Parlasca also included in his discussion a small bronze 
statuette of a Greek youch wearing rhe Egyptian kilr chat 
was found in Vonitsa in Akama.11.ia in Greece and is now 
in Dresden (figs. 5-7).9 This is the only Greek bronze scar­
uette of a man co wear Egyptian dress, alchougb a handful 
of Cyprior bronze figures also wear the Egyptian kil.r.10 

These have recently been analyzed by Glenn Markoe as 
reflecting a special case of Phoenician transmission of 
Egyptian morifs t0 Cypriot patrons a11d arcisans.11 

The Dresden stamette, which cannot be dared more 
precisely than the second half of che sixth cenrw-y B.C., is 
actually part of an implement, perhaps a mirror support, 
as the Aaccened details of che back, with a hole for a river 
attachment ac me neck, indicate. The relatively Lmrefined 
male figure sta11ds in the pose of a kouros, wich his left leg 
advanced before his righc. 

Parlasca suggested that the works he discussed were 
che produces of a Greek workshop located in Naukratis 
chat was under heavy East Greek influence. 12 While th is 
hypothesis may be correct, ic is difficult to substantiate, 
especially for the works found outside of Naukracis. We 
have no information on how the Dresden bronze came to 
be made and how ir came co Vonitsa, and ics somewhat 
coarse features offer few leads. By conrrasc, che Walters' 
statuette clearly contains detailed and specific scyliscic 
characteristics char indicate ics possible origins in che 
nonhern region of Ease Greece. 

The ha.irscyle and head-covering worn by the Walters' 
statuette are unusual, but they have parallels in works from 
northern Ionia and Thessaly. A head from Arrax in Thessaly, 
while exhibiting me somewhat lacer facial characteristics of 
che second quarter of the fifth century, is a dose parallel, 
wich both the wide headband and che flat cu rls at the 
cemples. 1J The famous relief from Pharsalos in Thessaly 
now in me Louvre, crafted slightly lacer (mid-fifth cenrwy 
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Figs. 5-7. Bronze scatuerre of a male wearing Egyprian kilt, second half of the 6th ccnrury B.<. Dresden: SkuJprurcnsammlung. Sra.ulichc: 
Kurmsammlungen, acc. no. Z.Y. 2626. 

B.C.), has a similar but more elaborare head-covering char 
catches up the hair in che back.'"' Thessaly was strongly 
influenced by Ionian scyles in chis period, as is clear even 
from chese examples. Two more examples from the northern 
lonian sphere include the Kore from the Akropolis thar is 
believed to be Chian in style if not in origin (Akropolis 
675), has a similar facial structure, and is dared ro 520-5 10 
B.C.1

\ and a coin from Lampsakos, on the northwest coasr 
of the Troad, a cicy wid1 close ries co Mileros and Phokaia, 
dated co 500-490 B.C. The coin's obverse depiccs a janiform 
head of a woman with very similar facial fearures; her hair 
is botLnd by a chin band and has Aac curls ac the temples.11

• 

The stylistic features of the Walters' stacuene indicate 
an origin among the artistic centers of Ease Greece (the 
region of Greek setclemenc along the west coast of modern­
day Turkey.) We unforrunarely srill know lirde about the 
majority of these centers, due co historical circumstances 
(see below) and the limited cxtenr to which the sites have 
been excavated. A terracotta banqueter from rhe Troad (rhe 
region near Troy in the northwestern region of modern-day 
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TLLrkey), now in The British MusetLrn (fig. 8),1 has a scrikingly 
similar facial structure and smile co rhe W,,Jcers' piece. An 
Archaic terracona protomeof a woman from Sardis in The 
Merropolitan Museum of Art (fig. 9), comes from a comb of 
the Lydian period called the "Stele Tomb," after che Greek 
marble stelae char Aa11ked d1c encrance.'x !rs fuciaJ foacurcs 
have many similarities with the Walters' bronze. Dating co 
the early fifth century B.C., it has been rhoughc co indicate 
conracr.s berween Lydfa and the Easr Greek cicy of Rhodes, 
an important Greek trading center on the southern co~t. 

G REEK - EGY PTIA N CONTACT IN TH E 

S I XTH A N D F I FTH CENTUR I E B .C. 

Parlasca's article reflects che fact char the traditional focal 
point for scholars interested in Egypt's relations wirh 
Greece in the Archaic period has been chc important sice 
ofNaukratis on che Canopic branch of the Nile. This w .1~ 

the Greek trading scrrlcmcmt rh:11 handled the major com­
mercial rransaccions bcrwccn the Egyptians and GR"t'.lu. ' 



Fig. 8. 1crracocra figurine or n reclining lxmquccer fi-om the Troad, e:irly 5d, cencwy B.C. London: The British Museum, acc. no B 113. 

Herodocos' passage identifying ch.e cmes that 
founded che sanctuaries of Naukraris (Hdc. 
2. 178) is our best source of information 
about che principal Greek cities active here; 
he cells us char the Aeginecans built a tem­
ple co Zeus, che Samians one co Hera, and 
rhe Milesians a temple in honor of Apollo. 
In addition, the largest sancruary in 
Naukraris, the Hellenion , was built by che 
joint efforts of the Ionians of Chios, Teos, 
Phokaia, and Klazomenai, che Dorians 
of Rhodes, Knidos, Halikarnassos, and 
Phase! is, and the Aeolians of Myrilene. 
It is rhis sire that presented the most 
frequent and commonplace opportu­
nities for direct contact becween che 
two cultures. As is weU known, how­

seccJemen t other than char of mercenaries ro chis 
one sire during che Archaic period.2° 

T h e lack of informat ion on t h e 
original context of the Walters' statuette 
precludes its placemenc within che 
tremendously valuable body of material 
known as "Aigypciaka": the Egyptian 
and Egypcianizing artifacts chat have 
been excavated from Greek archaeologi­
cal sites. This material was originally 
published by J. D.S. Pendlebury in 1930, 
and has been updated twice in more 
recent times, by Richard Brown in 1975, 
and again, in an exhaustive treatment 

by Nancy Skon-Jedele in 1994, which 
catalogued more than 5,000 objects.21 

ever, the Egyptians were wary of the 
Greeks, maintained a cighr control over 
Greek crade, and limited any Greek 

Fig. 9. Terracorca female procome from Sardis, 
ca. 500-480 B.C. New York: The Mccropolican 
Museum of Arc, acc. no. 26.164.8. 

The number of true Egyptian 
arrifacts char reached Greek lands 
is substantial, bur che objects are 
primarily small icems-faje.nce 
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figurines, small vessels, scarabs, and beads-that circulated 
th.rough rrade. We now know that both Naukraris and 
Rhodes had factories thar produced small fuience articles 
in the Egyptian manner to satisfy a demand for these artifacts 
among Greek curiosity-seekers. Scarce but slowly mounting 
evidence from the major East Greek sanctuaries, from 
scattered Greek sites, and from Lydian contexts jusr east of 
Greek terrirories is also beginning to indicate tl1ar Egyptian 
influences were strongly fclr in Archaic Greek cenrers other 
than Naukraris. 

All of the bronze artifacts discussed among the 
"Aigyptiaka" are pw-dy Egyptian in style. When Pendlebury 
first published the material, the known bronzes were limited 
to a statuette of a Scared Horus from Athens and a small 
Apis bull found on Samos.21 Subsequent excavations 
revealed only a few additional examples-a si milar Horus 
scaruette from Argos and a mirror from Perad1oraz1-uncil 
the spectacular finds from the Sanctuaiy of Hera at Samas 
changed rhe picture encirely.24 With one excavation, me 
number of Egyptian bronzes from Greek sites had jumped 
from a handful ro more man 140, encouraging scholars co 
hope for similar riches from future excavarions at East 
Greek sites. Jn recent years, the list has bee.n expa11ded by 
a bronze Isis and a falcon-headed implement from rhe 
excavations at Mileros and a bronze sitztla from Samos.2~ 

The Egyptia11 bronze statuettes excavated in the 
Samian Sanctuary of Hera (Heraion) have been identified 
by Ulf Ja11 rzen as belonging co the Kushi re period of the 
twenty-fifth dynasty, that is, ca. 719-656 B.C. 21

' A notable 
number of these sraruerres are of women, including a very 
fine standing figure of rhe goddess Neich (figs. l 0- 12), 
another of the goddess Mur, and several naked female ngu.res 
wearing a polos headdress and witl1 separately formed and 
accached arms.27 They are thought co have been imported 
into Samos shortly after their manufacture in Egypt. Thus 
our picture of che Heraion on Samas in the Archaic period 
must now iodude numerous very fine Egyptian works 
dedicated in the sanctuary, as weU as works of Near 
Eastern origin, also published by Janrzen,lll a situation 
unparalleled at any other Greek site. 

The Egypcian goddess Neirh was a deity of war and 
hunting, especially revered in Lower Egypt, her principal culr 
center being located at Sais, home of me kings of the rwenry­
sixth dynascy, the period between 664-525 B.C The sraruerre 
of the goddess excavated ar Samos (figs. I 0-12) wears the 
red crown of Lower Egypt and ai1 incised broad collar 
necklace inlaid wim copper, as well as a thinner-like garrm:nr 
covered by her falcon-wings, also indicated by incision. Her 
seance is fronral, with her left foot only slightly advanced 
before her right. Her righc hand hangs straight by her side, 
while her lefr arm is bcnr at d1c elbow with her hand lifted 
forward. Botl1 hands are pierced ro hold attributes. 
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A comparison between this statuette and the Walters' 
maiden is revealing for the works' stylistic differen~. 
While the Egyptian Neirh exhibits rhe frontal stance and 
stiff leg position typical of many sraruerces of c.he goddess, 
closely imitated in tl1e Walters' piece, the heads of the 
figures are each fully representative of me very different 
cultures that produced them. The expressive, large-featured 
Egyptian face of Neith, witb the strongly outlined eyes and 
protruding ears, contrasts with the distinctly Ionian Greek 
shape of the head of the Walters' statuette. Moreover, the 
oval face, the shape of the eye, the lighr-hearred expression 
with high cheekbones, small mouch, and projecting chin, 
as well as the rrearmenc of rhc hair and head-covering, arc 
all characrerisrics mar belong co East Greece and n:lacecl 
northern Greek settlements. 

The Walters' scaruerre can be dared between 500 and 480 
B.C., a period of turmoil and upheaval in rhe region, as the 
advancing Persian empire now extended co the edge of che 
Aegean. Under Persia11 rule, Ionia fell wichin the samtp)', or 
region, administered from Sardis. Because of chc upheaval and 
the fucr char the Ionian people were subjugated ro the Persim , 
we know few derails of lonian life in this period, and have no 
comparable bron7,e staruettes co compare to the Walrcrs' work. 
Bur the movement to revolt against Persian domin:u.ion, which 
was ro have dire consequences for the region, had begun. 

The Walters' bronze poincs toward a greaLer communi­
cation and cross-influence between Egypt and the northern 
region of Ease Greece than cxcav:ued evidence currently 
supports. Thar a similar exchange cook place on Rhodes 
and on Samos, che formidable trading powers ro tl1c south, 
has long been recognized. The stimulus of crade ~ the 
driving force behind tlus cul rural inrcraccion, a.nd Naukram 
was nor the only sire where chis was caking place; an 
imporranr trade roure between EgypL and Greece followe<l 
che coastlines of Palestine, Phoenicia, and Asia Minor. 

The Egyptian dedications ar major East Greek sanctu­
aries may also have had a greater culmral impact rhan has 
previously been recogni1.ed, but there is only one cxr.1m 
Egyptian scone sculprure dating from chc twency-ftfch or 
Menty-sixrh dynasties (between 750 and 525 B.t.) excavated 
from an Aegean context; it is a bartered fragment of an 
Egyprian scone head, less man halflife-sizc, found near the 
cemple of Athena Polias ar Kamiros on Rhodes. It is hope<l 
chat continuing excivacions chroughouc che region will 

yield further valuable evidence. 
The writings of the early Greek hiscorian Herodoto, 

also lend support. Herodocos cells us chat che Ero'Ptim 
king Amasis dedicated cwo wooden images of himself 10 

Hera in Samos, during che rime of the amian tyranr 
Polykraccs, ca. 540 ll.C. (Hclr. 2 182). I le also mentions 
dedications by Amasis at a Greek sanctuary ac Lindos on 
Rhodes, and another at Cyrene on the north coa.~c of Africa. !ID 



Figs. l 0- 12. Egyptian brom.c st'.uuerre of Ncith, from the Heraion ar Samos, ca. 700 ll.C. Athens, Deucschcs Archaeological lnscirur. 
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FIN AL ASSESSMENT 

The Walters' statuette represents a powerfully poignant 
example of the challenges fu.ced by modern curators. This 
odd and intriguing work, both literally and figuratively a 
pastiche of different elemenrs and sryles, potentially represenrs 
a rare material example of culrural dialogue. The works of 
art from the region and period with which it is associated 
are few and little-known, largely due to the coll of military 
campaigns waged for dominance over this fertile and srrace­
gically located region. If its origins could be definitively 
ascertained, the importance of d,e piece would be staggering. 

Has the statucrte been too compromised by its obvious 
modifications to be considered authemic? It would take 
more information rhan we now have to damn it as a fu.Jse 
creation. Most of the comparanda for the piece were not 
known, many not yet even excavated, by 1909, the date the 
piece was apparently offered for sale co Henry Walters. The 
excavations tbac yielded the Egyptian bronzes in the 
Sanctuary of Hera at Samos did not begin unril I 91 0; most 
of the bronzes were not found before rhe I 920s and not 
publicly announced w,cil rhe 1950s. The Dresden brom.e 
was nor published unril 1921; Parlasca's article appeared in 
1975. Our general knowledge of East Greek styles was still in 
ics infancy in the late 1920s, when Ernst Langlmz published 
his Fn:ihgriechische Bildhauerschulen (Early Greek Sculptural 
Schools) in Ni.imberg in 1927. Thus it is conceivable bur 
very unlikely chat a fu.Jse creation combining these dernils 
could have been made by I 909. The corrosion patterns of 
the metal, including rhe break surface of the proper left 
arm, while it cannot confirm the dating, are consiscenr 
with manufacture in antiquity. 

The relatively smood, back of me piece is also inconclusive. 
Terry Drayman-Weisser, Head ofConservarion at the Walters, 
suggests that it could have been smoothed over in modern 
times, which means we cannot determine whether the lack 
of incised detail .is original or is due co greater weamering 
and corrosion of this side. As already noted, the case-on 
repair, if that is what ir is, of the lower part is remarkably 
crude in comparison to the resL of the work and may be 
rhe rcsulr oflarer modificacion. Such questions about possible 
alterations need not cloud the assessment of the piece, 
however, since we already know chat ic passed through a 
dealer's hands ca. 1909. 
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The lively grace and remarkable delicacy of the piece are 
rhe best argument for irs aumenricity, as are its discincrivc 
East Greek srylistic elements. Knowledge of an early twenrieth­
cencury workshop producing forgeries of chis kind , or 
scientific testing chat proved there is a modern compone111 
to-the alloy of the upper part of the work, would serclc the 
matter. Ar present, we muse deeply lament the circumstam.-es 
that have led co the loss of the work's original provenance. 
At the same time, however, we can care.fully note ics oddities 
while celebrating its unique qualicies and me suggestion of 
stylistic interrelationships rhaL the piece rcprescnrs. 
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A Technical Examination of Three Ptolemaic Faience Vessels 

Y UN H U I MAO 

A technical examination was perfom1ed on three Ptolemaic 
faience vessels currently in the Walters' collection. The study 
revealed that in addition to traditional technology. the production 
of Ptolemaic faieuce vessels incorpomred innovations rhnt were 
significant in the development of foience manufacture in Egypt. 

r-r1he Walters Arr Musetun ~ an outstanding Egyptian 
.l fuience coilea:ion, with a rocal of about 260 pieces daring 

predominaccly from che New Kingdom (1550-1070 B.C.) 

through the Roman period in che early first century A.O. 

Among these works is a small group of rwenty faience 
vessels and vessel fragments made in che Ptolemaic period 
(330- 30 B.C.). Ptolemaic faience is distinctive from earlier 
works produced in pharaonic periods. This group's particular 
fearures comprise design elemenrs of boch Egyptian and 
foreign types arranged in a series of friezes, a characteristic 
light green overall glaze, and subcle surface decorations 
enhanced by two-cone glazes in concrasting colors. 

The manufacturing mechod for chis type of Prolemaic 
faience vessel has nor yet been srudied choroughly.1 For chis 
technical examination, three Ptolemaic faience vessels in 
che Walters' collection were selected based on their overall 
scylisric representation of che period. 11,e aim was ro identify 
che consrrucrion techniques and che materials used in the 
production of Ptolemaic faience and co compare the 
results m earlier faience. The comparison indicated chat 
che faience made in the Ptolemaic period incorporated 
rradicional Egyptian faience technology with innovations 
&om ocher cultures and was essential to che advancement 
of faience manufacture in Egypt. 

THREE PTOLEMA I C VESSELS 

The chree Ptolemaic vessels included in chis sn1dy were a 
bowl (acc. no. 48.367), a rhyton (acc. no. 48.368), and a jar 
(acc. no. 48.370) (figs. 1-3).2 Henry Walters purchased all 

cl,ree in che early J 920s from Dikran Kelekian, an arc dealer 
bast.xi in Paris and New York.' Boch rhe bowl and d1e rhycou 
were formerly in che MacGregor collection, which was 
sold at Socheby's in London in 1922. All three pieces dare 
from between 300 B.C. and 200 B.C. 1 Their specific prove­
nance is not known, however, many examples of chis type 
of Ptolemaic faience were found in cl1e Nile Delea region 
in Egypt.' 

During the Pcolemaic period (which coincides with che 
Greek Hellenistic period), Egypt was ruled by a dynasty of 
Greek origin. Greek and ocher foreign influences were 
apparent in che stylistic changes in Ptolemaic faience. For 
example, the shape of che rhycon originated from che Near 
East. 6 The su rfuce decoration combined rradicional Egyptian 
designs with foreign ones. Many foreign decorative motifs 
inspired by Near Eastern and Greek tradition/ such as 
rosettes, palmenes, griffins, garland-and-bow designs, and 
dancing figures, were used repeatedly on Ptolemaic faience, 
including che rhree Walters' vessels. 

Alcl,ough most of rhe design elements appear raised 
on cl1e surface in low relief, some a.re recessed, which creates 
an interplay of positive and negative images. For example, 
the leaf panerns in cl,e Walters' bowl are recessed, but the 
braid pattern below and me wave pattern above are in low 
relief The garland-and-bow design on che rhyton is recessed, 
and che griffins are in low relief In all three vessels, the 
series of friezes are arranged in alternating broad narrative 
bands wicl1 narrow ornamental borders. Because both cl1e 
rhycon and che jar are enclosed, they have only exterior 
surface decoration. The bowl is visible on bocl, sides and is 
decorated on both the interior and cl1e exterior. 

None of the three vessels has survived intaet. The rhyton 
is missing its top rimR and che lower chird is restored. The 
jar is missing a small handle, which would have been located 
just below che mouth, and a large pare of ics rim is restored. 
The bowl has been extensively restored, as more chan half 
of ics original surface is missing. 
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Fig. L Ptolcinaic fu.ience bowl. Baltimore, Walrcrs An Mu5eum, acc. no. 48.367. 

TEC H N I CA L EXAM I NAT I ON 

The manufacruring med1od for rhesc Ptolemaic F.uence vessels 
was determined by visual exami narion under a microscope 
and with xeroradiographic imaging (a technique chat will 
be described later). The idenrification of materials used co 
produce these vessels was based on a recent technical srudy 
of similar types of Ptolemaic faience fragmenrs in the 
Walters' collection.? 

CONSTRUCT I ON 

Visual examination revealed thac these Pcolcmaic faiencc 
vessels were mold-made.11

' All of chem had rclacively thin 
vessel walls: the maximum thickness of che bowl measured 
only 2 mm. In addition co chc d1inncss of rhe ves.5cl walls, 
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the low relief decorarions on the surface were exuemch 
shallow and subcle. The inreriors of both che rhyron and 
the jar exhibited irregular and IWTipy surfaces, which indie11L-<l 
chat both were made by pressing the semi-malleable raw 
fuience body inro a mold or molds wirhouc mooching ,1fo:r­
wards. The d1inncss of rhe vessel walls, rhe subtle surface 
relief, and the interior irregularity were all characrcrbtic of 
mold-formed vessels. 

These visual observations were further confirmed by 
the xeroradiographic imaging. Xcror:idiography, 11 a non • 
descrucrivc examination technique capable of dcu.'t.nng 
minor differences in radiodcnsicy of olid objcct.s, i often 
used to study the conscrucrion of ccramio. When a 
xeroradiograph is rakcn of a ceramic objccr, join~. se1ms, 
air bubbles, inclusions, and the orientation or the c~mmic 



Fig. 2. Ptolemaic fuiencc rhyton. Balcimo re, Walter.; Arr Museum, 

acc. no. 48.368. 

body (such as throwing ridges) can easily be seen. f n all 
three vessels studied, neither concentric ridges associated 
with wheel ruming nor a specific orientation of the body 
materials were evident.12 Also, xeroradiographs of these vessels 
illustrated numerous large air bubbles in the body. The air 
bubbles were seen as black holes (fig. 4). This indicated 
char the body was made of a non-plastic material, which 
was hard co manipulate and thus trapped air bubbles during 
the kneading process. T he non-plastic narure of che raw 
material would have made it im~ible for chcsevessels to be 
created on a wheel. All of this evidence led co the conclusion 
chat these objecrs were mold-formed. 

According co the xeroradiographs, borh the rhyron 
and the jar had joint seams. Their enclosed and complex 
shapes indicared char they were made from a multi-step 

procedure. The jar was made of cwo sections and joined at 
the widest point. The joint seam was visible co the naked 
eye upon close examination. The mouth was a continuous 
parr of che cop section. The Aac base on the bottom was not 
added on, but created ar che same time as the lower section 
in che mold. The handle of the jar is now missing; however, 
based on the observation of another Pcolemaic jar (48.378) 
in the Walters' colleccion with its handle intact, che handle 
was probably formed by hand and then arrached. 

The rhyron was also made in two sections, which were 
joined just above che garland-and-bow design. Tn chis case, 
the joint seam had been smooched and was nor visible co the 
naked eye. However, it can be seen easily in the xeroradio­
graph (fig. 4). The joint area is less dense chan the rest of 
the faience body, thus ic is seen as a dark circular band. 

Like the shape of the vessels, the low relief surface designs 
were also created in the same molds as part of a single seep. 
The designs were probably carved out into the mold. For 
simple and repetitive decorative elemencs like rosettes, a 
scamping technique may have been employed. When the 
vessel was pressed onco the mold, the design was chen 
transferred to its surface. The shallow depression in the mold 
corresponds co the low relief on the vessel. Because there 
are no surviving Ptolemaic faience molds,'~ iris difficult to 
know exactly how the recess designs are achieved. The 
recess designs, such as the garland-and-bow pattern on the 
rhyron, could have been made either in the mold or carved 
directly on tl1e surface. After the piece was taken our of the 
mold, the final details and designs, like the dotted lines 
with tapered ends around the garland-and-bow design on 
the rhyton, were likely enhanced through carving and/or 
incising with pointed tools. Indeed, rhe edges of some 
decorative motifs are extremely sharp and crisp. 

Unlike the rhyron and the jar, the bowl was made in 
one step using two molds: an exterior one and an interior 
one. Since both sides of the bowl have relief decorations, it 
seems char the body material was probably placed in the 
exterior mold and tben pressed by the interior one. The 
bowl has two bands of raised yellow docs around the leaf 
pattern (fig. 1). Because these docs are not uniform in size, 
ic was not dear whether they were added by hand after the 
bowl was formed or were created from the interior mold. 
A dose examination of a broken doc revealed that it was 
continuous witl1 the rest of the body. No seam was 
present, as there would have been if the docs had been 
added. Therefore, these raised dots had co have been 
formed in the interior mold. 
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BODY 

The crispness of the designs and the subtle low relief of these 
three vessels are a direct result of the use of an exrremely 
fine faience body. In contrast to pottery, wh.ich is made of 
clay and can be easily thrown on a wheel, faience is made 
from a non-plastic marerial, mainly quarrz. Scientific 
analysis confirmed chat che body of this type of Ptolemaic 
faience consisted chiefly of ground quarrz.14 The quarrz 
was mixed with a small amount of gla1..e, acting as a Aux, 
to promote good fusion upon firing of che vessel. 

Ir has been suggested that sometimes a small amount of 
day was intentionally added ro che quartz body of Faience in 
chis period, which would increase the plasticiry of che body so 
that a vessel could be thrown on a wheel. 1~ However, no day 
component was detected in this particular group of objeccs. '6 

GLAZES 

1n all three Walters' examples, the surface color is achieved by 
cwo layers of glazes (an underglaze and an overall glaze) in con­
uasting pigments. They can be easily distinguished visually 
by the colors used. The underglaze is blue and appears to 
be thick and opaque. le is only present in the recess areas. 
The overall gla1..e is lighr green and is present on the entire 
surface as a final layer. The overall glaze appears robe thin 
and transparent. Tt is abraded and worn, particularly in the 
raised areas. The underglaze has a srronger and darker 
color than the overall glaze, thus emphasizing the design 
elemencs. Upon close examination, at the broken edges the 
underglaze is much thicker than the overall glaze. Scientific 
analysis con.firmed char the underglaze was made of a slurry 
mixrure of glaze and finely ground quarrz, and the overall 
glaze has no additional glaze and is cransparenr. 17 In the 
case of yellow seen on the raised dots, che yellow is acrually 
showing through from the thin lighr green overall glaze. 

Scienrific analyses revealed lhar botl1 che underglaze 
and che overall glaze were made of lead-alkali-siliai mixed 
with meral oxides as colorants. 1" Previous srudies have 
suggested thac the bi-colored surface was achieved by che 
applicaci.on of one layer of glaze char collected in the recesses, 
therclore firing a darker color chan che chinner raised 
areas. 19 In fucr, chere are cwo distinct layers of glazes with 
different composirions.io The main difference between rhe 
underglaze and the overall glaze is in the colorant used. 
Cobalt (predominantly), iron, and probably manganese in 
small amounts were emp.loyed as colorants for blue in the 
w1derglaze. Copper and lead anrimonate were used in small 
amounts as colorants for light green in the overall glaze. 
Lead antimonace alone was responsible for the yellow 
color of the raised docs on chc bowl. 
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Fig. 3. Ptolemaic F.iicncc jar. Balcimon:, \Xf.1ltc:r. Art Museum. 
acc. no. 48.370. 

The glazing process of chesc tl1ree Ptolemaic vessels 
seems co be an applicarion process. There is no evidence: ro 
suggest char they were self-gla1..ed,11 a praccicc common to 
many rradirional pharaonic fuience objecrs or pieces. The 
underglaze was probably applied as a layer of slurry mix.cure 
overall co the decorative surface, chcn wiped off from raist.-<l 
areas so char it would collect only in chc recesses. It would 
be very rime-consuming co fill c:ach individual r1.-cc~s of J 

complex and deculed surface design. In addition. the interior 
surface of the jar does not appear to be glued. Given the 
fact char it would be diHiculc ro wipe away chc underglai.e 
from chc enclosed interior surface of the pr, the interior 
would have been gla7.L-d with the blue undergl.37.C had it lx.-cn 
self-glazed. Finally, an overall rhin layer glaze is applied 
instead of self-glaze, as indicated by rhc drip marks, for 
example. around chc mouch area in chc interior of the jar. 



Fig. 4. Xeroradiogrnph of rhyton. Balcimore, Walcers Art Museum, 
acc. no. 48.368. 

Once che faience vessels were made, they were probably 
fired in a one-firing process.ti 

In comparison to the earlier pharaonic fuience that is 
known to have an alkali-silica glaze, che Ptolemaic faience 
glaze (borh the underglaze and che overall glaze) contains 
lead-alkali-silica.:?3 Only a few ocher Prolemaic Faience samples 
of chis scyliscic cype in other museum collections have been 
analyzed thus fur; those pieces were also shown ro have a lead­
alkali-siJica glaze.H During the Ptolemaic period, lead was 
added to the traditional alkaline glaze intentionally. The lead 
modifies the glaze by reducing its viscosicy during firing and 
creating a smooth surface. The lead also improves the optical 
brilliance of che gl.aze2' and ulcimacely enhances the appearance 
of the object. This development may have been the resulc of a 
narural progres.sion of cradicional Egyptian Faience technology, 
bur ic may also have come from influences outside Egypr. 

CONCLUS ION 

The technological innovations made during rhe Ptolemaic 
period had great significance wichin the chronology of 
4,000 years of faience manufacture in Egypr. In concrast to 
the predominately turquoise-blue faience vessels made in 
earlier periods, Ptolemaic faience had refmed characcerisrics 
in both its appearance and production techniques. The 
motifs used were no longer limited ro the traditional 
Egyptian elements, and a distinct light green glaze became 
fashionable. The use of rwo concrasting glaze colors to 
highlight relief designs appears co be unique to chis period. 
Probably for the fLrSt time, a glaze rich in both lead and 
alkali elemenrs was being produced, marking a deparrure 
from the alkaline glaze used previously. 

Faience is one of rhe earliest forms of glazed ware,2'' as 
early potte1y vvas usually nor glazed. le was nor until the 
Roman era (first century B.C. ro firsr century A.D.) that lead 
glazed pottery began robe produced in the Wesc.27 Unlike 
fuience, wbich has a body made of quarcz, pottery has a clay 
body that is much easier co shape and can be wheel-thrown. 
Lead glaze is much easier co prepare and work with than 
alkaline glaze, and produces higher optical. brilliance.2R As a 
consequence of these difficulties, Faience began co lose i.ts 
popularity, and irs production began co decline as glazed 
pottery became more popular. Falling in the transirion 
period between traditional faience and lead glazed pottery, 
Ptolemaic faience may have laid the foundation for the 
producrion of lead glazed ceramics for centuries co come. 

The Walters Art Musewn 
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The Conservation and Attribution of an Egyptian Sculpture: 
A Collaboration between Conservators and Curators 

LORRAINE TRUSHEIM 

During an NEA-fimded conservation project, collaboration 
between conservators and curators led 10 the attribution of an 
Arnenhoiep If sculpture in the ~'Valtm Art Museum collection. 
The sculpture had a significant amount of restomtion, including 
11 restored nose. After determining it was not nn ancient repnir, 
the restored nose was rnnoved. The conservation treatment 
revet1/ed 01igi11al facial features, which enabled the curntors 
successfully to identify the sculpture. 

J\s antiquities were unearthed from Egypt in the early 
I'\. pare of the twemiech cenrury, the exchange of art objecrs 
between dealers and collectors was frequently left- w,rccorded 
or reduced to a single line in a ledger or journal. There is 01ten 
no information on an object's provenance or condition and 
trearmem upon excavation. In such cases, conservators can 
refer only to genera.I historical accounts of past excavation 
methods and treatment procedures when interpreting an 
object. Forrunarely, in many cases arrifacrs themselves can 
provide dues co their history. Collaboracive efforrs between 
the conservation and curarorial departmenrs frequently 
answer many questions chat wottld ocheiwise go unresolved. 
Such coJlaboration led co the attribution of an imponanr 
Egyptian sculprure in the Walters Arr Museum collecrion. 

The Walters' collection of Egypcian art is considered 
by many to be one of great importance due to its breadth 
and qualicy. Henry Walters (1848-1931) assembled most 
of the Egyptian collection through acquisitions from che arr 
dealer Dikran Kclekian (1868-1951).1 In 1998, a National 
Endowment for rhe Arts grant was awarded to the mllSettm 
to fund d1e conservation treatment of Egyptian hardstone. 
During the cottrse of dus conservation projecr, a black 
granodiorite1 Egyptian head (acc. no. 22.229) that had 
been in storage for many years was brought ro the lab for 
creatmenr, and with it came a question from the curatorial 
department': what king does dtis sCttlprure portray (figs. 1 
and 2)? Li the past, scholars had debated whether this 
piece dated co the eighteenth dynasty (1550-1307 B.C.), 
nineteenth dynasty (1307-1 196 B.C.), or Third Incermediace 

Period (1070-712 B.C.).' As with many ttnidentified 
Egyprian sculptures, nuances in the sculpting of facial 
features can lead co a secure amiburion. Sometimes the 
angle of an eye, the curve of the mouth, or the shape of the 
nose can be revealing. Of comse, it is common to find 
ancient sculptures wich missing or restored noses, and, in 
chis case, the nose had been restored in such a way chat the 
delineation between original surfaces and restoration was 
unclear. Thus the main problem was co determine how 
much of the nose was original. 

Previous damage and repair was confirmed in records 
of a complicated treacmenr hisrory on file in the conservation 
laboratory. The surface of the scone head was carefully 
examined and documented. To help reveal the extent of 
restoration, the objecr was viewed under long-wave ulcra­
violec light. Ultraviolet light examination is a non-destructive 
technique used ro make a visual identification of surface 
anomalies. le is based on the principle chat materials, such 
as resin and glues, have certain fluorescent properties ttnder 
d1is range oflighr and so can be clearly detected. A network 
of fiJ1s on the Walters' Egyptian head Auorcsced an orange 
color (indicative of shellac) chrottghouc the surfuce, especially 
in the area of the nose (fig. 3). 

To determine the actual degree of loss in d1e original 
srone, it was necessary co locate the border between stone 
and restoration material; d1erefore, investigative tests to 
remove the restoration around the nose were done under 
high magnification. Mechanical removal of restoration 
material with a mi.cro-scalpel combined with the use of 
organic solvents showed that the fill extended over a well­
defined join line cl1at circled d1e perimeter of the nose. 
Given the extent of previous damage and repair, a visible 
join at the nose was not in itself problematic; it was the 
artificial, planar nature of the join line that raised questions 
about the authenticity of the e.xisting nose. Was it an 
ancient repair, eid1er by the original sculptor or by another 
sculpror re-carving d1e head for use by a sttbsequenc ruler, 
or was cl1e nose a modern restoration? 
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Fig. I. Amenhotep U with "BlueCrown."The Fromvicwofhcad, before 
trearmenr. Baltimore: Walters An Museum, acc. no. 22.229. 

Two observations immecUacely precluded the likelihood 
of an ancient repair. First, rhe resin adhesive used over and 
in between the join was consiStent with other areas of 
modern restoracion dared co 1939. Second, and equally 
important from a curatorial standpoint, cbe nose was 
scyliscically inconsistent wich comparable examples of 
Egypcian sculpnire. After deliberation, che decision was 
made to remove che nose in order co examine the repair 
more closely. The nose was easily detached from the head 
in one piece by dissolving the resin adJ,esive with ethanol. 
Ir became apparent thac che initial break edge of the nose 
was deliberately carved flat co receive the rear join surface 
of the extant nose. This method of repair was inconsistent 
with ancient repairs seen on other Egyptian sculptures, 
where, traditionally, a modified mortise-and-tenon join 
was used mechanically to arrach an element co a sculpture.' 

Evidence in Favor of the nose being original was che 
fucr char the scone used to carve the nose was similar, if not 
identical, co the scone used to carve rhe head. However, 
another explanation for chis similarity was found on further 
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Fig. 2. The proper right side ofheid, before 1reatmcnr. 

examinacion. During a previous restoracion, a wide diamc:tcr 
core was removed from the underside of the neck, possibly 
to facilitate mounting for installation. While che head 
would have originally been solid and part of a standing 
figure, the neck was now hollow. Ir is quite possible that 
d1e scone cored from che neck was used co carve the no1,e. 

The hypothesis chat the nose was nor original was further 
supporred by a comparison co another repaired nose on a 
sculpnire of Queen Hacshepsuc in the Clt.-vcland Museum 
of Art (acc. no. 1917.976). Dr. Bccsy Bryan, Professor in 
Egyptian A.rt and Archaeology ac The Johm I lopk1m 
University, compared the repair methods on the rwo 
sculptures and found chem co be executed in che same 
fashion. Cleveland's records rrace rhc repair of their sculprun.­
co the workshop of the KaJebjian brochcrs, rwo Armenian 
arr dealers working in Paris during the early pan of rhc 
twentieth cencury. One of che brothers frcqucncly rcpam.-d 
missing noses on antique sculpture. I !is ~ignacurc cylc of 
repair \WS co shave and Aarccn down chc break edge so chat 
rhe new feature could be readily attached. The similarity 



Fig. 3. Outline drawing showing rhc areas of ftll marerial that 0uoresced orange under ulrraviolet light (Line drawing by Lorraine Trusheim). 

between che C leveland and Walters' noses strongly suggests 
char rhe Kalcbjian workshop repaired the Walters' sculpture. 
This objecc was acquired in 1913 through che dealer 
Dikran Kclekian, who had a shop in Paris, as well as in 
Cairo and New York. During his career as a collector, 
Henry Walters made regular trips co Paris, where he would 
visit ocher dealers' shops with Kelekian as his guide.7 Jc is 
probable chat Kelekian knew the Kalebjian brothers, based 
on che proximiry of their shops, the nam.re of their businesses, 
and known inreractions among Armenian dealers.8 

The answer to the initial question of the Walters' 
sculprure's identity relied on the curatorial srudy of the 
facial features, more specifically, their shapes, angles, and 
proporcions. Without the discracti11g restored nose, the 
original fearures could be clearly seen. Based on scyliscic 
fearures, such as almond-shaped eyes, square jaw, and che 
slightly protruding upper lip, rhe head was confidently 
artributed to Amenhotep IJ (1427- 1401 B.C.) .9 This iden­
tification is significant because ir is extremely rare co find 
an example of this eighteenth-dynasty pharaoh wearing 

the "khepresh," or "blue crown." The crown is worn by the 
king in scenes of battle and coronation, and ir first came 
into fashion with pharaohs &om rhc eighreench dynasty.10 

Considering that the nose was a modern rescoracion, 
a decision needed to be made about whether co display the 
head with or without ic. T he resroration detracted from 
the sculptor's original aesthetic because ir imposed a modem 
nose, which was in no way sryliscically accurate, on an 
ancient face. The decision was made co display che head 
without the nose, allowing visicors co view clearly what 
remained of the scuJpcure's original facial features (fig. 4). 

L, addition co the nose removal, further conservation 
treatment was necessary co stabilize che condition of the 
object and co prepare it for installacion in the new Egyptian 
galleries. A report in the conservation 6le describes a major 
repair involving reconstruction of the head after it was 
broken in an accident in 1939. The report a1so refers co a 
previous reconstruction, but the nature of chis damage is 
unknown. As a result of these rwo major repairs, the 
fragments are somewhat misaligned. The 1939 treatment 
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Clockwise from cop ldt: Fig. 4. The fionr view of head. during crcacmenr. showing che removal of the rcscored nose:. ob wdl a.\ the removal of unstable 
cement in area of crown. Fig. 5. The proper right side of head, duri11g rrcacmenr, showing removal of umrable cement from 3rc:L\ of lou. 
Fig. 6. The proper right side of head, during ucatmcnr. showing areas of loss lilled w1ch umed pl.mer of paris. Fig. 7. The proper right \ic.lc of hod. 
after crearm~m. showing fills inpa1med. 
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Fig. 8. The front of head, after treatment, showing fills inpainced. 

used a propricrary product called "Meyer's Cement" ro adhere 
the fragments of the head and fill any losses. Unfortunately, 
this cement contains unstable magnesiwn salts, whid, started 
to migrate co the surface with flucruacions in relative 
humidity and could have caused irreversible harm co rhe 
srone. An important part of rhe conservation treatment 
was, therefore, the mechanical removal of as much of chis 
cement as safely possible with a sharp, micro-scalpel (figs. 4 
and 5). The remaining cement was sealed with Paraloid 
B-72 (methyl acrylate-ethyl merhacrylate copolymer) and 
losses were refilled with rinred plaster (fig. 6). The losses 
were filled co the level of rbe surrounding scone and 
inpainced so that they did nor derracr from che sculprural 
quality of the head (figs. 7 and 8). 

Ac rhe beginning of this project, an Egyptian 
sculpture's attribution was i.n question due co a confusing 
restoration and a lack of documemarion regarding its 
provenance. The exchange of arc historical and teclmical 
information an5'vered an important question, resulting in 
the confident attribution of an Egyptian sculpture to its 
proper period. 

The Walters Arr Museum 
Baltimore, Maryland 
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Inside and O ut: Two Gothic H eads Reveal Their Secrets 
through Technical Analysis 

KFl I Y M. IIOLBERT, DONNA STRAHAN, AND LORE L. HOLMES 

This article considers the recent tedmical analysis of two medieval 
heads of apostles in the \%/tm' coll.ection. One of these heads 
had long been suspected by art historians as being of nineteenth­
century rnanufacture, while the other had never been doubted. 
but was of11ncert11in provenance. Limestone samples taken ftom 
both heads were test.ed using neutron activation analysis, whil.e 
the paint layers of one head in particular were also studied in 
detail. Recent results ftom these tests have thrown new light on 
the heads with regard to authenticity and provena11ce, 
enabling art historians to assign them to their proper place in 
the history of fourteenth-century French sculpture. 

A mong che works of arr chat were re-examined in 
£"\.preparation for the 200 I reinstaUation of the medieval 
collection were rwo problematic heads char had previously 
been daced to the thirteenth or fourteenth cenrury (acc. 
nos. 27.350 and 27.351).1 The place of o rigin of each Jjme­
scone head was uncercaj n, and one of the cwo, which had 
particularly baffied scholars, was even considered to be a 
nineceenrh-cenrury creation. Connoisseurship, or sryliscic 
analysis, had nor been able to resolve these arguments during 
the past fifty years, and so scientific methods of examination 
were called upon co shed some ljght on these issues of 
auchencicicy and provenance. 

The research and planrung phase of the Walters' reinscal­
lation coincided with the activicies of che Limestone Sculpture 
Provenance Project, sponsored by the lncernacional Center 
of Medieval Art at The C lo iste rs, in New York. The 
Walters provided chiny-rwo samples from its collection for 
this project, whose seated goal is co test and analyze the 
composition of medieval limestone sculptures in American 
and French collections. 

O nce collected, the limestone samples are subjected to 

neutron accivatjon analysis ar the Brookhaven National 
Laborntory in U pton, New York.1 T his analytical technique, 
based on studies begun at the Laboratory du.ring the l 970s,l 
establishes the compositional profile (or "fingerprim") of 
limestone by determining the concentrations of rwenry co 
rwenry-four elements presenr in the scone.◄ T he resulting 

data are recorded in the Brookhaven Limestone Database, 
which currently comprises more than 2,200 samples taken 
from sculptures in museum collections and from rnonumencs 
and quarries throughout France. 

T H E P ROBLEM OF H EAD A 

O ne of the Walters' sculptures reseed as pan of chis project 
had caused great debate, both before and after che data 
analysis was carried our. This H ead of an Aposrle (acc. no. 
27.350, figs. 1- 4), which measures I Pis in. (29.5 cm.) in 
height, was acquired by H enry Walters sometime before 
his death in 1931. For the limestone analysis, a small sample 
was drilled from the bottom of cheneck, avoiding all surfaces 
that would be visible when the head is on display. 

The head is carved in che style of the fourteenth cenrury, 
and presumably once formed part of a stanrung figure of 
an apostle of che rype most often seen on the exterior of 
large French cathedrals, such as at Amiens or Chartres. 
T he sculpture, here called Head A, exrubirs a rich, mature 
Gotbjc style, with luxurious hair that forms tight, symmecricaJ 
curls around the face and chin. The full Lips are almost 
pursed beneath the moustache, and tl1ere are slight puffy 
parches under the expressionless eyes. Overall, the features 
are smooth and unlined, giving the face a sense of majestic 
calm. The back of the head (fig. 4), never before published, 
reveals char the head once formed part of a 6gure attached 
co a pillar or anchored i_n a shallow niche. 

For many years, Head A was thought ro have come from 
the church of Sainc-Jacques-aux-Pelecins in Paris, bwlt in 
1319- 24. Five statues survive from this now lost monu­
ment and are preserved in rhe Musee National du Moyen 
Age, Thermes de Cluny.' These statues are noteworthy for 
having been carved by one of the few medieval sculptors 
known by name, Robert de Lannoy, with the help of his 
assistant, Guillawne de Nourriche. The Walters' head was 
attributed m Robert de Lannoy in che 1950s by Philippe 
Verruer, then C uracor of Merueval Art at the Walrers.1• 
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Fig. l. Head of an Apostle, 14th century, limestone. B3lrimore: Walcers 
Arr Museum, a= no. 27.350. 

This anribution remained tenrarive, however, and the head 
was simply described as "French, l4rh century" when ic 
was exhibited at the Philbrook An Center in Tulsa in 1965.~ 
Head A bears only a superficial resemblance, rhough, to the 
more expressive figures from Saint-Jacques-aux-Pelerins, 
with their tilted heads and furrowed brows. The associa­
tion of Head A with Saine-Jacques was therefore discredited 
in 1975 by Fran«y<>ise Baron, a curator at the Musee du Louvre 
who, on the whole, found ljrrle to support the aruiburion 
despite a certain "exuberance" seen in the carving of the heads 
in this group. Furthermore, on the basis of its appearance 
alone, Baron fow1d Head A to be a liccle "suspecr."h 

ln 1981, a seminal exhibicion of fourteenth-century Gothic 
sculpture called Les Fastes du Cothique: le Siecle cle Chnrles \I 
rook place in Paris.'1 In the accompanying catalogue, che 
Walters' head was described as being "generally regarded 
with susp.icion." 10 This view was echoed in the 1980s and 
l 990s by a number of medieval an historians who cx:p~d 
the private opinion char this head was either an outright forgery 
or was carved in rhe nineteenth century co replace a lose 
merueval head on a Frend, monument. In either case, che head 
appeared suspicious ro many scholars, and for rhis reason 
has not been on view ac the Walters for over twenty years. 

JO 

Fig. 2. Head 01 an Aposrfo, detail of fig. I . 

The facr rhar the provenance of Head A is complc1dv 
unknown only cornpow1ds the doubt caused by itl, 51-ylc. 
In chjs instance, as in many others, che museum's curatorial 
files record only rhac che piece was purchased by l lcnl) 
Walters some time before his death in 1931. later notl",. 
added by Verdier in che I 950s, suggcsc chat the head was 
sold co Henry Walters by the renowned arr deaJer Dikr.m 
Kelek.ian.11 This supposition, however, is based solely on 
the knowledge chat Walters is known to h:tve bought 
many pieces from him over the years and char rhree Olher 
Gothic heads were still in Kclck.ian's collccrion when his 
estate was seeded in 1955.11 These heads now belong co 1hc 
Rijksmuscum, Amsrerdam, the Decroir lnscitu1e of Aro, 
and the An Museum of Wellesley College. ' Each has been 
considered suspect, although only the Rijksmuscum has 
publidy acknowledged chat its pie<:e (off vit.-'\v since 1955) 
is a forgery. 1

• The head at Wellesley Colk-gc has also been 
mentioned as a comparison to Head A,'\ although ch1\ 
head differs markedly from the WaJrers' piece by having an 
odd row of double curls along the forehead and a slightly 
worried look below a furrowed brow. Finally, chrcc mon: 
sculprures should be added to chis questionable group on 
the basis of chcir common style of carving-a head in the 



Fig. 3. Head of an Apostle, proRlc. 

Indiana University Art Museum, a standing apostle figure 
in the Royal Ontario Museum in Toronto, and a standing 

aint Paul in the Pitcairn collection of the Glencairn 
Museum in Bryn Athyn, PA. 16 

Although d1e various sculprures of mis group merit 
further study to see if mey share a similar provenance, 
under close examination they do not have many fearures 
in common beyond ead1 head's curly beard and a general 
"Gothic" scyle. Of rlle six, Walters' Head A bears the greatest 
resemblance to the head in me Derroit lnsrfruce of Arrs 
(fig. 6), which is still catalogued at dlar museum as having 
been carved by Robert de La.nnoy, or by a member of his 
workshop. 17 This attribution can be questioned, however, 
as when seen from the side, the Detroit head has me 
Ltnusual and alarming quality of sloping inward at an 
almost 45% angle, making the face appear chinless to an 
exrreme. 1M The Decroir head is also problematic due to a 
number of odler feanires, such as the uneven brows and 
Aar cheeks. Nevertheless, in the 1960s, it ,vas compared co 
Walters' Head A by Richard Randall, Verdier's successor as 
Curator of Medieval Arr,1v who found it to be similar in 
the rreacmenr of dle central curls of d1e beard and in dle 
c-shaped wave of hair covering each ear. In d1e end, these 

Fig. 4. Head of an Apostle, back. 

are the only cwo features dle works have in common, for 
Head A is a more crisply carved piece of sculpcure, wirh a 
clear bone scructme, broad forehead, and greater use of 
tight curls to frame che face. 

What may have inspired the stylistic comparison 
between the Detroit and Walrers' heads is the quality of a 
I 935 photograph of H ead A (fig. 5) that was published as 
recently as 1981 in me caralogue for Les Fastes du. Gothique. 
While che Walters' head does look similar to dle one in 
Detroit when this older phorograph of Head A (fig. 6) is used 
for comparison, the cwo look quire dissim iJar when a more 
recent photograph (fig. 1) is used instead. The difference 
in d1e sculpture's appearance shows bow misleading photo­
graphs can be when dley are not compared directly widl 
the original objects. Head A appears scark and mask-like in 
figure 5, yer in reality it is a warm, Iighr ochre color with 
small imperfections that add texture to dle surface. 

This was the scare of the art historical research when 
the time can1e to cake samples for the Limestone Project. 
Despite all previous doubts, Head A was included in the 
smdy along with the oilier presumed French sculpnires in 
rhe hopes of seeding me question of its aumencicicy once 
and for all. There was scill a good possibility dlac rbe head 
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Fig. 5. Head of an Apostle, phorograph raken in 1935. 

was genuine, and even che catalogue entry in Les Fn.stes du 
Gothique, where Head A is called "suspect," mentions chat 
ic nevertheless has some qualities in common with figures 
from Jumiegcs.zo The figure of Saine James from the 
church of Saint-Jacques-aux-Pelerins also appears dose in 
sryle to Head A, and so Saine-Jacques was not ruled out as 
a possible place of origin.21 A third possibility was the 
cachedral ofNocre-Dame in Paris, and especially the group 
of exterior figures dating to 1250-Go.~z ln Fact, when it 
came rime to provide provenance informarion for the 
Limestone Project, Notre-Dame was listed by the Walters 
as a possible place of origin for Head A based only on the 
fact that chis cathedral had been suggested most recently. 

The sample from Head A was therefore compared 
with the contents of the Project's dacabase, and in 1993 nor 
a single march was found for che limestone. Scone from 
Sainc-Jacques-aux-Pc.lerins was noc a march, and nor, ir 
seemed, was scone from Notre-Dame. The head would at 
this point have been consigned co storage if it were nor for 
the facr chac Donna Strahan, then a conservator in che 
Walters' conservation laboratory, was already studying the 
piece and carefully cleaning irs grimy surface. 
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Fig. 6. Rohen de umnoy, l lead ofChnst, 14th cenrury. limestone. Dt'tru1t 

lnsrimce of Arcs, Gift of Mr. and Mrs. Gt-orgc R. Fink. acl. no. S 1.328. 

L1 1999, the Walters requested char the sample from 
Head A be compared with the concencs or che database at 
che Brookhaven Laboracory for a second cimc, as many new 
samples From monuments and quarries had been added co 
che database since the firsr rest in J 993. By 1999, rhe number 
of samples in the database had reached 2,200. 3 When rhe 
rcsulrs from the second searcl, came back, scaff members at 
che Walcers were please.xi co find char the scone was consistent 
with samples from the quarries char had provided the lime­
stone for che Cathedral of No ere-Dame in Amicns. 

This, however, rumed our to be only a preliminary ~ult, 

as members of rhe Limestone Project subsequently re-.ili,A..-d 
char the compositional profile of Amiens limestone cl~I} 
resembles the fjmesrone found ar another French sice, namcly 
Jumieges, locared just west of Rouen in Normandy. \'<'hen 
che sample from Head A was compared wirh the daraba..c 
for a third time, in February of 2001, ics stone now showtxl 
a reasonable degree of probability of corresponding co che 
limestone char had been used ar the abbey of Jumiegcs. !be 
resemblance of the stone from Head A ro a group of thirty 
samples taken from aposcle figure. and masonry at Jumiego 
(described in greater derail below) is illuscrared in figure 7.r, 
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Fig. 7. Profile ploc showing chat che composition of scone from rhc Head of an Apostle (Baltimore, WaJrers Art Museum, acc. no. 27.350) corresponds 
to tha1 of scone from che Jumieges area in the concenrrncion of thirteen clements. 

This resulr provided new information on where the 
scone for the Walrers' head may have originated. The lime­
stone cesr did noc, however, provide any answers as to 
when chis particular piece or scone was carved. New data 
had co be added to the discussion before the question of 
authenticity could be laid co rest, and before any monument 
or sire in France could be studied for possible art hisroricaJ 
ties co Head A. The information needed co help support a 
medieval dace for the carving or Head A came from the 
on-going cechnicaJ analysis chat was being carried our in 
the Walters' conservation laboratory. 

TECHN I CAL ANALYS I S OF H EA D A 

Head A was first brought to the Walters' lab in an attempt 
to determine its age by scudyi_ng the scone's surface. The 
first step involved a thorough examination or the piece, 
which revealed chat it was complete and without repairs. A 
dose-up view showed dark areas in the carved recesses char 
could be mistaken for dirt (fig. 2). Under examination 
with a binocular microscope, however, it became clear chat 
there were scattered traces of pigment and gilding in 
recesses or the face, beard, and hair. Tt appeared that there 

might be a number otlayers or paint on the head, a discovery 
chat warranted a closer look at the sculpcme. 

Polychromy played an important role in the decoration 
of Gochie architecture and sculpture, although li ttle or chis 
color remains today. Over time the original paint layers 
have aged, Aaked, and been abraded, leaving uneven, dirty 
surfaces. These surfaces were likely washed and repainted 
during periodic restorations that woLJd not necessarily 
have foUowed the original color scheme or, used the same 
materials.16 The cmrent fashion or each period may have 
influenced the d1oice or co.lors and rhe use or gilding co 
embellish the surface. During the nineteemh century, 
much of the older paint was scrubbed off the figures on the 
outsides of churches. Ar times, coo, sculprures were painted 
over with che color of the surrounding stone to hide the 
older residue, or, as was the case with a number or major 
nineteenth-century restorations, the quicker method of 
whitewashing scone surfaces was used inscead.i7 With regard 
co Head A, it is also possible that a dealer applied the gray 
paint before Henry Walters purd1ased the head, but it is 
difficult to tell, as this surface layer is quite fragmenca1y. 

The purpose of exami ni ng che polychromy on Head 
A was co investigate its pigments and ground structure, to 
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Fig. 8. Paine cross section from the hair of! lead A. This sample concains an original ochre ground .md four paint l.tyel'\ (78x m,1gnific.nion). 

identify rhe original pigments used, and ro srudy any 
subsequent paint layers. Based on information gained 
from chis invescigarion, ic was hoped rhac rhe head's original 
coloring could be determined. In addition, information on 
the color composition used for repainting in lacer periods 
might be revealed. Results of the examination also would 
be useful for identifying any pigments chat had been man­
ufucrured in modern times, possibly discounting an early 
date for the carving of rhe sculpture. 

Microscopy was employed ro srudy minute paint samples 
removed fi-om rhe head. Cross sections and dispersed samples 
of painr from rhe face, head, and beard were examined 
using reflected, transmitted, polarized, and ulcravioler light 
microscopy. Biological stains were applied t0 selected samples 
and viewed under rhe microscope in boch visible and ulcra­
violec lighr as an aid in determining rhe painc medium. 
Scanning electron microscopy ($EM), a technique chat 
allows magnificarion far beyond rhar attainable with a light 
microscope, in conjunction with energy dispersive x-ray 
specrroscopy (EDS), was used co identify individual inorganic 
clements present in chc paint layers. The information 
obtained from SEM-EDS analysis confirmed many of che 
findings observed from polarized light microscopy. 
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Fig. 9. Diagram of paint cros-; ~-ccion from the h.iir in fig. 8. 

Ground and first paint layer. 
a. yellow ochre, lc:id whice 
b. white lead 
c. red lc:id, whire lead 

Second repaint: 
d. white lead 
e. ~il\"cr 
f. organic ,oating with 

clemcnh iron. lead. olcium, 
aluminum, \ilica, chlorine 

g. dirt con1.1.imng elcmcnc~ 
iron, lc-.id, c.1lcium, 
aluminum. \ilia 

Third rcpainc 
h. ml lead. c.1lc1um. iron 

Founh rcpainc: 
i whuc le.id. iron 

.... 
/ 
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Fig. 10. Paint cross section from the lips of Head A. This sample contains an original ochre ground and four paint layers (78x magnification). 

T he fourth rcpaillt layer (gray) is missing from chis cross section. 
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Fig. I I. Diagram of painc cross section from rhc lips in fig. I 0. 

Stone with ground 
and first paint layer: 
a. limestone 
b. whi te lead 
c. white lead, cilcium 

carbonate 
d . white lead 

Second repaint: 
e. dirt containing clernenrs 

iron, lead, calcium 
[ red lead 

Third repaint: 
g. whire lead 
h. red lead, whi te lead 

Ac that point it was possible to reach tentative conclu­
sions about the original appearance of H ead A and how it 
had changed in che course of successive repainting. 
Examination of the samples with a reAected light micro­
scope revealed chat in some places H ead A bad been painted 
up to four times. A yell.ow ochre preparation ground was 
found under the bottom layer. This ground layer sics 
directly in comacc wicl1 me stone and was found under aU 
areas that were polychromed. Yellow ochre was often used 
on medieval scone sculpture ro fill pores in the scone and to 
provide a smooch surface for painting. is All of the samples 
taken consistently had a yellow ochre preparation layer under 
white ground, made up of white lead and calcium carbonate. 
Fun:hermore, only one layer of din: or grime was found. 
This does not mean chat other layers were nor exposed co 
grime, but rather cl1ar they were deaned before repainting. 

Two cross sections may serve as examples of the process 
and its results. It should be kept in mind that each poly­
chromy campaign on scone sculpcure may be made up of 
multiple layers. The first sample comes from a recess in a 
hair curl and reveals an original ochre preparation layer 
and fow· lacer repaints. Within each campaign of repainting 
are one or more layers consisting of a ground with a pigment 
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overlay in a different color or cone (figs. 8 and 9). Later 
ground layers thac were appljed co the head are predomi­
nately made up of whice lead mixed with calcium carbonace 
and silica. 29 The yellow preparation layer directly in concacr 
with the srone was identified as yellow ochre with some 
white lead (a) . The fusr campaign of polychromy is a pure 
white grow1d composed mainly of white lead with calcium 
carbonate and a little silica (6) . On top of the ground is a 
yellow-red pigmented layer composed primarily of red lead 
mixed with whice lead (c). This would have produced an 
original auburn color of the hair. 

The second campaign is made up of a complicated 
series of ground, foil, and glaze. Ir begins with a ground 
layer consisting of larger particles of whjte lead and 
calcium carbonate (d). Next, a thin, pale yellow layer over 
this was idencified as yellow iron oxide, which might be a 
bole (fine red day) or oil size (dilute glue) containing 
ochre, used co attach d1e metal foil (e) . .!O On cop of chis 
layer is a mecal foil made of very pure silver (f); on rop of 
the foil is an amber-brown layer containing iron and a linle 
lead (g). A large component of the layer may be an organic 
resin component, bur chis has yer to be determined. This 
layer (g) may be a tinted glaze used co make the silver foi l 
appear ro be gold, a redrniquc known to have been used 
in medieval and lacer rimes. There are gaps and dire 
between chis layer and che third decorative scheme, a pink 
layer. This was me skin tone painted overall co cover the 
dire. Jr is probable char the hair color was painted on top of 
the pink, but was lose before the final repainring campaign 
was applied. This pink layer is predominately white lead 
and red lead with a lirrle iron (h). The fourth campaign is 
the outermost gray, mainly made of white lead mixed with 
iron pigments (i). The gray layer was probably applied in 
the nineteenth century. 

The second cross section comes from che lips of Head 
A and reveals that they were pai need four times (figs. 10 
and 11). In addition co the limescone, a t0ral of seven layers 
can be seen in the cross section. Beginning ar me borcom 
is the limestone with a few particles of ochre preparation 
layer (a). The limestone consists mainly of calcium, silica, 
and alumina. The first polychromy campaign is composed 
of multiple grounds and an upper colored layer. Wirhin 
chis srrarum, the first level is a pure white layer composed 
mainly of white lead with some calcium and silica (b). The 
next level is more crumbly and gray in color (c). Ir is composed 
of white lead with small amounts of calcium carbonate 
and silica. The next layer is white with occasional red 
particles, forming the pink skin rone (d). le is a mixcure of 
white lead and red lead, as well as a small amount of calcium 
carbonate and silica. This was the original skin cone chat 
would rhen have had a glue layer co hold a bright color 
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Fig. 12. Apostle Oudc?), 1332-35, limcsmnc. Jumicgcs. Mu<itt Lipid.ti~ 
(smue fonnerly in Duclair). 

onto the lips; che layers on the lips, however, were mippcd 
down to the ground before repaincing. '1 This campaign 
ties in directly with the first campaign on the hair (figs. 8 
and 9 a-c). Berween the fi rst chick painr campaign and the 
second is a dark brown line char is likely dirt from years of 
exposure (c). Jc consists oftead, iron, and calcium compounds. 
On top of che dark line is the second layer, a dense layer of 
red lead with a small amount of c..-tlcium and silica com­
pounds (f). This red layer on che lips marches chc second 
campaign on the hair, che glazed silver foil (fig.s. 8 and 9 
d-g). The third campaign begins with a white lead ground 
(g) on cop of rhe red (f). On cop of chis is a paJc pink layer 
with scanered red particles mainly in the upper hal( h is 
composed of red lead and white lead wirh a linlc calcium 
and silica (h). This layer, probably che skin cont: wich .1 

darker red added to the lips, Lies in welJ with the Lh1rd 
repainc layer of che hair (figs. 8 and 9 h). The cop gray la)~r 
found on rhe hair and skin is missing from this cro~ ~'Ction, 
bur is present in ocher samples, where ic forms the fourth 
and final layer. 

Ocher samples of the skin taken from the fucc and 
neck were examined only by polari1.ed light microscopr 
and were found co share the same features as che rwo cro~ 



Fig. 13. Apostle (Peccr?), 1332- 35, limestone. Jumiegcs, Musee Lapidaire 
(sc:m1c formerly in Dudair). 

secrions discussed and illustrated earlier. The skin had been 
painted four times--each time .it was a pink color produced 
by a mixnire of white and red lead pigments, with the top­
most layer being gray. 

With regard to che samples taken from rhe hair and the 
lips, no medium was detected within the lowest pigment 
layers under the microscope using reflected lighr in the visible 
and ultraviolet ranges.1z After applying biological stains, 
the hair cross section was examined under ultraviolet light, 
and the use of different media in various layers was identi­
fied. Based on chis visual evidence, ir appears likely that 
most of the media used were proteins and not oils. The 
exact nature of each medium, though, cannot be identified 
until more instrumental analyses are performed. 

The cross section samples were taken co The Mecro­
poliran Museum of Arr to be compared with samples from 
French Gochie sculprure with secure provenances, as well as 
to a known forgery in the collection.33 The multiple layers 
seen on Head A turned out co be similar in number and 
color co those found on several genuine Gochie and late 
medieval sculpmres at l11e Metropolitan Museum of Arr 
and at The Cloisters. 

Srudy of che pigments and paint layers provided che 
evidence needed co place Head A in ics proper place in arc 
history. The colors used were cypicaJ of che Gochie and late 
medieval periods, beginning with the ochre surface prepa­
rarion of the stone.-. While we cannot pinpoint the dare of 
each paint layer, the layers do represent the colors typical 
of various periods throughout hisrory. The colors, and che use 
of silver foi l, also reflecc documented trends in polychromy, 
and the fuial painc layer of gray follows ninereenrh-cenrury 
practices. All of che pigments used on Head A were available 
during the medieval period, and no modern or nineceenrh­
cenrury pigments were found. Future analytical scudy 
should concenrrate on the pigment bindjng merua, the 
possible organic component of what may be bole under 
che silver foil in the hair, and che composition of the glaze 
over chis foil. Based on ocher studies oforganic materials used 
during different historical periods, a further i.dencificacion 
of chese materials may provide more specific dates for the 
various layers of paint found on Head A. 

ATTR I BUTION OF H EAD A 

As the microscopic analysis revealed, the mulriplc layers of 
paint on Head Xs surface suggest char the limestone was 
carved earlier than the ninereench cenrury. When the evidence 
of these paint layers is added co the findings of the Limestone 
Sculpture Provenance Project, we gain a more complete 
picture of a medieval head of an apostle chat was masc likely 
carved in Normandy for rhe monastic complex at Jumieges. 

Very Lircle remains of this abbey, which, following the 
French Revolution, was mostly destroyed in l792.3s The 
site was subsequently used as a quarry, yet a number of 
sculptures still survive from che two abbey churches. Ar the 
height of its power, in che eleventh century, Jumiegcs was 
a well-endowed monastery with importam polirjc,-tl ties ro 
England and sufficient funds to finance the construction 
of che large church of Notre-Dame alongside the smaller, 
pre-existing church of Saine-Pierre. Subsequent building 
campaigns took place in the thirteenth and fourteenth 
centuries, when the Gochie scyle was imposed on che earlier 
Romanesque architecture. 

In the case of Jumieges, the findings of rhe Limestone 
Project also provide evidence chat che medieval stonemasons 
who worked on chis abbey acquired their limestone from 
only one source, used for borh rhe abbey church ofNocre­
Dame and for the smaller church of Saint-Pierre. This one 
source or quarry provided the stone fur the carvings originaJly 
found on borh the interior and the exterior of the cwo 
churches and for the walls of the other monastic buildings 
ar Jumieges.36 
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It is during the Gochie period, in 1332-35, that a 
group of apostle figures is believed to have been carved for 
che churd1 of Saine-Pierre (figs. 12 and I 3).J7 These apostles, 
as well as other biblical figures, were most likely placed up 
against pillars as part of an extensive rebuilding campaign 
undertaken at Saine-Pierre. The apostles were not intended 
to serve as exterior figures, like those seen on the portals of 
cathedrals, but were instead carved as pare of che interior 
program of the nave in the manner made popular at 
Saince-Chapelle, dedicated in 1248.'t Of these apostles, 
about six or seven figures have been identified mday, along 
wid1 three or four heads.39 

The modern history of the sculpture of Jumieges is 
unusual and comp.lex, beginning with che removal of me 
figures in 1792 and their subsequent uansfer to a nearby 
chmch in Duclair.•0 Sometime after 1870, the srarues were 
retrieved and taken back co Jumieges, where a number 
seem to have been buried in the old cemetery. This action, 
described as an old custom, was apparently taken to hide 
the figures from the sight of a curious anriquarian.41 Four 
figures, however, were not buried. ln 1923, an additional 
group of three heads and five bodies was exhumed by a 
local group who called themselves "friends of the arcs." Six 
statues, however, were left in me ground, and nor all of the 
ones brought co light were apostles. Most of the known 
heads and figures are now back in che Musee Lapidaire, 
Ruines de l'Abbayc, in Jumieges. 

Given the results of the neutron activation analysis, 
Walters' Head A now appears to belong to one of these lost 
apostles, and therefore must have been removed from rhe 
Jumieges or Duclair region ac some time before Henry 
Walters acquired ir, char is, before 1931. Given the evidence 
of the paint layers, though, it was not one of the heads or 
figures chat was buried. The style of Head A further supports 
d,e scientific arnibucion to Jumieges, as can be seen when 
the head is compared with two of the known apostles from 
the abbey (figs. 12 and I 3). Each of these Jumieges figures 
has che smootl1 fuce, high cheekbones, and rightly curled 
beards that also characcerize Head A. All three have slighcly 
puffy parches under the eyes, and the apostle Jude (fig. 12) 
and Head A also share cl1e soft, loose waves of hair char 
frame the cheeks, j use below the ears. 

The figural style of the group of Jumieges apostles can 
be said co be typically Norman, and is also found in works 
from smaller chmches in the surrounding region, such as 
Notre-Dame of &ouis. Dorothy Gillerman daces the &:ouis 
sculptures to 1310-13,'' and Harcmuc Krohm also points 
co Sc. Wandrille and Fecamp as sites where chis style is t0 

be found. '3 The figures thac were carved in the early 1300s 
on che west fuc;ade of the collegiate churd1 ar Mantes 
(locaced between Paris and Rauen) have also been included 

38 

Fig. 14. Head of an ApoStlc, 14th cenrury, limesconc. B.tlcimore: Wal~ 
Arc Museum, nee. no. 27.351. 

in this group and have been arrribured to the same atelier 
that worked ac me cathedral of Roucn. II 

Walrers' Head A, wirh its new arrribution co Jumicgcs, 
firs into mis larger picture of fourtcench-cenrury sculpture 
from che region of Normandy. This attribution has lx"Cn 
made not only on the basis of scyle and appearance, buc 
more importantly on the foundarion of careful, cc:chnica.l 
analysis of bocl, the surface of the head and the composicion 
of its limestone. The Head of an Apostle chat had pn.--vioilll) 
been dismissed as "suspccr" can now take its place among 
the group of elegant apostles carved for chc renowned 
abbey of Jumieges. 

T H E PROBLEM OF HEAD B 

The second head co be considered here, Head B (acc. no. 
27.351, fig. 14), was also daccd co the fourrcench century. 
buc unlike Head A, has never had ics aurhcnricicy quc:.rionc<l. 
In chis case, che Limestone culprure Provenance Projc:ct 
was critical in providing a bcrccr ~cnse of where chis I lc.1d 
of an Apostle mighc have come from, as well as a warnmg 
as co how problemaric ic can be co make juclgmcn~ about 
provenance based on scyle alone. 



Fig. 15. Aponlc (Andrew?), 1332-35, limestone. Jumi~es. Musec 
Lapidaire (sc:uue formerly in Duclair). 

The common wisdom among art historians was char 
Head B (12'/s in., or 32.7 cm.) came from rhe abbey of 
Jumieges, discussed above. i\ Head B was assigned to a 
body of one of the lose Jumieges apostles based on irs com­
parable Gochie style, exemplified by rhe long, narrow face, 
symmetrical beard and forelock, and delicate lines under 
rhe aJmond-shaped eyes. The similariries in appearance are 
particularly striking when Head B is compared ro the 
Jumieges apostle renta[ively identified as Andrew (fig. 15). 

This arrriburion to Jumieges was made as early as che 
1930s, and may even dace to 1917, the year in which Henry 
Walters acquired the head. Unforcunacely, there are no 
records relating co chis purchase in rhe files ar the WaJters 
Arr Museum. Like Head A, Head B was rhought to have 
been sold co Henry Walters by Dikran Kclekian, wich 
whom he had many dealings. AJI char we know for cerrain 
is that when Head B was catalogued, it was assigned co 
Jumieges and dared ro rhe clurreench century. A connecrion 
co Jun1ieges also may have been made due to the face rhat 
a number of sculptures from chis sire came on rhe market 
in the years following exrensive excavations in the 1870s, 
aJrhough mosr of rhe apostle srarues were nor discovered 
until 1923.16 

I lead B has received linle arr hiscorical arcemion over 
rhe years, buc in 1977 ir was included in a small exhibition 
called Transfannntion of the Coun Style: Gothic Art in Europe, 
1270 to 1330, held ac the Museum of Arr or rhc Rhode 
lsJand School of Design. In chc accompanying catalogue,◄' 
rhe head was idcmif1cd as being from Jumieges, 1332- 35, 
representing part of the figure of Christ chat would have 
accompanied rhe twelve apostles of che cycle. The head has 
altcrnacely been considered co be from either an apostle or 
a Christ figure, although a decerminarion is not possible 
wirhouc a corresponding body. 

Walters' Head B was mosc recencly published in Les Pastes 
du Gothique(198l).1

K Here, in ajointencrywith Head A, 
the second head was again described as perhaps being from 
Jumieges, based on scylisric features such as the crearment 
of che eyes, mouth, and beard. The catalogue entry stares 
at the end cliac analysis of the scone has nor produced any 
conclusive resuJrs, and chat cl,e exact provenance of chis head 
(like rhe ocher) could nor be escabUshed wirh any cerraimy. 

This was the stare of the question ac the rime char a small 
limescone sample was raken for resting ac the Brookhaven 
L'lboracocy. While a confirmation of a Jumieges source for rhe 
srone was generally expected, cl,e actual results, which came 
in 1997, suggested mar much more rese-ard1 was needed co 
determine the complex origins of this Head of an Apostle. 

TECHNI CAL ANALYS I S OF HEAD 8 

To confirm or deny Head B's origin ar Jumieges, the scientists 
at tl1e Brookhaven National L'lborarory compared the 
compositional profile of irs scone witb compositional dara 
for masonry and sculpture from che two ecdesiascicaJ 
buildings still panly standing at Jumieges: the abbey 
church of Notre-Dame and rl1e smaller chmch of Saim­
Pierre.4

~ As wirh Head A, a small amount oflimestone had 
been removed from the underside of the neck of Head B. 

To derermine the composition of the scone used at 
Jumieges, small amounts of limestone powder were driJled 
from che church buildings and rhe stacuaiy. ,o The masonry 
samples used for comparison came mainly from the walls 
of the eleventh-century churd1 of Notre-Dame and were 
removed from rhe west fa<;ade, tl1e north tribune, rhe nave, 
the porch, and the choir.\' Ln addition, rhree samples were 
taken from the norili arcade of the church of Sainr­
Pierre.52 Specimens for analysis also came from twelve 
fomteench-cenrury apostle figures and from fragments 
thought originalJy ro have formed pare of figures in the 
church of Saine-Pierre. These fragments are now srored in 
the abbey's lapidary reserve.~3 All of these samples of 
homogeneous, chalky Creraceous limestone were subjected 
co nemron activation analysis at Brookhaven. 
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Head of Apostle Matches Paris Reference Stone 
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Fig. 16. Discriminant Analysis plor showing char rhc stone for the Head of an Apostle (Baltimore, Walccri; Arc Museum, acc. no. r.351) did noi 
come from Jumiegcs. Instead, irs composition corresponds ro char of limestone sources in che immediate :irea of Paris. 

Dara for the following groups of samples were included in chc scacisrical analysis: Jumiegcs (30 samples); quarries near Paris at Charcmoll, 
Carricres-sur-Seine, and Sr-Maurice (68 samples). 

ComposirionaJ analysis of the samples from Jumicges 
masonry and sculpture shows that the artisans who ereaed 
the buildings and carved the once-gilded and polychromed~ 
apostle figures cook their scone from rhe same source. 
Together these samples form a dose-knit "reference group" 
of Jurnieges scone co which the composicional profile of 
Head B could be compared. Such a comparison showed 
that Head B was carved of stone very differenr from char 
used atJumieges, and, most tellingly, that the concentration 
of calcium carbonate in the stone of rhe head is much 
lower than char of Jumieges.~1 

Because the compositional profile of Head B differs so 
markedly from thac of che Jumieges reference group, a 
computerized search of the Brookhaven Limestone Database 
was conducted to try ro identify the true source of che srone. 
Based on similarities in composition, groups of samples 
taken from quarries known co medieval craftsmen, as wdl 
as from the monuments they built, have been assembled 
inro additional reference groups. Using multivariate i.cacis­
cics, che compositional profile of the Head B sample was 
compared with each of these reference groups in rum co 
find one or more chat the sample resembled."' From chese 

40 

comparisons, the probability of I lead B's membership in 

each group was rhen calculaced. The calculations indicated 
that scone from the head most closely resembled limestone 
from the immediate area of Paris. 

To confirm the resemblance ro Parisian scone, srunpb 
from Jum ieges and the Paris area were subjected co discrimi nam 
analysis. Discriminant analysis disringuishes among group~ 
of samples by combining the concenc:racions of many elcrncm:s 
according co a sec of marhemarical relation hips that calculate 
"discriminant functions.'' These calculations maximiLe dif­
ferences among the Stone groups and allow us co detcrmml' 
the probability that the sample from I lead B belongs co one 
of d1c groups (fig. 16). Eleven variables comribuce melSUrably 
ro che discriminant funcrions that distinguish bccw1.--en Paris 
and Jumieges stone. These are (in order of importance): 
manganese, iron, lutetium, chromium, scandium, thorium, 
lanchanum, cerium, ytterbium, sodium, and barium. Bast.-d 
on rhcsc variables, discriminam funuions were calculated 
and plotted for each sample in the Jumicgcs and Paris 
groups and for rhe sample taken from Head B. In chc end. 
rhe calculacions showed that swne from the head pmb.1bly 
came from a limestone source in chc immediate area 01P.1ris. 



ATTRIBUTION OF HEAD 8 

The results provided by the Brookhaven Laborarory con­
tradicted the original arc historical hypothesis that Head B 
came from one of the aposrles carved for the church of 
Sainr-Pierrc in Jumieges. The fact char the match that did 
emerge from rhe tesrs was with srone samples raken from 
the area irnrnediarely surrounding Paris greatly widens the 
field of possible places of origin, including the abbey 
church of Saine-Denis and che ca.chedrals of Sens and 
Chartres, which all used this limestone ro some degree.<>i 
Multiple quarries to the north and northeast of Paris pro­
vided chis rather homogeneous limescone, which rums up 
in buildings daring from che twelfth ro fifteenth cenruries. 
The same limestone was even used for churches within a 
larger radius, as ir could be transported by river co distances 
of up ro I 00 kilometers. \9 In some instances, Parisian lime­
scone is also found in churches thar are noc near to any 
rivers at all, suggesting its transport by cart as well. 

In the case of Head B, arc historians now have co begin 
again in the search for a possible provenance. Given the 
many losses of sculpture since che French Revolurion, an 
exact church in or around Paris may in fucr never be found. 
Each new resr, however, may lead co new discoveries char 
can provide clues co authencicicy, and may also suggest a 
general locafo..arion within a region or counny. Still co be 
carried ouc is an analysis of the paint layers of Head B, 
which were only preliminarily studied in the 1970s.l.,() Ar 
char rime, ic was noted chat layers of white and yellow ochre 
paint are presenr on roughly 10% of the head's surface, 
and chat there are traces of black, blue (on one eye), and red 
(on che mouth) as well. Like Head A, Head B also may have 
been part of a figure that stood in the interior of a church, 
proreaed from the desrruccive effect of the ourside elements. 

In the end, somewhar ironically, ir was Head A and 
noc Head B that was traced back co the fumed abbey of 
Jumieges. The origins of Head Bare still uncertain, and thus 
while the reirucallacion of the Walters' medieval collection 
has indeed provided opportunities for new research, the 
discoveries surrounding these two Gochie heads have proved 
to represent not the end of the Story, but only the beginning. 

K. M. H., The Walters Art Museum 
Baltimore, Maryland 

D. S., Asian Art Museum of San Francisco, 
San Francisco, California 

L. L. H., Brookhaven National Laboratory 
Upton, New York 
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Dororhy Gillcm,.an, and Georgia Wright for their invaluable insighr.s 
and ~uggc:,cions on rhe subjc.'Ct of chcsc: GOLhic heads, and especially 
Dorothy Gillcm1an fur graciously providing Robert Branners phorographs 
for u.se in chis ,micle. We would also like m rhank Michele Marincola 
and Ren& Sr.ein of the conscrvacion dcparcmenr at The Merropoliran 
Mll5eum of An for their rime Jnd comments on the technical section 
of chis paper. 

2. For a derailed dcrcription of the methodology of neucron aaiv.uion analysis 
and ir.s lL~ in medieval an history, sec the articles in a d~-dic:ued volume 
of Cestn, 33, no. I (1994) or che website www.medievalart.org/limcstone. 

3. P. Meyers and L van Zelsr, uNeurron Activation Analysis of Lime­
stone Objccrs: a Piloc Srudy." Radiochimica Acta. 24 (l 977), I 97-204. 

4. Neutron accivacion analysis is described in L. L. Holmes, C. T. Linle, 
and E. V. Sayre, "Elerncnral Characccri7.acion of Medieval Limc.~cone 
Sculpture from Parisian and Burgundian Sources," jo11n111L of Field 
Ardwology, 13 (1986), 419-38. ln this process, samples are bombarded 
by neurrons in a nuclear reacror. Elements in the scone form radioactive 
isocopes char \:lllit characteristic gamma rays; these gamma rays idenrify 
and quantify the major and trace constituenrs of the srone. 

5. Sec F. Baron, '"Le Decor sculpcc et peim de l'hopiutl Saint-Jacques­
aux-Pclerinst 811/ktin Mow,mmttt~ 133 (1975), 29-72, and V. 
Huchard, The Muste Ntttionnl du Moym Age, 1l1em1es de Clu11y (Paris, 
1996), 47-53. 

6. This information comes from letters, dared 1954 and 1956, between 
Philippe Verdier and Paul Grig:tuc, the chief curaror at che Detroit 
lnscirute of Arr.s. The lem:rs are preseTVcd in the Walters An MlL~eum's 
curarorial file for 27.350. 

7. The Philbrook A.rt Center, Mediewd Ari (Tulsa, 1965), cat. no. 79. 

8. Baron, "Le Decor sculpce er peinr," 45. Baron did, however, participate 
in the arrempr ro find bodies co fir che two Walters' heads. ln 1979, ac 
the request of Richard H. Randall, Jr., plaster cases were carefully made 
from the heads in the conservation laborarory at the Walters. In January of 
1980, che casr.s were sent to Mme Baron co be firred to possible candid:ues 
for bodies in the Louvre and at che Cluny. There are no detailed records 
of chis experimem, but, in the end, no successful march was made. 

9. Reunion des mus&s nationaux, Les Pastes du Go1hiq11e: le Siecle de 
Charles V (Paris, I 98 I). 

I 0. Les Pastes du Corhiqw!, car. no. 14, enrry wrirren by Frans;oise Baron. 
The phrase reads in French: ''Lt r2i-e est genernleml!nt consideree auec plus 
de suspicion." 

11. See the essay by Marianna Shreve Simpson in chis volume. 

12. This information is contained in che files of the Walters Act 
Museum. A connection between Head A and Dikran Kelckian was first 
asswued in the 1950s by Philippe Verdier (then Curator of Medieval 
Arr), bu( was also pm:sued as a possibilicy by his successor, Richard 
Randall, in 1969. 
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13. For the head in Amsterdam (acc. no. NM 12403), see). Leeuwcnberg, 
Beeldhouwkun.st in het Rijksmuseum (Amsterdam, 1973), cat. no. 914. 
For Derroir (acc. no. 51.328), see the Bulletin of the Detroit l11stih1te of 
Arts, 31 (1951-52), 76.Additional information on d1e purchase of these 
heads Ii-om Kelclcian's estate is found in lecrers of 1954 and 1956, written 
co Philippe Verdier by curators ar the Rijksmuseum and the Detroit 
Inscinice or Ans, respectively. 

l 4. Leeuwenberg, Bceldhouwkumt, car. no.914. 

15. As wich the Derroir head, the comparison between Head A aud the 
Wellesley head (acc. no. 51.9) was made by Philippe Verdier and 
Richard Randall (see note 12). Baron also discusses the various heads, 
43-45. For the head ac Wellesley, see D. Gillerman, Gothic Sculptr'" in 
Aml'ricn. J. The New Engbmd Museums (N(...,v York/London, 1989), 
385, no. 295, (in the "Doubdi.d Authenricicy" section). 

16. The head ar the Indiana University Art Museum is acc. no. 77.3 I. 
For the figure in the Royal Ontario Museum (acc. no. 920.3), see rhe 
exhibition catalogue from the Departmenc of Arc, Brown University, ar 
the Musettm of Art, Rhode Island School of Design, Tra11sfam111tio11s of 
the Court Style: Gothic Art in Europe, 1270 to 1330 (Providence, 1977), 
car. no. 3, where it is published as a genuine, I 4rh-ccnrury sculprure. 
For rhe Pircairn figure (acc. no. 09.SP.127), sec The Metropolitan 
Museum of Art, Radiance nnd Reflectio/1: Medieval Art fivm the 
Rnymond Pitcnim Collection (New York, 1982), car. no. 76, where rhe 
Saint Paul scnuc is dared to around 1250-60. 

17. Sec chc 811//eti,1 of t/Jt' Detroit lnstimte of Arts, 76. 

1.8. Baron, ~Le Decor sculpre cc pc.inc," 45, also notes this feature of rhe 
Detroit head. 

19. This information is preserved in the Walters' curatorial files. 

20. See in particular the figure of Saint Andrew, illusrrarecl in us Fn.sres 
d11 Co1hique, cat. no. I 2. 

21. For the srame of Saint James, see Hucharci, Mwle Na11om1~ fig. 62. 

22. The possibility of Notre-Dame of Paris was first r-.u~>d by Willi bald 
Sauerlander in a letter of 1992. I would also like ro thank Elizabeth 
Ancoine for pointing our d1e simil:triries between Head A and rhe fig­
ure of Adam from Nocre-Damc, now in the Cluny. See A. Erlande­
Brandenburg, Les Smlp111res de Notre-Dnme de Pnris ,m Musie dr Cluny 
(Paris, 1982), car. no. 324. 

23. Information provided by the Limcscone Sculprure Provenance Projecr. 

24. Report prepan.'Cl by Lore L. Holmt'S, chc Brookhaven National 
Laboratory. 

25. For each compositional v-Jiiable, the verrictl bar rcpr=ncs the variation 
in composition for the reference group of thirty samples. The cenrcr of 
the bar (nor actually plotted, for da.ril)') corresponds ro rhc mean for 
the group; the length of the bar Jcfines the likely spread abom that 
mean. The symbol for Head A fulls within the range of composition for 
the reference group, supporring a common source for d,e analyzed stone. 
Srone from Head A corresponds co that of Jumicgcs in the conccnrr:uion,; 
of the following va.riablci.: potassium (K), montium (Sr), barium (Ba). 
manganese (Mn), cobalt (Co), lanthanum (La), europium (Eu), samarium 
(Sm). ytterbium (Yb), lurecium (Lu), hafnium (111), uranium (U), and 
calcium (Ca). 
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26. For a derailed discussion on d1e history and methods or polychromy, 
see M. Marincola, J. Soultanian, and R. Newman, MUmersuchung c:ino 
nicht-polychromiercen Holzbildwcrkes in The Ooisrers: ldentifu:ierung 
eim:r =prunglichen OberAache, » K11nstrechnologie K1m.reri•immg, 11 :2 
( 1997), 238-48. M. Kaci details rechniques in Spain during the 5.tme 
period in "The Mediaeval Polychromy of che Majesric West Porral of 
Toro, Spain: lnsigln into Workshop Activities of Lare Mcdiaev.tl Paintm 
and Polychromers," Pai11ring Trclmiq11es: History, Mmmnls and Si11J,o 
Practice, (Inrernational lnscicure for Conser\'ation of Hi\tonc and 
Artistic Works, Dublin, Seprember 1998), 27-34. 

27. Katz, "Mediaeval Polychromy,~ 29. 

28. The use of ycllow ochre as a pore filler in stone, :.u1d later as l.iyt>r, of 
repaint in France and Spain, is discussed in C. Weeks, "The 'Porr.iil de 
la Mere Dieu' of Amiens C.'lthcdml: !rs Polychromy and Conservarion." 
Studies in Conservation, 43 (1998). 101-8. and in K:m, MMediac-.·al 
Polychromy," 27-34. 

29. SEM-F.DS analysis confirmed these findin~. SEM-FL)S "'35 performed 
ar the Central Facilil)' of Microanalysis of the Universiry or Marvland 
in College Park. Christopher K:mg oper.ircd die Philips FJe.,;rro Sc.in FJ 
insrmmem on 5 April 1999. 

30. Renee Stein's unpublished preliminary report, MTechnical Stud) of 
the Polychromy on the Sanchrone Virgin from chc trasbourg 
Cathedral" (ar The Cloisters in New York) refer., ro oil-varni.\h mixture. 
with ochre u.~cd as si:w for gilding, a process also discUSM.-d in V. and R. 
Borradaile, The Srmfburg Manuscript: A Medieml P11imm' HaJ1dbt10/r 
(London, 1966), passim. 

31. Th4 infurrnation comes from personal commumicuion with 1' lichdc: 
Marincola, Associare Conservator for The Cloim:rs, 111c Mcrropolic.111 
Museum of Art. 

32. All powder<.'CI pigmcnrs need ro be mixed wilh a medium in order 10 

make chem adhere co che surfuc:e ro be paimcd. Otb. gums, or prorcun:cow 
media were common binders used on polychromed sculprurc: en Lumpc. 
and these prorcinaceous glues include animal glu~. cgg cempera, and 
casein. A11imal glues arc formed from the bones, ~kin, .ind incl-..flll~ ol 
many animals, including fish, and were the prc.-dominant proccm mrdi.i 
used on Gothic sculprure. Gums includc:J fn1ir wood c."Xud.ucc-,, gum 
acacia, anJ gum rragaanrh. They were used ma,ght or added to ocher 
media co modify rhcir properrics-adjuscing drying time, gl0<-,, or 
building impasto. For a further discllS.\ion of binding mcd1.1, sec 
Marincola, Soultanian. and Nt..,vman, MUnccrsuchung," 24S-4 .... .ind 
Kar,~ MMe<liaeval Polychromy," 30, fable 2. li~ung v.inoll\ bmdmg 
media found on European porrab. for .1 dc1a1lc:d di"Cll~~ion or tht' u.-,c: 

and analysis of gums, sec Marincob, Soultani,m. and Ncwnunn, 
~unrcrsuchung," 246. 

33. On D<.-ccmber 18, 19')8, Michele ~lariocola. ~le U>rucl'\Jl<1r 
for The Cloim·rs, rhe MctropoUcan Museum of Arr. and lu-n~ ~tt-in, 
Mellon Fellow, Sherman l•airchiJd umcr for Obiccu (::Omen.mun 
(1ne Merropolic;m Museum of An). cxanuncd cro,;s 5tttioru of I lod 
A and provided samples for compari~n. 

34. lncemational Sympo~ium on the Polychromy ofC,ochcc Pon.ii.,, IA 

Co11/eur er "1 Pi=. held Jl Amicru. 12- 14 Oaobcr 2000. "lwncrow 
talks on the polyc.hromy of Gochie portal <;CUlpcure .11 ch,~ confrnncc 
di54.~ ,imilar methods of building up p.unc U)in on <ionc sculpcu~. 
Procc."t-din!;,' J.re planned but not yet publi~hed. 
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v;. l·or Jumicges, chc most imporram secondary source is still J. Bailly, 
"u: Coll!::ge aposcolique de l'abbaye de Jumi!::ges," Rn111e dt'I sociltls 
sa1•,mta dL Hamt'--Nomumdie, 18 (I %0), 29-42. 5ec alw Musee des 
lkaux-Am de la Ville de Rouen, }mniegc: Vie et suroit dimf' ilbba;•e 
Nomuuw (Rauen, 1954), and Musee des Antiquit~. Roucn, Trison 
drs ,1bbttyt'S Nonn,mdl'1 (Rouen and Cacn, 1979). For a lhc of docu­
mentary sources,<;« C. U. J. Chevalier, R!pmorre de sourr:a huroriqua 
d11 Moym Agr (Moncbcliard. 1894-99), I, 1587-88. 

36. Rc.,x>rt prepared by I.ore Holme:., the Brookhaven National 
I .aboracor). 

37. B.1illy, ~Le College aposroliquc," 29-42. 

38. Sec P. \1C'ill~1mson, Go1hicSrrtlph1rt', I 140-IJOO(Nc.w Haven/London, 
1995), 147- 49, and nn. 21- 23 for further sources on Sainre•Chapelle. 

39. The number of sculpcurc:s idencified as having come from Jumiegcs 
rends co vary from scholar co scholar. Bailly, ul.c College aposrolique.'' 
30, puis the number ac six or seven figures and thn.""e heads. while Frarn,oise 
Baron, in us hurts du Go1hiq1u, 70, suggests that there :ire seven figures 
in good shape, rwo possible figures chac arc damaged, and rwo heads. 

40. for die modern hisrory ofJumieges see Bailly, "Le Colll:ge apostolique." 
30-31; Tmor-5 des i1bbi1yes Nom11111dn, 186--87; and IA rastes du 
Go1hiq11e, 70. 

41. Bailly, "Le CoU~e aposcolique," 30-3 1, and Trison drs nbbayes 
Nonll(ll/tUs, I 87. 

42. D. Gillerman, Eng11mm1 dr Mnrigny and the Clmrr:h of No1r~-D11me 
ar Ecouis. Art mu/ J>nmmngr i11 the Reign of Philip the Fnir (Univcrsicy 
Park. PA, 1994). 

43. H. Krohm, uDie Skulpcur dcr Querhausfussadcn an die Kachedrale 
von Roucn," Aachmer Kimsrbliitter, 40 (1971), 13 1-34. 

44. Gillerman, Engurmm ~ Mnrig,ry, 122. and Williamson, Gothic 
Srulpmrr, 170. Rouen calhcdral represents a special case, as tl1e heads cur­
rently S<.'Cn on the figures on the southern porcal (Porrc de la Calende) 
arc I 9th-century replacements. &>c Krohm, "Die Skulprur," 40-153, for 
a derailed srudy of rhe Rouen figures. 

45. This information is preserved in the Walcers' files, and dares moscly 
co chc 1950s and I 960s. 

46. See Bailly, "Le Collt-ge apostolique," 30-31, and Treson d.es abbayes 
Nonnandes, 186-87. 

47. Transfamu11io11s of the Court Style, car. no. 5. 

48. IA Ftutes d11 Gothique, car. no. 14. 

49. P. Juignec, "L, vallcc de la Seine de Vcmon a Rouen ec HonAeur," 
Terroin l't Mo11uml'11ts dt- Fmnce, C. Pomerol, ed., Orleans, France 
(Editions du BRGM), no dace, 240-42. 

50. The authors would like co thank Mmes. Annie Blanc, Danidle 
Johnson, and Georgia Wright for colleccrng samples for rhis study ar the 
ruined Abbey ofJumieges. 

51. Masonry samples c:1me from the abbey church of Nom..-..Dame, 
souchwcsc chamber. wall courses: 

Porch, north bay, ground Aoor 
Porch, norch bay, ground floor 
Porch, north hay, ground floor 

We;c far;:ade. north cower, ,val( ar levd of seep I 00 
Wesr fuc;ade. non:h cower, wall perpendicular co step 103, course 6 
Wcsr fa','.3dc: base of rower, course 3 
West fu~dc: porch, north side, walled-up niche 

Gotl,ic choir: absidial chapel, at level of base of window 
Gothic d1ou: absidial c:hapel, course above level of base of window 
Gothic choir: absidial chapel, Romanesque base: 

small block addl.-d to l:trge block 

Nave: north wall(cxtcrior), nord1 norchwest bucrrcss, course? 
Nave: north waJl(exccrior), norch norchwesr burrress, e<iurse 5 
Nave: north wall(exccrior). north northwest bumess, course 1 
Nave: norch wall(exterior), north northwest buttress, 

walled-up door, course 8 

North tribune, north wall, b~r #5, course 8(LM) 
Norch tribune, norch wall, bay #5, course to righr of course 8 
North tribune, north wall, bay #7, course 7(above socle) 
North tribune, south wall, ftlling in vault 
North tribune, south wall, bay #8, reworked wall masonry 

52. Locations of masonry samples from the church of Sr-Pierre: 
Nave: norch arcade, pier capical 
Nave: north arcade, impose 
Nave: norch arcade, course beneath capital 

53. Samples were collected &om the following figures and &agmcnn; 
(inventory numbers): 

Saint James wich sword (95-1-136) 
Apostle with head and book (no number) 
Aposrlc wich bearded head (no number) 
Aposrle witl1our head (95-1-131) 
Aposrle without head (no number) 
Apostle wirhour hcad (no number) 
Apostle (95-1-135) 
Apostle (95-1-138) 
Apostle (95-1-140) 
Aposdc (95-1-143) 
Head wich long beard (#X; 40 in pencil) 
Hc.-ad with long beard (#A) 

54. The gamma spocrrum of a sample can demonstrate the presence of gold 
and of rhe mercury pigmencs often used in polychromy even though 
che polychromed dt!Coration is no longer visible on the scone's surfucc. 

55. Limestone is a sedimenrary rock composed almost eJ1tirely of calcium 
carbonate [CaCO3], presenr mainly as che mineral calcite. Under certain 
conditions the calcium in calcite may be rcplac!!d ia parr by magnesium co 
form dolomitic limestone [C,aMg(CO3)2]. In calcite the calcium CJrhonace 
concenrrncion usually ranges from 90-100%; in dolomitic limestone 
rhe calcium carbonate concenrration may vary from 50-90%. 

The calcium carbonate conccnrrarion in the sample from Head B is 
approximately 85%, indicating a mixture of dolomite and cal.cite. 1n 
shore, rhe head was carved &om scone diflerem from the nearly pure 
calcite used ac Jumi~es. 
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56. For a discussion of scacistical cechniques, see L. L. Holmes and G. 

Harbottle, "Compositional Fingerprinting: New Directions in the 
Study of the Provenance of Limestone," Gesta. 33, no. I (1994), 10-18; 
G. Harbottle and L. L. Holmes, A Primi!r on Numeru:al Tto:onomy far 
Art Historians, Brookhaven National Laboratory Publication, available 
on request from L. l. Holmes, Chemistry Department (Building 555), 

Brookhaven Narional Laboratory, Box 5000, Upcon, NY I 1973-5000. 

57. This work was made possible by grants from the Florence J. Gould 

Foundation, the Geery Gram Program, the Sanmel H. Kress Foundacion, 
iu,d me David L. Klein,Jr. Memorial Foundation, administered by The 
Merropoliran Museum of An and the Internacional Center of Medieval 
An. [r was carried our at Brookhaven National Labora.tory under concracr 
DE-AC02-98Cl:-I 10886 with the Un ired Srares Depamnent of Energy. 

58. This infom,ation comes from remarks made by Annie Blanc of me 
Laboracoire de Recherche de:, Monumencs Hiscoriques, Chanips-sur­
Marne, ar the 36th lmemational Congress on Medieval Studies at 
Kalamazoo, M I, May 3--6, 200 I. Annie Blanc's paper was citled "UcilizaLion 

des calc:aircs parisiens au Mayen Age clans les rnonumencs de Beauce er 
de Brie," and was pare of me ICMA-sponsorcd session no. 383, A 
Scientific Approach to Mnurial Culture and &sources: Resoum:s and 
Technb/,ogy of Mediewl Stone. 

59. Annie Blanc (see note 58). The lL~c of barges to c:ransporr limescone 
was also discussed ar the same conference session by Janee Synder, West 
Virginia University, in a paper tided "Confessions of a Material Girl: 

The Impact of rhe Properties of Quarried Scone on rhe Design of 
Medieval Sculprurc." 

60. This information is contained in the conservation files of me 
Walters An Museum. 

l'llOTOc.;RAPl!S: figs. 1-4. 8-JO, Donna Strahan; figs. 5, 14, 
Baltimore, Walters An Museum; fig. 6, Detroit, Detroit lnstirure of 
Arts.; figs. 7, 16, Lore Holmes; figs. 12, 13, 15, Roberr Branner. 
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The Painting Technique and Treatment History of Eight Late 
Fifteenth- Century German Panels Representing the Passion of Christ 

KARFN 1-REN C II AND ERIC GORDON 

!n1Jestig11tio11 of tt fifteenth-century German altarpiece cycl.e in 
the Walters Art Museum reveals a complicated painting technique. 
A large studio produced the series, oftentimes 11.sing i11compt1tible 
m11terittl.s nnd application methods that cnu.sed a deterioration 
parten1, exhibited to some degree on nil eight panels. Since 
entering the museum in the 1930.s, nil p,mel.s have been treated, 
reflecting shifts in conservation philosophy. By examining 
these treatments, certain generafizntions can be made regarding 
conservation practices and trends. 

Rsearch into rhe types of materials and techniques 
involved in the production of a German Passion altar­

piece cycle in the Walters Arr Museum (acc. nos. 37.663-64, 
37.667-71, and 37.674) reveals inrere.c;ring insights into 
artist workshops in the northern European provinces in the 
!are fifteenth century (figs. I a-d and 2a-d). The creators 
of che altarpiece combined expensive and inexpensive 
materials to produce rich effects on a complicated structure 
(fig. 3). Furthermore, scientific examination indicates that an 
extensive and varied srudio was involved in the production 
of the series, not only in the manufucrure of the supports, 
bur in rhe actual underdrawing and painting. In facr, two 
different hands can be identified in underdrawing on th.e 
same panel (fig. 4). Finally, ir appears rhar the materials and 
techniques used to make the panels contributed to the pattern 
of decerioracion seen to some degree on all the paintings. 

During rhe nearly seventy years that che Walters has 
been open to the public, all eight panels have been treated 
in the painting conservation srudio, some more than once, 
a process rhat reflects changing conservation phi.losophy of 
panel treaanents over the years. Boch the original painting 
cechniques and the panels' conservation histories as a 
representation of twenciech-cenrury conservation tendencies 
will be explored here. 

As with most of the Walters' objects acquired before 
chc museum opened co che public in 1934, information 
about the provenance and acquisition history ofche eight 
German Passion of Christ panels is scant. Both William and 
Henry Walters, father and son colleccors, felt chat complete 

inventories lessened the importance of their acquisitions. 
Museum records indicate char these panels were acquired 
before I 909 by Henry Walters, and char the en ti re series 
concained cwelve panels char ar one point in their early hiscory 
at the museum were ascribed to Barcholomaus Zeicblom.1 

Although four vertically composed panels have since been 
assigned co Bernhard Strigel, ir can be assumed that these 
rwelve paintings, all from Germany and dared to the end 
of the fifteenth cenrmy, were acquired together and mosc 
likely from the same unknown source. 

The Passion of Christ was a popular theme for late 
fifteenth-century altarpieces in northern Ew-ope-including 
chose produced in the region of the Gem1an city of Ulm 
in Swabia, where these panels 1nay have originated-and 
was often expanded beyond scenes from Christ's arrest ro 
his crucifixion. The Walters' series contains: Christ on the 
Mount of Olives, The Arrest of Christ, Christ before 
Caiaphas, The Flagellation, The Crowning with Thoms, On 
the Way to Calvary, The Crncifixion, and The Entombment. 
The museum's paintings were most likely from a large 
altarpiece and located on the inside of two large wings chat 
each contained four paintings. The outside of the doors 
may have been painted in monochrome and depicted 
saints or other rdigious scenes, such as The Annunciation, 
Lase Supper, or Marriage at Cana. In the cemer, between 
the two large wings, there may have been a polychrorned 
and gilded sculptural group. There are several examples of 
intact alrarpiece groupings still in German churches, such 
as Hans Schi.ichlin's high alrar of 1469 in Tiefenbronn i.n 
the Pfurrkirche.2 

PAINTING TE C HNIQ UE 

Each panel painting is composed of between four and 
seven wooden planks. The wood has been identified as 
Abies Nba or Silver Pir,·1 a cype of pine. Most panels from 
this time period in central/eastern Europe were painted on 
pine or lime wood, while in northern Europe the typical 
support was oak, and in Italy the choice was poplar. 
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Fig. 1 a. Onist 0111ht Mount o/0/ives, German, L'lce 15th cenmry. B:~rimore, 
Walrers Arc Museum. acc. no. 37.674. 

The wood grain is oriented i.n a vertical direction and 
the planks are burr-jointed coged1er, probably widi a 
cheese-glue, a cement-like adhesive produced by mixing 
water-soaked d1eese widi lime. 1 The planks vary somewhat 
in widdi from about 4 co l2 in. (13 ro L9 mm.), narrower 
widths generally being used at the outer edges. Judging 
from similar paintings of die period, where double-sided 
paintings have been divided,~ the original thickness of the 
Walters' panels was most likely around a 1/i to ¼ in., widi 
both front and reverse prepared to receive paint. 

The preparation of me Walrers' panel supports was 
likely undertaken by an independent craftsman ramer than 
me painter, though he may have been pan: of the same work­
shop. In general, to prepare a painted panel after assembly 
of me planks, several coats of glue size (possibly made from 
boiled parchment scraps) would have been applied in min 
co thicker coats ro seal me wood. Small fatJrs and irregu­
larities in the panel would have been covered wim hemp 
fibres, animal hair, or clodi strips, using tht: same glue size. 

In che Walters' Passion cycle there is a fragmentary 
fabric interlayer between me wood supporr and che gesso 
preparation layer. X-radiographs reveal diagonal score 
marks in the wood in the area under the fabric; mesc 
would have prepared the surface for better adhesion. The 
discontinuous fabric scraps, most placed horizontaHy 
(perpendicular to the wood grain) on the upper mird of 
each panel, extend almost halfway down me picLurc (fig. 5). 
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Fig. I b. The A,mf ofO,risr, Gcm1an, lace 15th ccnmry. Balrimorc, Waltcn 
Arr Museum, acc. no. 37.667. 

As well as being evidenr in the X-radiographs, sampb of 
fabric were w1covcred during conservation rreaLmenr (fig. 6). 
The incorporation of reused pieces of fabric helps rewal 
the costliness of textiles in the fifrcemh century. The scraps 
are coarsely woven, and there are four types: a white plajn 
weave, a white herringbone weave, and rwo types of 
white-and-blue-check plain weave. Coincidentally, in 771e 
Crucifixion, rhe figure ro me right of Ch rise is wearing an 
undershirt of whice-and-blue-chcck fabric similar to Lhat 

wed in the preparation of me panel painting (fig. 7). 
T he inrenr of diis partial fabric layer seems LO have 

been less ro cover fatties in the wood (not all faults outside 
me gilded areas are covered with fabric) dian co act as .t 

"cushion" for me rooling and texturing of the ground 
beneadi che gilded decoration. The hapha7..ard applicacion 
of the pieces, wim overlaps and gaps. however, lacer cauc;cd 
serious cracking problems in che paint. 

As commonly found on non:hcm European fifcccnth­
cenrury paincings, che ground on the Walters' panel~ i~ 
composed of calcium carbonate and animal glue. I !ere 
the layer is fiurly duck and uneven to accommodate the 
discontinuous fabric pieces. Where there is no fabric, the 
gesso is thickest; where mere is fubric, che layer is chtek 
enough co cover che linen's rough texture and provide an 
overall even painting surface. The ground would ha\'~ 
been applied in several coacs; :m initial chin wash, a ~oa~r 
mixture applied wich a scraper, and, lastly, a finer larcr 



Fig. I c. Tl~ Crrmmmg with 17JOms, German, lare I Sch century. Balrimore, 
Wal1ers An: Museum, acc. no. 37.67 1. 

applied with a bmsh. Bare wood margins on all che Walters' 
panel edges indicare char they were inserted inro a frame­
work prior co che applicarion of the canvas and gesso. 

The preparation of the panels seems to have been 
undertaken prior co a final painting design since the doth 
underlayer extends inro the painted areas, far beyond what 
was necessary for the background pattern. le is likely chat any 
sculprural elements for the altarpiece would have been pre­
pared at the same time as rhe panels by the same craftsman. 

The gilding and decorating of background areas 
would have been carried out next. Gold decoration such 
as punchwork, for which small decorative metal tools 
are used co hammer designs into the surface, can only be 
u ndercaken after rhe mecal leaf is laid down; deep carved 
designs, such as chose on the Passion cycle, bad ro be 
undertaken before gilding. 

Artists from che lace Middle Ages employed a range of 
marerials (both costly and less expensive) in various ways 
on their altarpieces ro imirace precious fabrics for curtains 
and wall hangings. These designs were reproduced on panels 
using che techniques of engraving, pressbrokat(gilded wax 
impressed in a mold), painted pattern, punchwork, pnstiglia 
(raised gesso), and sgraffito (scratching through paint layers 
over metal leaf).7 In some altarpieces, mock jewels or gilded 
paper scars were applied for further dccoration.8 Fabric 
designs commonly found were pomegranates, pineapples, 
leaves, blossoms, animals, geomeoic shapes, and arabesques.~ 

Fig. id. On the \\V~ to Ctl11ury, Gennan, lace 1 Sch ccmury. Baltimore, 
Walters Arr MLL~cum, acc. no. 37.663. 

On the Walters' panels, such designs cover the upper third 
of the compositions and are divided inco an elaborate brocade 
and a tremoliert (carved with a zigzag) herringbone pattern 
(fig. 8). The middle and lower portions are carved with a 
flowering pomegranate design and covered in pure gold 
leaf The difference in lighr reflection on the patterned and 
smooth surfaces produces rhe fabric effect. This type of 
engraved background was commonly used on shrine i.nce.riors 
and on the "festive" or "holy day" side of altar wings. 

The cops and corners of the panels were gilded in silver 
leaf trernoliert in a herringbone paccern1u and toned with a 
rransparenc golden glaze, now lost except for a few small 
remains found on The Crucifixion and On the ~y to 
Cnlvary panels. Cheaper silver leaf was a cost-saving measure 
for less important pares of the gilding that would be partly 
obscured by the overlaying tracery of the original frame. 

Although many paintjngs from tlus period in central 
and eastern Europe have silver backgrounds, it was not a 
recommended arcisr's material.11 For exan1ple, in a 6.fteenth­
cenrury treatise on painting written by Cennino Cennini, 
he observed of silver leaf "Above all you are co work with 
as lirtle silver as you can, because it does not last, and ic 
cums black, both on wall and on wood, but it fails sooner 
on a wall. Use beaten tin or rin foil." 12 Sir Charles Eastlake, 
in his Methods and Materials of Painting of the Great Schools 
and Masters, mentions many documents speaking of "tin-foil, 
and irs use, by means ofa yellow varnish, ro imitate gold." 13 
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Fig. 2a. O,ri.si befort! Caiaphas, German, lace 15th ccnn1ry. BaJrimore, 
Walters Art MtL~eum, acc. 110. 37.669. 

To some degree, the application of a golden gla7..e would 
have protected the silver from rarnishing. 

The carving and gilding processes were complex for 
these kinds of paintings. After laying down several coats of 
gesso to provide a thick, carvable surface, the masrer would 
trace the design through holes in a panerncard, dusr charcoal 
through the holes, join together the docs of charcoal, and 
carve the design with an engraving hook inco the ground. 
The similar designs in the Walters' series indicate that they 
were based on models from paccernbooks. 

The gold backgrounds in contemporary altarpieces at 
Ulm, Memmingc:n, Reuclingen, and Graubiinden show 
identical patterns. This indicates char the same workshop 
may have produced these backgrounds and/or employed 
the same parrem books. Recent researd1 by Wcsroff, Hahn, 
and Krebs reveals that there were master craftsmen who 
specializ.ed in just the cask of engraving designs and ocher 
forms of decorative backgrounds. 1

~ 

After the design was carved, areas ro be gilded were 
given a layer of bole, a red chalk mixed with animal glue. 
The metal leaf (gold, silver, or tin) was anad,cd co d,e surf.ice 
by acrivaring the glue in che bole with a licde moisture and 
laying the mecal leaf down with a fine-haired, Aac brush. 
Once dry, the metal leaf surface was burnished with a 
hardscone such as Hemarire or an animal tooth. 

le is likely char ocher incision work, such as archicecrural 
lines and outlines in the design, were carried our at the 
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Pig. 2b. The Flagellation, German, lace 15th cemury. BaJumorc, \\7.tlu:r.. 
Arr Museum, acc. no. 37.670. 

same time as the cooling. Again, chere is evidence that the 
planning of these pane.ls was somewhar inexacr and char 
rhe gilding and panerning was probably undertaken by 
someone other rhan the painter. Incised lines indicating the 
location of the gilding can be found in the gcsso, however. 
they are very freely incised. Furthermore, rhe cooling in rhc 
gilding in several areas around the horiwn line extend~ 
beyond the background and into the painted picture (fig. 9). 

Ac this stage, a rough sketch may have been drawn 
onto the panels. Charcoal sticks were used predominantly, 
as were red and meral crayon, and color wash applied wich 
quill pens and brushes. omecimcs various media were 
used on the same picture at differenc scagcs. For example, 
on the unfinished reverse side of a South German painting 
of Mary's death. in Srurcgarr, there is a primary red chalk 
skerch of rhe birch of Christ followed by correctiom in 
charcoal.1

\ Boch skccd,es were made directly on the wooden 
panel, which already had clocl1, g~o. bole, and gilding 
applied co irs upper portion. 

Examination of the Walters' panels wid, inf mn.-d light 
reveals fairly cxrensive drawing beneath chc paint layer. In 
fucr, on some panels, underdrawing can be seen with the 
naked eye through the now aged and more uamparc:111 
painc layers. The quality of the drawing v:iric:. as wdl as che 
type of mark. indicating char ir may have been kctchcd b}' 
ac lease cwo hands and with different cools. The h1.""a\"icr, 
more confident lines were most likely applied with a bru h. 



Fig. 2c. The Cmrifixio11, German, late 15th cenuiry. Baltimore, Walters 
Arr Museum, acc. no. 37.668. 

while the thinner, lighter, more delicate strokes were drawn 
with a quill pen. f n general, different hands appear to have 
worked on separate figures; however, on The Flagelhtion, the 
work of both hands can be seen on the figure co Christ's 
right, though they remain isolated to certain areas (fig. 4). 
The heavy strokes generally relate ro areas of dark paint, 
while the lighrer strokes relate co areas of paler colored paint. 

The underdrawing reveals some adjuscments co design 
being worked ouc on the panels. For example, on rhe same 
figure on The Fl.agellation, there is a collar drawn (wh ich 
was never painted) beneath the beard (fig. 4).16 These 
differences in che drawing and the subsequent painring 
show the artist (or artists) evolving the layout while painting 
rather than following a finished drawing. Before painting 
began, the gesso ground (and drawing) probably would 
have been sealed with a glue size layer to prevent absorption 
of the oil from the paint. 

ln Germany during che lace Middle Ages, che djfferent 
casks of the panel painrer and che sculpture painter were 
generally clearly defined and divided. The panel painter 
was responsible for painting che alcar panels such as the 
wings, predella, or shrine background; the sculpture painter 
was responsible for painting the three-dimensional sculpture 
and reliefs of the shrine. Although these casks were usuaUy 
separated from one another in a workshop, sometimes the 
same person undertook all painting. For example, the painter 
Bartholomaus Zeicblom also painced the sculpture as well 

Fig. 2d. The Emombmmr, German, lare I Sch cenniry. Baltimore, 'J½lcers 
An Museum, acc. no. 37.664. 

as che panels for the Kilchberger Recabel (today in the 
Wi.irttembergisches Landesmuseum, cat. 33).17 ln similar 
altarpieces in Hungary, ic has been noted char 

painters and wood-carvers co-operated closely wich 
the guilds, and the painting of carved wooden statues 
required the same technical skills as panel painting. It 
was possible for the painting, gilding, carving and 
cabinet-work necessary for the creation of an altar ro 
be completed by one man; but when commissioned 
to produce a large altarpiece the master would divide 
the work among his pupils and associaces. 18 

On che Walcers' paintings, the irregular outline of the upper 
gilded background clearly suggests chat che original framing 
consisted of open-carved ccelliswork. T his, combined with 
the paintings' high quality and rich colors, suggescs chat d1ese 
panels were surely on the inside or ''festive boly day" side 
of two large aha.rpiece wings. Compared to ocher surviving 
Passion cycles, the Walters' paintings, wid1 their expressive, 
sometimes demonic figures and complicated gilded back­
grounds, must have been painted by an accomplished artist 
and workshop. 

Studies have found chat, frequently, differenr artists 
painted che panels for the exterior and imerior wings of 
altarpieces: "This was often the case witl1 winged altars: 
since cheywere open most of the time, the inner panels were 
painted by a Master paimer, the exterior by a member of 
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Fig. 3. Cross section views through original painting structure. 

his workshop." i? In d1e case of the Walters' cyde. ic appears dm 
more chan one hand was involved in the undertaking of 
the main panels as well. For example, the shadows on figures 
and on drapery in Christ Carrying the Cross are depicted 
more realistically than in The Crowning with Thorns. 

The colors for painting were produced 
from powder or lumps of pigment, both 
organic and inorganic. These were generally 
prepared in che arrists' srudio by grinding 
on a rough scone followed by mixing with a 
binder on a smooch scone such as porphyry. 
Binding materials of che period were n ur 
oil, linseed oil, eggwhire, resin, and plane 
gums. Once ground, painring colors were 
scored already mixed in half musselshclls 
or ocher small containers. The paintbrushes 
used would have been coarse pig bristle 
and fine tail hair from animals such as 
squirrels, cars, and badgers. 

The sub de blending of color indicates char the mt.odium 
is most likel}' oil. The paint application was Fairly chin to 

medium, alrnough some areas are thicker, especially whites 
and those colors mixed with white. 

It is likely char the compleced Passion cycle paintings 
were given a coat of a narural resin varnish. 
Although, according ro Sir Charles Ea.~clake, 
there arc several references, such as De 
Mayerne's notes, that varnishing painting 
was nor universal even by rhe 1700s.' 

CONSERVAT I ON III S TORY 

The unstable condition of chc panels was 
pre-determined to a degree by the material~ 
and techniques involved in their production. 
This is rruc co some cxrcnr of course of all 
artwork. In this case, however, due co chc 
provincial nature of the materials and tt.-ch­

niques and chc anises' lack of understanding 
of or concern about their aging rcndcncie., 
the resulrs were more serious. Most notable 
are the dramatic losses seen at the junccun:s 
of the fabric incerlayer, where chc linen 
fragments end. For example, in 7/u 
Entombment (fig. 10), there arc lo~~cs 
ranging from large fissures ro major gaps 
in the paint la)'er twelve inche:. below the 
bottom of rhc gold leaf horizon line. 

The colors found in the Walters' 
Passion cycle were rypical for rhe period. 
Visual examination of cross sections 
reveals earth colors, lead whire, lead tin 
yellow, vermilion for the red, copper 
resinarc green, smalc, and azurite. A large 
amounr of expensive gold was employed 
for the backgrounds, along with the silver 
leaf. Azurire was used for rhc blues rather 
chan the more costly ultramarine favored 
in Italy; chis was common in rhe are-<1, 
especially since there was an Ease German 
source of "Gem,an Blue" azurire. 'ti 

Fig. 4. Infrared image dc1ail of 
undcrdrawing on 77,e Fl.agrlln1to11. 

Conservation of the panels has taken 
place in one fom1 or anochcr almoq a!> long 
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Fig. S. Photograph of Chris, befoi? Gtinphns indicacing placcmcnc of 
fabric pi,:ces. 

as there has been a painting laboratory at the Walters. T he 
first treatment of a panel in the series is recorded in 1937, 
three years after the opening of the museum co the public. 
While the paintings have nor been treated continually over 
the years, they have been in and out of the studio for either 
partial or full treaonencs, and all eight have not been displayed 
at the same rime in recenc hisrory due ro their condition. 

Before entering the Walters, all panels had received 
major restoration creacments on both the reverse wooden 
supports and the fi-ont painted and gilded images. It is not 
known when, where, or by whom the treatments were carried 
our, bur, based on the rnater.ials and techniques of resmration, 
it seems likely char conservation rook place in Europe 
rather than America. 

The pre-Walters restoration of the wooden supportS 
was Fairly complex. The double-sided paintings were sepa­
rated by sawing through the middle of the wood panel, 
resulting in cwo single-sided paintings only 1/16 in. chick. 
The remaining original supports were glued co new wooden 
backings composed of panels of burr-jointed pine in a 
vertical grain direction, like che original supports. On the 
reverse of e-ach painring, cwo barrens were slid horizontally 
into cross-grained channels cue inro the secondaiy backings, 
about eight inches from che cop and borrom edges. 1n a 
subsequent restoration, the battens were removed, the 
secondary backings planed down to a flar surface, leaving 
just a trace of the batten channels, and a wooden cradle 

Pig. 6. Blue-and-white fubric interlayer sample removed during transfer 
of The Emombme111. 

atrach.ed (figs. 11 and 12). Early Walters' reports note that 
the cradles caused "further splitting of wood and cleavage 
of the painted surface."ii 

Early restoration of the gilded surfaces was just as 
dramatic. The background gilding (gold and silver leaf) 
was seriously over-restored in all panels, though carried 
out differently on various scenes. On The Flagellation, the 
cop left and right comers were painted with scroll designs 
in black and gray paint to simulare a-elliswork, echoing che 
designs on the Ii-a.mes. ln three (The Entombment, The 
Fktgellation, and Christ Crowned with Thoms), the carefully 
carved and gilded fabric design was filled witb gesso co 
form a flat surface on whid, a blue sky was painted, most 
Likely in an attempt co make the background space appear 
more realistic. L'lter (before entering rh.e museum), the 
ocher five panels received undercoats of a reddish-brown 
layer and several coats of modeJ11 «radiator" painr co hide 
the many losses in the original gold leaf. The th1·ee panels 
chat had received a simLt!accd sky then had several layers of 
gold paint applied so that all eight panels would have gold 
backgrounds once again (fig. 13). 

More confusing was the early restoration of the paint 
layer. Mose likely, all panels had their original varnishes 
removed and replaced, and losses 6lled and retouched. 
Early, incomplete Walters' documentation gives us Little 
insigh.t into the condition of rhe paint surfaces, which varjes 
substantially among the panels. Early photographs show us, 
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rig. 7. Detail ofblue-and-whire-chcck shirt sleeve of figure ro the right 
of Christ in The Cmcif1Xio11. 

however, char large losses had been over-restored in a fashion 
thar did nor resemble the original painting technique. 

In summary, before entering the Walters, all panels had 
been divided and the supports had been thinned, backed, 
and fitted with barrens. The barrens had been removed, 
che secondary backing thinned, and cradles attached. 
Areas of gilding had been overfilled and/or overpainced. 
Original varnishes had been removed and losses filled and 
rcrouched. The paint layer on some panels may have been 
damaged by cleaning during an early varnish removal. 

During che lace t 930s, the condirion of all the panels 
was evaluated and various creacmencs undertaken. As these 
paintings were exan,ined right after rhe museum opened, 
they must have been considered very imporr-mt. Flaking 
paint was reattached in Christ Taken into Captivity, Christ 
before Caiaphas, The Flagellation., The Crowning with 
Thoms, and On the Way to Calvary. Some reporcs mention 
the use of "melted wax" ( The Crowning with Thoms)'i while 
others mention "glue" ( The F'-agelk1tion)l1 as a consolidant. 
Splics were noted due ro restrictions from the cradles. 

Four panels, Christ Oil the Mount of Olives (fig. 14), 
Christ before Caiaphas, The Crowning with Thoms, and 
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Fig. 8. Detail of trrmolierr zig,.ag and Aowering pomegranate pant-m\ 
&om G1rist 011 the Mount of Olh1t1. 

On the Way to Calvary, had their varnishes removed ar this 
time. "Cleaned" is the concise description of the tt."C:hniquc 
involved and the materials idcmified. •~ According ro e-Jrly 
reporrs, the ocher panels were noc cleaned because rht.-y 
"contained so many rescorarions.'" Curiously enough, of 
che four deaned in che 1930s, the paint layer., in rwo. 
Christ before Caiaphas and On the i%y to Calvary, arc sull 
in fu.irly good condition, while the ocher two arc scverdv 
over-cleaned. A nocarion in the conservation file of fl,e 

Crowning with Thorns says thar ''the whole picture hJd 
been repainted ac some previous cime ... over a hundred 
years ago, perhaps in chc 17th century ... shadows ha\'mg 
been put in the faces and drapery." These four panel~ 
have licde co no accompanying written documenrarion. 
though before-creacmem phorographs exist. In the pre­
treatment phocographs, one can s<..-c clearly rhar in 1hc:-.c 
cwo picnarcs all the images are fui rly complete and unifit."tl. 
as if rhcre had been licrlc resroration undertaken before 
deaning. Otherwise. the r~corarion was so good chJc it 
very closely imiraced the original, nor like che rcscor:111on 
seen in che photographs of the other gro ~1> o,.cr-paint~d 
panels. Afccr crcauncnc, little accempc was nude ro rcimt.-gr.ttc 
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Fig. 9. Excendcd cooling for mecal leaf under paint layer in Chrisr on the Mount of Olives. 

the damaged surfaces of the cwo seriously abraded panels. 
le seems char either The Crowning with Thorns and Christ 
on the Mount of Olives were abraded before entering the 
Walters (as the above report mentions) and, subsequently, 
restoration was removed during che I 930s creacmenc, or 
these cwo pictures were deaned by a less skilled restorer at 
the museum. The Fact chat four panels were not cleaned 
because of their condition while the abraded panels were 
cleaned may lead co the conclusion chat cwo of the fuur panels 
deaned in the 1930s in face were abraded at the museum. 

According co the conservacion files, besides setting 
down blisters and cleaning four panels, "missing gold leaf 
was filled with new gold leaf. paint losses were retouched in 
watercolor [The Cmcifixion]1$ or tempera [The Crowning 
with Thoms]:'29 and the conserved paintings were varnished 
and waxed. Ironically, some of chis "missing gold leaf" was 
originaUy a coned silver leaf Again, for the most pare, 
conservacion materials and techniques were nor idencifted. 

In looking through Walters' annual reports from the 
I 930s, it becomes apparent char great pride was raken in the 
large number of creacmencs completed by the end of every year. 

Approximately 24 paintings( ... our of 327 objects sent 
co restoration) were worked on during chis year. The 
major part had blisters laid down, and the soi.led and 
discolored varnish removed. These were revarnished, 
waxed, and hung. In ocher instances, such as On the 
Way to Calvary by Zeitblom, much tedious work was 
involved since the background had been covered with 
radiator paint, which, of course, had co be removed. 
Under chis was a coating of reddish-brown (probably 
shellac), and under chis shellac the traces of the original 
gold leaf were uncovered. All of th is was accomplished 
by days of painsraking work, but the resulr is so briUianr 
that the time spent was well worth it.30 

The 1938 annual report noted chat 304 objects completed 
in restoration, including ninety-five painrings. During this 
productive year, one month was spent lining the Tiepolo 
and cwo Zeirbloms (from the Passion cycle) were cleaned 
and restored.11 Ac the time, the Walters employed (on paper) 
a "Technical Advisor" or chief restorer (David Rosen) for 
six months our of every year and an "Assistant co (rhe) 
Technical Advisor" (Elisabeth Packard). One suspects and 

53 



Fig. l 0. Losses in The Emombmem. 

lhinned original wood panel 

secondary wood 
panel 

._____...,._wooden cradle 

Fig. I I. Cross-section view through panel scrucrure showing original 
and subsequenr r,-srorarions. 

sees in archival phorographs char David Rosen worked wich 
a coterie of assistants. In Face, ir would have been impossible 
co line che Tiepolo or treat che large nwnber of paintings 
recorded in the annual report wichout many helpers. 
Furthermore, judging from the differenr materials used co 
treat rhe same problem, as noted in the early reporrs {for 
example glue and wax used as a consolidanr and water­
color and tempera used co retouch), ic may be concluded 
chat more chan rwo restorers treated these paincings. 

To place chese scacisrics in perspecrive, che Tiepolo, the 
museum's largest painting ar 9 x 16 feet, was recencly r:reared, 
though nor lined, by five conservators in a little over rwo 
years. And last year, the current painting conservation 
department, employing one part-rime and four full-time 
conservacors, rreared fifty-four paintings. 

Museum files indicate that the Passion series returned 
for conscrvarion treatment in the 1950s. AL char rime, The 
Entombmmt, Christ Tnkm into Captivity, and The 
Flagellation had "blisters laid down wich glue then infused 
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Fig. I 2. Cradle from reverse of The Cnirifixio11. 

with melted wax. Losses [were] inpainced in watercolor." 
Hear lamps set close co che paint surfu.ce helped che adhesive 
penetrate into The Crowning with Thoms panel wiLh 
unforrunace results. The lamps produced fur too much 
heat and blisrered and distorted che paint. Also, numerous 
fai rly large pinholes are scarrercd over the pa.inc surfu.ce of 
The Entombment, indications of arrempts ro inject an 
adhesive imo the panel. The Crowning with Thoms, which 
had been d eaned in the 1930s, was "sprayed w:irh dammar 
and faced with mulberry rissuc and rice search paste," 
most likely to secure the paint and warping support in 
preparation for a furure creacmenc. " In its present 
condition, ir could nor be displayed. 

In che I %Os, the conservation dcparm1ent focused on 
the more difficult panels noc previously cleaned bewusc 
they contained "coo many rcscorarions." "i In face, judging 
&om before-creacmenr phorographs, some of these painrin~ 
exhibited extremely serious structural problems in their 
wooden supporrs-cracking, warping, and flaking-bc:i,dcs 
actual paint loss and discolored restoration. Notes from 
the examination of The Flagella1io11 indicate chat one strip 
of the cradle had completely detached, and sc.'Vcrnl others \\CCC 

loose." Also, it was observed rhar warping of the S<.'COndary 
support had increased incc 1957. In 1969, the panel ,.,,,u; 

deaned wich organic solvents and put aside. 
In 1973, Christ 1i1km imo Captivity, a relatively qable 

panel, was cleaned with fuirly srrong solvcnrs (dimechyl­
formimide) and a stencil brush in order co remove some of 
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Fig 13. Cross-section vk·w rhrough upper gilded area wich resrorarive painr layers. 

che smbbom red paint over rhe gilding. Flaking was set 
down with wax, and losses were filled with "new gesso," 
most likely rabbec skin glue and whicing. The picrure was 
sprayed with AW2 (a polycyclohexanone synthetic resin 
rhac resembled a narural resin) and inpainted with 
polyvinylacctatc. le was given final spray coars of AW2 and 
Acryloid B-72 (an ethyl merhacrylace resin). 1n keeping 
with the philosophical rrend of the time, all modem marerials 
were synthetic and had been tested for their scabilicy and 
reversibility. The picnire was and still is in good condition. 
le is curious chat it had not been cleaned earlier. 

The Flagellation, deaned in I 969 then set aside, was 
brought back inco rhe laboratory again and treaced struc­
turally in 1974. Because of its unstable condition, noted 
above, conservators decided co transfer the painting. 
Transferring is an extren1dy risky technique involving the 
removal of the picmre's support, leaving only the paint or 
paint and ground layer, which is then reanached co a new 
support. The procedure involves attaching protective 
Facings of tissue paper and fabric onto the surface of the 
picture with an adhesive, cu.ming the picmre face down, 
and removing the original support layer by layer down co 
the back of che ground and/or paint. A small mistake can 
irreparably destroy rhe paint layer. lt is rarely performed 
coday because of irs exrremely invasive nature, besides the 
fact chat it removes original material. 

With The Flagelk.ztion, the paint and ground layers 
were removed from the original wood support and adhered 

with a wax-resin adhesive onco linen mounted onto anew; 
stable, rigid auxiliary support of aluminum-honeycomb 
(fig. 15). More linen was accad1ed co the reverse of the honey­
comb with wax-resin adhesive. Subsequenrly, the facings 
were removed, and losses were filled with rabbet skin and 
white polymer glue. The surface was varnished with a spray 
coat of AW2. Losses were inpainred with gouache and dry 
pigments mixed with polyvinylacecare, and a final spray of 
AW2 unified the surface. The painting is now very flat. 

In 1975, while The Flagellation was being transferred, 
The Crowning with Thorns was re-evaluated. The following 
year it too was transferred, thjs time onto linen, masonire, 
and an aluminum-honeycomb pane.I. Like The Flagellation, 
the records here note char "co counter-balance, rhe reverse 
was lined with linen and wax-resin" a rather superfluous 
addition considering the paint layer was separated from 
d1e reverse by about an inch of various inert materials.* In 
1980, the painting was filled, varnished with AW2, and 
inpainted with dry pigments in polyvinylacetate. Tr was 
finished with spray varnishes of AW2 and Acryloid B-72. Ir 
too is very Aat. 

The last transfer was completed in 1982, on The 
Ent.ombrnent, the painting in the worst condition, judging 
from early phocographs. This picture had major horizontal 
and vertical losses following the edges of the fabric interlayer 
and rhe vertical cracks between planks (fig. 10); additionally, 
there were large, ve1y damaged areas of abrasi.on on Christ's 
body due co past over-cleanings. This rime, the paint layer 
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Fig. 1.4. After cleaning, 1937, Ch,w on the Mount of Oliws. 

alone was transferred onto another piece of fabric and 
adhered with wax-resin omo an aluminum honeycomb 
support. Because of the massive nWTiber of losses, ir was pur 
aside until 1989, when ic was then co be further cleaned, 
filled, inpainted, and varnished. Organic solvents and solvent 
gels were used under magnification ro remove discolored 
resins and restorations. Losses were filled wirh the same 
rabbet skin glue and polyvinylacecace gesso as before, and 
fills were inpainted with a synthetic medium, Lefranc and 
Bourgeois Restorer's Colors. Finally, a new synchecic resin, 
MS2A, which replaced AW2 in simulacing the visual prop­
erties of a namral resin, was brushed over rhe surfuce. 

In the late eighties and early nineties, six panels were 
assessed co determine how chey could be stabilized and 
brought up ro che same finish so char rhey could hang in 
the gallery. 1t would be the first time in decades chat six 
panels would be shown together. Because Christ 011 the 
Mount of Olives had been so severely over-cleaned, and 
The Crucifixion had not yet been deaned, they were nor 
considered exhibirable. The ocher six had remained rela­
tively stable since their earlier srructuml treatments al the 
Walcers. Some required minor local consolidarion. Christ 
before Cninphns and On the Wry to Cnlvnry had reached a 
poinr where over fifty years afrer cleaning and varnishing 
with a natural resin, their varnishes and surfuce waxes had 
seriously discolored. These two panels, which had nor been 
over-cleaned in the thirties, now were deaned, varnished, and 
inpaimed again wirh modem reversible macerials, similar 
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Fig. 15. Aluminum honeycomb support on The £,,rombmmt. 

ro chose used in rhe treatment of The Entombment. 
Additionally, more surface work was needed co bring the 
ocher four panels co a higher degree of finish. For example, 
all the panels, especially The Crowning 1uith Thorns, net•c.kxl 
considerable inpainring, and Christ Taken into Ct1pti11iry 
and The Flagellation needed glossier varnishes co councer 
the macte finjshes char were more popular in lhc sevcmics, 
when rhey were applied. 

The lase panel to receive a full treatment was The 
Crucifixum, in 1999. This panel had some minor horizontal 
and vertical cracks following the patterns ofloss in the od,ers 
and had a very discolored. almost green, varnish, mosc 
likely over a hundred years old. Walters' records from chc 
thirties srace chac it was not treated ac the lime because of 
its condition.-' Curiously enough, this panel is in che ~l 

condition of all cighc, and why ir ,~ nor created wich tht 
initial four is a mysrery. The r<..-Cent rrcarment con isccd of 
locally consolidacing insecure areas with a cradirional animal 
skin glue, chinning the discolored varnish with o~ic c;olvcrm, 
and removing discolored overpainr wirh a mild solvent and 
scalpel under magnification. Under the overpaim, considerable 
original paint and only very small losses were found. Thoe 
losses were filled with rabbet skin glue and whiting g~. 
and the picrurc was varnished wid1 MS2A re.in and inpajmcxl 
with Lefranc and Bourgeois Restorer's Colors, like chose 
panels treated in rhe late eighties and early ninc1iL~. 



CONC I US I ON 

In looking over past Walccrs' treatments and evaluaring the 
condition of the paintings, a ft .. •w conclusions can be drawn 
and some questions can be raised. le is apparent chat the 
early crcacmenrs were less invasive co che structure of che 
panel, bur the materials and/or methods involved in clean­
ing were ac times more harmful co the paint surface chan 
lacer inrervencions. For example, two out of four panels 
cleaned in the chirries were severely over-cleaned. Their 
srrucrural rreacmencs, however, were limited to localized 
consolidation, a fai rly non-invasive procedure. lnpainring 
of losses and abrasion was minimal, again conservative, 
bur with lirrlc regard for marching the levels of finish on 
the less damaged panels. To summarize, for the most part, 
Structural work was minimaJ, cleaning could be careful or 
somewhat harsh, and retouching was reversible and minimal, 
with lircle arcempr to hide or reinregrate losses. 

Likewise, rrearments in the fifties and sixties were 
localized and relatively conservative. Here though, new, 
fairly reversible, synthetic materials were imroduced. 

In rhe seventies and eighties, major invasive srrucrural 
treatments were undertaken when three paneJs were trans­
ferred onto new, rigid supports. Were these pictures trans­
ferred onro aluminum honeycomb because it was a more 
common, popular treatment ar cl1e rime (in regards co the 
I 970s notion of prevenracive conservation) or because 
"they contained so many restorations" chat their condition 
warranted such a severe procedure? Mary Lou White, che 
conservator who transferred The Flagellation, wrote in an 
article chat a transfer should "only be resorted to if all ocher 
alrernacives fail. I strongly disapprove of the cransferring of 
panel paintings as a general practice and think char ic is a 
method which should be considered only in the mosr 
extreme circumscance."38 Lacer, she mentions that separation 
of the cloth from the wood support had caused most of the 
cleavage and "coupled wich che face that several cradle 
members had come unglued, led us co the decision co 
transfer rhe picrure."39 She then described in derail her 
methods and materials. The same reasons were given co 
cransfer che od1er two paintings. It is impossible now co know 
if they received a more aggressive structural procedure 
because of their condition or the treatment philosophy of 
the time, which emphasized preventing further deterioration 
by sometimes taking a more aggressive scruccural approach, 
but also put a high priority on rhe aesthetics of flat surfaces, 
on panels as well as on canvas paintings. During the 1960s, 
I 970s, and early 1980s, many canvas paintings were lined 
on the hoc cable under vacuum pressure in order to remove 
any deformations in plane. A very Bae, very dean, thinly 
varnished painting indicated a well chought-ouc cream1em 
and was highly prized. 

In the 1980s and 1990s, structural treatments aoain I:> 

became more conservative, while retouching and varnishing 
were ca.ken further. The emphasis on a more highly finished 
paint surface and the acceptance of planar distortions in che 
support became overriding characreriscics of d1ese □-eacmenrs. 
Were rhe localized scruccural creacmencs and more refined 
surface work part of a trend, or did che panels' conditions 
require these treatments? Or both? 

To answer these complex quescions, one now must 
look beyond the paintings themselves and consider recent 
advances in musewn rechnologyand a new attitude cowards 
museum audiences. With the museum's environment 
stabilized by new hearing, vencilacion, and air conditioning 
systems, it is no longer necessary ro consider major srrucrural 
creacmen rs as a viable option. Preven cative conservation now 
means placing a picrure in che proper stable environment 
rather than creating it aggressively to halt a possible future 
sm1crural problem. Furthermore, a re-evaluation of the 
importance of the enci.re painting, from the support to varnish 
layers has lead conservators co cry co save as much of th.e 
original as possible. Finally, rhe value placed on che viewer's 
understanding and enjoyment of the picture have led to 

placing a greater emphasis on unification of the paint surface 
and the effect of the final presentation. le is no longer 
acceptable summarily to cone in areas of paint loss and expect 
the viewer mentally co bring togemer raw and highly finished 
areas in a painting. A unified surface, either somewhat 
abraded overall or more highly retouched is considered of 
prime importance in helping the viewer appreciate d1e picture. 

[n fall 2001, the entire Passion cycle will be finished 
and htmg together for the first time at me Walters. The 
eight pictures will have been brought to a similar level of 
inpainting, and the varnishes will have a similar gloss. 
Current retouching should discolor more slowly wich the 
use of more stable, synthetic inpainting rnediwns, and, 
with new di.mare conuols, the supports shouJd not move 
in response co changes in relative humidity. Some panels 
may look Aaccer than others due co the earlier transfer 
process but a new framing syscem shouJd lessen that 
appearance. The frame will echo the original arrangement, 
with two secs of four panels set up cogether as two wings. 

Today, rhe philosophy of reversibility is at the core of all 
conservation practice. Tune will tell how the various conser­
vation cream1encs fare, for it is impossible co look objectively 
at what one does at the time. Only hindsight will in.form us 
if our decisions were the best for me paintings. For now, at 
long lase, the series will be installed as a coherent ensemble, 
scable and visually unified u1 a manner sympamecic co d1eir 
original construction and satisfying co all who see them. 

The Walters An Museum 
Baltim.ore, Maryland 
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The "Evangelistario" from the Cathedral of Messina 

M A IA WfLI INGTON GAIITAN 

This essay discusses the liturgical fimction of four brass reading 
desks representing the Four Evangelists probnbly produced ca. 
1500 in the zone of Mnnstricht. They are shown to have once 
be/Qnged to n vast multiple Lectern used for Gospel rending in 
the cnthedml of Messina and en/led an "Evrmgelistnrio" by the 
Messanese. They appear to be the only survivingfragmmts of 
this type of late medieval liturgical fimiiture, othenvise 
known only through scattered literary references. 

Since 1910, rhe Walrers' colleccion has possessed four 
magnificent brass bookrest:S (acc. nos. 53.70-73, figs. la-d) 

char once belonged co a vase mulciple lectern standing perhaps 
as call as chree merers (fig. 2). The sculprural bookresrs 
have always been recognized co be of the highest qualicy. 1 

However, rheir uniqueness as cl1e only surviving fragments 
of a cype oflirurgical furnirure produced in cl1e lace ftfteenrh 
century has been overlooked. The presenr essay will address 
chis omission and offer some hypotheses as ro rhe lirurgical 
function of chis extraordinary objecr by discussing che 
iconography and functions of rclaced lecrerns. Although 
the evidence remains inconclusive, at the very lease, it can 
be shown char chis impressive brass scrucrure--called an 
"Evangeliscario" by contemporaries- served co glorify the 
Gospel reading within che mass by visually commemorating 
the words of each of che four Evangelists. 

Each of che four bookrescs is supported by an Evangelist 
symbol adorned wich a scroll and measures approximately 
45 cm. in height and 44 cm. in length. The hole in the 
head of the figure representing St. Matiliew possibly held 
a candle. They are in varying states of preservation: the 
eagle of Sc. John having suffered che most damage, probably 
due to imperfections in its original casting.2 Until 1908, 
the bookrests, on their original supporting scrucrure, stood 
near the altar in the cathedral of Messina, Sicily.3 The 
structure was destroyed in an earthquake char hit Messina 
on 28 December 1908 and practically leveled its cathedral. 
The sculpted pelican of about the same dimensions that 
crowned cl,e cop of the whole apparatus also vanished at 
chis rime.◄ Fortw1acely, the original form is known from 

pre-1908 photographs (fig. 2), from a sec of lithographs 
produced in 1852 (fig. 3), and from an early nineteenth­
century lithograph of chc cachcdral's interior (fig. 4). 1 

The fuse reference co che objea in che Messina cathedral 
occurs in a description of the city wricren in 1606 by Giuseppe 
Buonfiglio. He mencions the piece along with various can­
dlesricks and lamps. His cerm for die lectern, "Evangeliscario," 
is unusual in such a context and will be discussed lacer. 
Buonfiglio writes: 

L, front of the three principle d1apels one sees cen large 
and call double candlesticks of bronze, marvelously 
beautiful suspended lamps, che Evangelistario wich the 
four animals described by Ezekiel and me eminent 
column of alabaster of nor little value destined for the 
support of che Easter candle.1' 

This "Evangelistario" was probably produced in the vicinicy 
of Maastrichr (souchern Netherlands) in the last quarter of 
che fifteenth ccncwy, perhaps as lace as 1500. While the 
style of rhe figures could place chem anywhere from 
Maasrrichr in che ease, Malines in the center, tO Tournai in 
the west, technical details help us to locate a possible origin 
more precisely. ln an arcicle discussing the lost-wax method 
in various parts of Belgium, Ignace V:wdevivre convincingly 
showed mac brass Licurgical furnirure of certain Malines 
provenance uniformly used iron chaplets, whjle chose pro­
duced in Tournai or Maascrichr used rectangular chaplets 
made from a copper alloy.' A careful inspection of the WaJcers' 
reading desks by Julie Lauffenburger, Senior Objects Con­
servator at the Walters Art Museum, confirmed the use of 
reccangular brass alloy chaplets of similar dimensions to chose 
described by Vandevivre (1.5 x l l mm.).8 In addition, the 
irregularity of the shapes of i:hese chapters makes a Maastrichc 
provenance more likely than a Tournai one (fig. 5) .9 

Brass lecterns and ocl1er lirurgical objects were made 
in great abundance in present-day Belgium, Germany, and 
England dLLring the fourceenrh chrough the sixteenth 
centuries. They were produced for local consumption and 
also for exporr. A n Ltmber of such works were sent to l taly. 
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Fig. I a. Reading Desk with chc Eagle of Sr. John, Maamichc?, 
ca. I 475-l500. Balrimore. Walters An Museum, acc. no. 53.70. 

The major sites of importation by sea were Genoa, Venice, 
and Messina; brom.e Liturgical objects made in norrhern 
Europe exist in all three of these cities.'° At one time or 
an ocher, the cathedral of Messina possessed at least four brass 
lecterns (including the Walters' example) and various candle­
sticks, and the medieval church of San Francesco in Messina 
had ar leasr rwo brass lecterns. One of the San Francesco 
lecterns (now lost) was supporced by an eagle and was pur­
chased in J 509 via Messa.nese correspondents in Bruges with 
funds collecred from many prominent individuals. 11 The 
other San Francesco lectern is supported by a pelican and is 
in rhe Museo Regionale of Messina. It bears an inscription 
indicating chac it was a gifr of Octavian, preacher to Charles V, 
and char it was purchased in Anrwerp in 1535.11 A second 
similar pelican with a more archaic base is currently in use 
on the Gospel side of the cathedral of Messina. tl 

Few dared lecterns exist. The conservatism of their 
figural designs makes precise daring of uninscribed examples 
difficulr. The besr indicacions of dace are usually derived 
from the base structure. Earlier bases rend co be more solid 
and srurdy, while fifteenrh--cenrury examples move cowards 
the flamboyance char aJso characrerizes lacer Gochie architec­
ture. By chc mid-sixreench century, classicizing Renaissance 
forms appear alongside more traditional Gothic ones. t◄ The 
photographs and lithographs of the original base structure 
of the Walters' example place ir in the flamboyant Gothic 
period, before che introduction of Renaissance forms. 
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Fig. I b. Reading Desk wirh clic Bull ofS1. Luke. Mnastnchr?, 
ca. 1475- 1500. B.1.kimore, Walters An Museum. acc. no. 53.71. 

Most brass lecterns posses.s<.>d single bookrcscs supported 
by the ourstrecched wings of birds. The ocher lecterns of the 
Messina cathedral and of San Francesco are of chis simple 
rype. The eagle was the most common choice of bird. and 
possibly the only choice in certain production ccncers.1~Thc 
eagle often grasped a snake--as in one fifteenth-century 
lectern formerly in che Messina cathedral (no longer extant, 
fig. 6). Sometimes the eagle has rwo heads.11• Most often 
the eagle simply stood on a half-sphere with no orhcr dis­
tinguishing amibure. Scholars have usually interpreted the 
eagle as che symbol of r. John derived from Ezekiel's ,•ision. 
ln chis case, it would reflect che same concepr as rhc four 
Walters' bookrescs in an abbreviated form. St. John, as chc 
most imponanc of the four Evangelisrs would srand for all 
four. However, there is Lircle evidence for chis inrerprcrocion. 
Ra.d1er, several pieces of evidence would support an alc.:r­
nativc interpreracion of the eagle as a symbol of Christ. 
The shore digression on such lecterns and cheir symbolism 
chat follows aids in placing chc significance of rhe W.tlcers' 
example in greater relief. 

In his chirtecnth-<entury description of the divine office, 
Guillaume Durand, Bishop of Mende (d. 1296) scaccs cha, 
it is common practice for the deacon ro read (or sing) chc 
Gospel on an eagle lectern.' Although he did nae kno" 
che brru.s eagle lecterns char were produaxJ after his time, he 
would have had in mind the wooden and scone pra:edcnrs 
co these objects, some of which were alrachcd ro .imbo\ or 



f-ig. le. Reading Desk with the Man of Sr. Maa:hcw, Maamichc?, 
ca. 1475-1500. Baltimore, Walcers An Museum, acc. no. 53.72. 

rood lofu. His imerprccarion of the eagle symbol as Christ 
is loosely based on Psalm 17:11 and derives from Christ's 
capacity to Ay over the wings of winds ("et vo!avit super 
pemuts ventorum"). 19 This allegorical interpretation of the 
eagle as Christ accords with a special honoring of Christ 
during chis portion of the mass. The acclamations used by 
the deacon-Gloria tibi domine (Glory to you, God), La.us 
tib,: Chri.ste (Praise to you, Christ), Benedictus qui venit in 
nomine Domini (Blessed is he who comes in God's name)­
all reinforce Christ's dominant role.20 

In the same passage, Durand also distinguishes the 
Gospel and Epistle readings and comments on their relative 
importance. He notes how the eagle--or rather the place 
where cl1e Gospel is read-should be covered by a cloth of 
linen or silk on feast days ro show softness in the hearts of 
Christians.21 The place where the Epistle is read is never 
covered in order co show the supposed hardness in the 
hearrs of the JewsY For Durand, the liturgical fomiture 
and its symbolism were secondary to the physical locations 
where the Gospel and Epistle were sung. Thus, although 
che eagle/Christ was well suited co the Gospel reading, it 
was not an integral symbol of that portion of rhe mass. 
This helps explain why eagle lecrerns could be used for 
purposes other than Gospel readings. 

A second reason for rejecting the idemification of the 
eagle with the symbol of St. John is the face chat the other 
bird represented in chis context is the pelican, an undisputed 

Fig. ld. Reading Desk wilh che Lion of Sc. Mark, Maascrichc?, 
ca. 1475- 1500. Baltimore, Wa.lrers An Museum, acc. no. 53.73. 

symbol of Christ's self-sacrifice. Pelican lecterns do nor 
appear before the late fifteenth century and were never 
produced in the same quantity as the eagles. As noted earlier, 
their production may have been restricted ro certain cities.23 

If one assumes that the pelican was viewed as an acceptable 
substiture for the eagle by chis later period, cl1en the eagle 
most likely symbolized Christ. The face char the Walters' 
lectern was originally crowned by a pelican is not only a 
confirmation of its late fifceenrh-cencury dare, bur also 
suggesrs the continuing importance of including a symbol 
of Cluist, even when che Evangelist symbols were also used. 

Thirdly, when the eagle symbolizes Sc. John, it usually 
possesses no attributes ocher than perhaps a book or a scroll. 
Typical in this respect is the Walters' eagle book.rest, which 
holds a scroll in its beak (fig. la). The ocher three Evangelist 
symbols are also adorned with scrolls. In many eagle lecterns, 
as noted earlier, the eagles grasp snakes or dragons (fig. 6) 
and sometimes have two heads. These features are not easily 
reconcilable with an imerpreration of the eagle as St. John, 
but they are perfecrly consistent wirh an interpretation of 
the eagle as Christ. 

While an eagle lecrern is appropriate for Gospel readings, 
it is also equally appropriate for any ocher function for which 
a lectern is needed. le could be used for Episrle readings, 
and, if large enough, in the choir. The large eagle lectern 
appearing in old photographs (fig. 6) of the Messina cathedral 
choir (next co the wooden Seicenco double-faced choir 
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Fig. 2. "Evangdista.rio" of Messina, pre-1908 photograph (reproduced 
From Gaetano La Corre Cailler, Dr/ D®mo di Messina. Memoria arristica, 
no. )OOCI by permission ofGBM by GEM~. r. I.). 

lectern) probably served this purpose. In some churches, 
the same lectern was used for boch the Gospel and Epistle 
readings, just as a single ambo could also be used for both. 
For example, the "Rices of Durham" (England), written in 
1593, record that 
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At c:he north end of the high al car, there was a goodly 
fine letteron ofbrasse where chey sunge the epistle and 
rhe gospell, with a gilt pellican on the height of ir, 
finely gilded pullinge hir bloud our hir breast ro hir 
young ones, and the winges spread abroade wheron 
did lye the book char they did singe che epistle and the 
gosple, it was thought ro be the goodlyesr lencron of 
brasse tlm was in all this cuntrye it was all co be ca.ken in 
sunder with wrests every ioym from anod1er. Also thcr 
was I owe downe in the quere another letteron of br-asse 
(noc so curiously wrought) standing in the midst againsr 
the stalls, a marveilous faire one, with an eagle on the 
height ofir, and h.irwinges spread a broad whereon the 
monk.es did lay tl1eire bookes when they sung theire 
legends, ar martens or ac other rimes of service. ' 

This description contradicts what is normally thought of as 
standard catholic liturgical practice as it was codified cowards 
the end of rhe fifteenth century. After the demise of che 
double-staired ambo (used for both Gospel and Episcle 
readings) and its elaborate ascent and descent rin1als 
derived from rhe Eastern Church, the Gospel and Epistle 
readings were relegated ro different sides of rhe church. 
The earliest texrual references locate the comu evnngelii co 
the oorth/ 5 on the Jefi: side of the altar (assuming the normal 
orientation rowards me east and thac one is fucing the 
alcar), and the conm episto/,ae cowards the soum, on rhc 
right side of the alcar. However, as Sibile de Blaauw has 
suggested, variations in liturgical practice seem to have led 
co a certain amow1r of confusion as co the different sides 
of the church . .!I, Archicecrural evidence provides plenty of 
examples of rhe reverse orientation (e.g., in Rome, an 
C lemenre, Santa Maria in Cosmadin, San Lorenzo Fuori 
le Mura). When Burchard de Scrassbourg published his 
important pontifical in l 485, he reversed the orienration, 
establishing the comu evangelii rowards the south and conm 
ept~·tolae rowards the north. Thereafter, this hisrorically 
incorrect orientation was considered Standard though it was 
nor conscientiously followed.!" 

Churches with only one a.mbo traditionally placed char 
ambo in cornu evangelii.1B The pelican lectern at Durham 
that was used for both readings, however, srood at rhc 
north end of the altar-the side associated with the Epistle 
by this period.l'J Ln his seminal article on medieval bra.ss 
lecterns in England, C. C. Oman has found ocher examples 
of chis practice and other variants. II) While the lcclern's 
northern location may reAcct the earliest liturgical practices, 
it also demonstrates the importance of Durham's local 
tradition in maintaining that location. 

The more general point to be made here is chat the 
liturgical function or meaning of these lecterns was largely 
developed through their ritual use and noc through their 
shape, iconography, or any longer through standardized 
placement. In an earlier period, direcrional placement was 
viewed as much more important. For Durand, the Gospel 
lectern acquired its liturgical meaning by vircue ofirs locuion 
on rhe Gospel side of the church. Similarly, he srressed "the 
place where one reads the epistle" and nor rhc furnirurc 
used co support the book. By the time of Burchard de 
crassbourg, however, chis ritual placement had become 

less srrict and probably also less significant. The spacial 
layout of the mass was in flux. The placemenl of leccerns 
and ambos was adapted ro rhe particular circumstances of 
the church or cathedral in question, practices ulcimacel)· 
leading co Burchard's historically incorrect orientation 111 

his pontifical of 1485. 
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Fig. 3. "Evangdiscario~ of Messina. lithograph, 1852 (MauheW Digby Wyarc, Metnlwork and its Artisrir Design). 

In this flexible liturgical context, leaerns were produced 
with only generic functions in mind, acquiring specific 
meanin~ through che rinials with which rheywere associated. 
Although choir lecterns were less adaptable because they 
needed co be larger to accommodate large choir books 
(and often possessed several desks so chat several books 
could be viewed at once), they coo could rake on the same 
general appearance as reading lecterns, as rhe reference co 
che Durham eagle demonstrates. 

In con erase to all of these eagles and pelicans, rhe Walters' 
leccern--or "Evangeliscario" as ic was called in Messina­
was made co be function-specific. Incorporating me symbols 
of the four Evangelisrs, each of which supports irs own reading 
desk, chis lectern was me-ant for Gospel reading only. Lr was 
invested with a specific liturgical meaning at the time of 
production, a meaning char then followed ic to its eventu­
al liturgical setting. Ar lease three-and possibly four 3

-
1 

-

such Lecterns are known co have been produced, and it 
appears chat all three were used in exactly che same ritual 
fashion. Besides the Walters' example from the Cai:hedral of 
Messina, another existed in the Charter house of C hampmol 

(Dijon) and a third in the Cathedral of Dunkeld, 
Scotland. Doubtless many ochers were produced but were 
not described and have apparently not survived. 

The documentary evidence for the ritual use of the 
Walters' lectern dates from rhe nineceench century. In his 
book Metalwork in Italy and ;ts Artistic Design published in 
1852, Matthew Digby Wyarc describes: 

Place XX:XV is a curious lectern worked in brass, and 
now in use for the reading of the Gospds, in the 
cathedral at Messina in Sicily. The upper portion is 
made ro revolve, so that a copy of each evangelist's 
wricing being laid upon his proper emblem, the priest, 
standing on a step at the side, has only to turn the 
desk round until he has opposite co bim che requisite 
gospel. Thus each evangelist's record is successively 
read from an appropriate emblem, the priest in all 
cases remaining with his face co the congregation. Ir is 
impossible in any drawing, however careful, co render 
the exceeding accuracy and mechanical dexterity with 
which chis object has been execured . .il 
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Fig. 4. Messina Carhedral Interior, lirhogmph, before 1873 (reproduced 
from Macia Accascina. Profi/.o dt!llarrbitettura t1 Mroina dal 1600 al 
1800 by permission of Edizioni dcll'Areneo). 

Although Wyatt does not state where the lectern is loca.red , 
a nineteenth-century print of the interior of the Messina 
carhedral clearly shows what he musr have seen (fig. 4). The 
lectern stands on the north side of the cathedral ro the left 
of the altar, a placemem in accordance with early liturgical 
practices and probably reflecting local Messanese tradition. 
A giant paschal candlestick-certainly the one noted by 
Buonfiglio in 1606-scands to the right. At the center is 
the so-called "macchina," an daborace seventecnth-cenrwy 
monument by Filippo Juvarra housing Sr. Luke's painting 
of the Virgin and commemorating che Virgin's letter ro che 
Messanese people. The cathedral, Sama Maria della Lerrera, 
was dedicated co chis apocryphal letter. n 

On its own, Wyarr's description would be of little 
historical value except as evidence for ni.nereench-cenrury 
practice. However, a description was made of a very similar 
lectern i.n the Charcerhousc of Champmol (Dijon) in 1718 
by Le Brun des Marettes, Sieur de Moleon: 
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Ar the Charrerhouse of Dijon the Gospel lectern is a 
very large colwnn of bronre, on the height of which there 
is a phoenix, and around which are lhe four animals 
of Ezekiel, which serve as four reading desks which 

Fig. S. Bronze Alloy Chaplet from Bull of St. Luke, detail. Ba!Limort:, 
Walters An Museum, acc. no. 53.71. 

one cums according co the Gospel. Across on d1e Epi~cle 
side is a large and magnificently sculpted ancient chair 
in which the Celebrant sits during the Epistle reading. ' 

Aside from the fact rhac this lectern was crowned with a 
phoenix-also a symbol of Chrisc-inscead of a pelican. 
this object would appear to be identical to rhe Messina 
example. Though not normally used on lccrcms, the 
phoenix was a common symbol of the Resurrected Chris1, 
here seeming co substitute for the sacrificial Christ of che 
pe.lican. Unforrunarely, the date of chis Champmol leccem 
is not known. A second eagle lectern case by cannonier 
Maitre Colart is recorded as having been located in che 
center of the monk's choir at Champmol. le possessed a 
commemorative inscription char was added sometime 
after it was acquired. The inscription refers co chc founding 
of the church in 1383. '' This lectern was probably used by 
the choir, and may even have served for Gospel readings 
until the specific Gospel lectern nored by Lebrun des 
Marctccs was acquired . .11·The fa.ct char a visiror's accoum of 
Champmol in 1486 docs nor mention the Gospel 
lecrcm-t.wn though ir describes many ot.hcr less imposing 
element$--Suggescs cha1 it was acquired after chat date. 



Fig. 6. Choir lecrerns from Messina Catht.'C!ral. pre-1908 photograph 
(reproduced from Gaerano La Corre C',ailler, Dr/ D1101110 di Mes,i11a. 

Mnnori11 arristim, no. XXX by permission of G1.IM by GE.M s. r. I.) 

The chird known Gospel lectern of chis revolving type 
was presented to the Ounkeld Cathedral by Bishop George 
Brown (1484- 1514). le is described in Alexander Mylne's 
life of che bishop wrinen sometime shorcly after his death: 

Though he was kept busy by the suits of rhe churd1's 
enemies and made i[ an object co acquire lands, the 
bishop was fur from being unmindful of the interior 
decoration of his church. He presented ... a tabernacle 
for the high alcar: a four-sided lectern of brass with 
four figures of [he Evangelises supporting desks upon 
which che Gospel is sung in cum, according to che ride 
of the Evangelise: a brazen figure of Moyses holding a 
desk in his arms, and at che back thereof a candlestick 
of brass with three branches. Also he had the upper parts 
of the choir stalls painted: he completely renewed the 
rood-lofc, with the altars of St. Michael and Sr. Martin 
and the choir-screens. \8 

Like che lecterns of Messina and Champmol, th.is Gospel 
lectern (as well as rhe Moses lectern for the Epistle reading) 
dares from the lace fifteenth or early sixteenth cenrury. 
Although there is no indication as ro where it was produced, 

fig. 7. Pasch~] Candlestick, Li.ibcck?, Cathedral of Lund, Sweden, ca. 
1400. Lund, Hiscorisk Museer. 

we do know char in 1508 Bishop Brown purd1ased a 
wooden tabernacle from Flanders and had it shipped ro 
Dunkeld by way of Oundee.39 The facr chat a.lJ three 
lecterns were used in exactly the same theatrical manner in 
diree different coW1cries and three different cenrur.ies gently 
confirms tbar chis was in face their original funccion.~0 

Two other brass lirurgical objeccs--boch paschal candle­
scicks--are known chat adopt a similar iconography and a 
similar shape. So close are these candlesticks in form ro the 
Messina lectern chat many scholars have assumed chat bocl1 
also served as lecterns.41 The larger of rhe cwo candelabra 
holds seven candles and exists in Lw1d, Sweden (fig. 7). 
Scholars seem co concur char iris ofLi.ibeck workmanship.42 

The second example holds a single candle and is one of rhe 
few pieces of medieval church furniture scill extant in the 
cathedral of Genoa (fig. 8). le is usually given a Dinanr 
provenance, if any at a.ll.➔1 A firsthand examination of the 
animals on the Genoese candlescick wirh photographs of 
those in Lund, however, strongly suggests char both were 
made in d1c same region, probably near Lubeck. ln both 
examples, the animals look distinctly archaic and angular, 
recalling fourreench-cencury German acquamaniles more 
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than the rounded, Aowing forms of the Walters' evangelise 
symbols. Their wings have delicate, detached feathers, as 
opposed to che srnrdy, unified wings of che W.-tlcers' reading 
desks. It is likely that boch candlesticks predate the W.ucers' 
lectern by least fifty, and perhaps one hundred years. 

Paschal candlesticks, like chose in Genoa and Lund, 
may have provided a model for the lacer Gospel lecterns, 
especially these Gospel lecterns chat were probably produced 
in Maastrichc, a Necherlandish city close to the German 
border. Paschal candlesticks were usually placed i1J comu 
evangelii near rhe ambo or lectern used for the Gospel 
readjng. The seven-armed candlestick type, which substitutes 
for seven individual candlesticks, moreover, is particularly 
associated with the portion of the mass known as the liturgy 
of the word. Ct is probably for these reasons that the candle­
sticks were decorated with Evangelise symbols in the first 
place. Some lacer candlesticks without Evangelise iconography 
(such as chose in Uau and in Viborg, which are roughly 
contemporaneous with the Walters' lectern), also include 
lecterns on cheir shafi:s. Ir is furthermore known that one of 
the brass candlesticks from the cathedral ofTongres included 
a lectern used for Gospel readings.◄◄ The Viborg cathedral 
example is a seven-brand1ed paschal candlestick like the one 
in Lund.◄' Combinations such as these further demonstrate 
the conceprual affinities between these two liturgical objects.16 

Evangelise symbols also occur on the covers of Evangeliaries 
(books containing the Gospel readings used during che mass) 
and on a few much earlier Gospel ambos. One southern 
ltaljan example is Melchiorre da Monralbano's ambo of 1279 
fo r the cathedral of Teggiano (Campania). This elevared 
marble scrucrure is decorated with Evangelise symbols. The 
cenrral, protrurung speaking podiw11 is decorated with 
another eagle scandjng on the back of a rabbit held by a man. 
Similarly, the Gospel ambo, which once cxisred in the 
church of the Catheru·aJ of Pavia, also includes Evangelisr 
symbols combined with an eagle reading desk. •· ln chese 
examples, boch types of eagles-St. John and Chrisr-are 
represented; rhe one symbolizing Sc. John holds a book, 
and the one for Christ decorates che reading podium.~M 
Ocher exan1ples of ambos wirh Evangelist symbols include 
the "Guarna" ambo in the Salerno Cathedral, the thirteenth­
century ambo of Wechselburg (Saxony), and Emperor 
Henry ll's ambo in the Palatine Chapel, Aachen.''' Like 
Messina's Evangelistario, ambos such as chis were made ro 
exalt the Gospel reading during the mass. However, by the 
founeemh cenrury (and perhaps even earlier), these types 
of specific~firnction Gospel and Epistle ambos were rarely 
produced, if at all. (The grcar ambos of Nicola and 
Giovanni Pisano, for example, probably served a variety of 
fimccions, including char of a cnntoria for singing). lnscead, 
in the fifteenth century, a different kind of raised placform­
che preaching pulpir-was sweeping both lcalian and northern 
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Fig. 8. Paschal C,n<llestick, Lulx-ck?, ci. 1400. Soprimcndcrua di Gcnov.i. 

European churches. They first appear in cathedrals and 
mendicant churches bm soon spread co parish churches. 
While it is not always known how many and precisely 
which purposes the earliest of these pulpits served, it is certain 
d1at rhe single examples being erected in the nave<; of churchc:. 
by the mid-fifteenth century were conceived wich pread1ing 
in mind, rather than the singing or reading of che Gospel...., 

There are many explanarions for the rise of preaching 
puJpirs. Most important among them are chc incn .. -ascd 
imporcance of preaching during and oursidc of rhe ma.\S, 
and che simpljfication and scaling down of the rood screen. 
The exjsrence and use of such pulpit , however, musr also 
have affected the mass. Greater emphasis on d1e homily 
(delivered after che Gospel reading) and on preaching in 
general by giving chis action irs own platfonn in the nave 
is likely to have reduced the impact of rhe Gospel reading, 
especially it chis rearung was done from a more remote 
locarion in che choir or behind a rood screen. Could the 
invention of Evangelise candlescicks and then the grnndio~ 
Evangelist lectern partly be a response co this liturgical 
shift? Mighc the revolving, chcarrical "Evangelisrario" of 
the Messina etthedraJ have served co restore the waning 



Fig. 9. Interior View of Messina Carhedral, pre-1908 photograph 
(reproduced fi-om Caetano La Corte Cailler, Del Duomo di Messina. 
Memoria nrtfrtica, no. XA'XVI by pcm1ission ofGBM by GEM s. r. I.). 

liturgical impact of the Gospel reading? lo addicion tO its 
grear size, ic is a complex object chat nae only glorifies che 
Gospel segmenr of the mass, buc also glorifies che individual 
character of the words of each Evangelist by giving each 
one ics own podium. 

Sometime in the early sixteenth cenrur.y, che Messanese 
built a pulpit in their cathedral in cornu evangelii (fig. 9) . 
Even though it was probably built afrer they acquired their 
Evtmgelistnrio, it would have been erected in response co an 
earlier need. When Buonfiglio described this leccern, he 
does so just after describing this pulpit in the □ave in which 
"i piu fomosi Predicntori dimostrare !or scientificn eloquenza, 
condotti con grosso stiperzdio dalla Citta" (the most famous 
preachers demonstrate their srudied eloquence, brought 
here with large stipends from the srate) .\2 These preachers 
were valued for their individual contributions co the 
understanding and dissemination of sacred text. With the 
incroduccion of the "Evangeliscario," such an individual 
accenc could also be visually appreciated during che Gospel 
reading of che mass. 

T he term Buonfiglio uses-"Evangelistario"-also 
implies a special lirurgical function. ff one looks up the word 

Evmzgelisrnrio in the most imporranc Italian hisrorical 
dictionary, produced by Accademia della Crusca, it is defined 
as a synonym for "Eva.ngeliario" or Evangeliary, the book 
of Gospel readings used in the mass. Four examples are 
given in which ir means "Evangeliario," but all are from 
central [ralian (mostly Tuscan) sources. Similarly, Du Cange's 
dictionary of medieval lacin defines "Evangelistariwu" as a 
synonym for "Evangeliariurn," and several examples are 
given. ln one of Du Cange's examples from the chronicle 
ofFossanova of 1196, however, iris not completely certain 
chat the Evangeliscarium refers to a book. le could easily 
refer to a special silver book.rest used for rhe Evangeliary: 
"quarruor Eva.ngdistaria argencea, 12 cruces argenreae." 1f 
one leaves cenrral lcaly, the meaning of the word changes. 
lnvenrories of che sacristy in Cathedral archives (Ma.ramma), 
use che word co mean a sumptuous linen cloth.HThe cloth 
might have been used ro wrap or adorn the Evangeliary, or it 
might have adorned the lectern on whjch the Evangeliary 
was placed, as Durand had specified for feast days. 

The Walters' "Evangelisrario" probably rook irs name 
from char cloth, for, like the cloth, ir is an object chat 
embellishes the Evangeliary. Jr is possible char it was originally 
only used on special occasions, just as chc cloth was draped 
on rhe Gospel lecrern only during feast days. The sevenceench­
cencury antiquarian Jean-Baptiste Thiers cites cwo exan1ples 
(one from 1507) of a liturgical practice in which the Gospel 
was read during weekdays, and on certain feast days on a 
lectern placed in cornu evnngelii next co rhe altar, set up 
expressly for this purpose. On Sundays and other feast 
days, it was sung on a lectern on the rood loft or ambo 
inside the choir. s4 

The ''Evangelisrario" also may have played a greater role in 
the mass itself than did standard lecterns. In the introduction 
co his fumiamental book on the history of western liturgy, 
Mario Righetti describes the great liturgical importance 
attached co the Evangeliary in some circumstances outside 
of the mass. Ac the Council of Ephesis in 4 51, the profes­
sion of fuith was read in the presence of the Evangeliar.y. Ar 
the Fourth Council of ConstancinopJe of 869, held ac 
Hagia Sophia (Jsranbul), rhe Evangeliary was placed on a 
throne with the relics of the Holy Cross, a practice that 
was carried over ro Ravenna and Rome.~5 Such a situation 
of a sacred book left on a bookrest on the altar is illustrated 
in some sixth-cenrury mosaics in the Ravenna bapciscry. 
Corroborating rhese examples, Thiers cites various early 
texts by Leo TV and Sc. John Chrysoscom describing the 
practice of preserving the Gospel books like relics on the 
altar.¾ Discussing the mass, Sibile de Blaauw mentions a 
different practice of the subdeacon placing the Evangeliary 
o□ the podium near the ambo in the lower choir where the 
seven candJesricks resided-after the Gospel reading.57 In 
the "Rices of Durham," the combined Gospel and Epistle 
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book was also placed on the altar after the readings for the 
remainder of the mass (instead of resealing it and returning 
it immediately to the treasury).ss Perhaps also in Messina 
in chis lacer period, the Eva.ngeliary was left on the 
"Evangelisrario" after rhe reading or placed there dusing 
certain solemn occasions.'? Perhaps ic-or they for ic could 
have been bound in four separate books-were even scored 
there from rime co rime. r,()Unfortunarely, because no 6.fi:eenth­
' sixceemh-, or sevenreend1-cenrury liturgical books from 
me Messina cathedral survive, such hypomeses cannot be 
verified in chis conrext.1

'
1 

What is certain is chat Messina's "Evangelisrario" testifies 
to me lavish attention accorded to the Gospel reading and 
co rhe words of each Evangelist during mass. Ir shows how 
the basic concept of reading (or singing) was elaborated, even 
glorified by a simple mechanical apparatus and a theatrical 
presentation. The early church elevated the importance of 
the Gospel reading through ritual ascending of the a.mbo 
stairs and the directional oriemarion of che deacon. The 
High Middle Ages gave ic a place and ambo (or lectern) of 
its own in cornu evangelii in opposition ro the Epistle reacting 
on me oilier side. While the ambo sometimes reAecced irs 
Gospel function through its imagery, lecterns were generic 
until meaning could be attached co them through ritual 
use. The lace fifteenth century witnesses me triumph of the 
artistic object in chis context. Not only does preaching 
receive its own pulpit, bur also me Gospel reading receives 
is own magnificent hvangelistario, and each Gospel, ics own 
podium. The once elaborate orchescracion of gazing north, 
and standing co the south, was thus overshadowed by a.rriscic 
symbolism and ingenuicy. 

In me early nineteenm cenwry (fig. 4), the Messina 
"Evangelista.rio" did not scand in comu evnngelii, but ramer 
on the Epistle side. While it may have been moved, it is 
also possible rhar this was irs location when Buonfiglio was 
describing the d1urch in 1606 (his text is unclear on this 
point). Had chis been the case, it would mean char the Messina 
''Evangeliscario," like irs simpler counterpart in Durham, 
parrook of a mass organized according to local rradirion, 
perhaps ultimately based on archaic lirurgical pracrices. 
Unlike the Durham pelican, Messina's "Evangdisrario" (along 
with its councerparcs in Dw1keld and Champmol), iUuscraced 
its liturgical function through ics physical and iconographic 
form. Ricual nor only invested significance in the 
"Eva.ngeliscario," but also adapted icself co the object's 
iconography and physical structure. The "Evangelistario" 
enriched che liturgy of me word by syrnboli.ca.lly idemifying 
d1e sacred words of each individual Gospel. 
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NOTES 

I would like to thank Monsignore De Dorncnicis of ama t>.laria ddl.i 
Lerrcra, Maria Pavone Alajmo of rhe Museo Region,1le di Messina. 
Gioacchino Barbera of the Musco dcl Tesoro dellJ Cattt-dralc:, Caterina 
Ciolino of rhe Sopriocendell7.a dei bcne :misrici. Giovanni Molonia. 
Rina Scracuzzi, Susan Boyncon, and Lorenro Fabbri for tht•ir gcner0ll\ 
help in researching this objecr. Sibile de Blaauw's careful reading and 
criticisms immeru.-urably improved many aspects of rhis srud)', espc:ciall) 
chose concerned with oriencacion and liturgy. I would funhcr like to 
acknowledge rny appreciation fur the assisra.nce of Julie Lauffcnburgcr, 
Senior Objects Conservator :u the Walrers Arr Museum in t.-xamining 
chc conscrucrion of the lecterns, lhc encouragemem of Joancath piccr, 
James A. Murnaghan Curator of Renaissance and Baroque Arr :u rhc 
Walters Art Museum. and the support of the Andl'(.w W. Mellon 
Foundation, which funded my position as Andrew W. Mellon Po~r 
Ooccoral Fellow in Renaissance and Baroque An. 

I. In 1960, the four reading desks were t."Xhibiled in Occroit (De1m11 
lnstimce of Arr, Fbmd,:rs i11 tht Fifimuh 0!11111ry: Art nnd Ci11iliz..11io11. 
C1.ralogue of che Exhibition, MnsterpieCl'S ofF/nnish Art: \1m f¥k to /Jmc/, 
(Derroit, I 960), nos. 109-12, 277-79) and Bruges (Lni«ledl'S pnmuifi 

jl,11111mds. C·ualogue t:lirion fran,;aise. [Brug~. 1960], no. 122,222). 
In 1962. it was included in the Wailers An Gallery exhibinon. nll' 

/111er11111ionnl Sryle. The Aru in Europe nround 1400. {Baltimore, I %2). 
no. 14~ I, 147. Most n:cenrly the lecrcms were discussed (brie0y) by 
Jeru1-Philippe Leete, u si«le de In Toison d'Or. (P:irh, 1986), 62-63. 
The emrics in these carologues, es~-cially chal in nJe lmen1111io11,,/ Styk, 
provided an invaluable poim of departure for this study. 

2. The eagle's head has been flattened and his beak and wing.s arc crad«:d. 
Surely some of this damage occurcd from a full bu1, according 10 Julie 
Lauffenburgcr, cnior Objects Conservator at the Walters An Museum, 
the cracks on rhe wings look to be the result oflongrerm <lcreriorncion 

3. Henry Walters purchased the lecterns from Raoul I lcilhronncr in 
Paris in 1910. Notes in the mu.scum files indicacc chat che dealer had 
acquired the reading desk~ from che Cau1edral of Reggio Calabna, on 
the scrair.s of Messina. I lowt.-vcr, as was first pointed out b) M;in•m 
Chauncey Ross ("Vier Evangeliscenpulte :ms Messina." Pt1111heo11. 22 
[ 1938], 290), these figures must have come from 1he cathedral of 
Messina. fherc is no evidence thar 1he cathedral of Reggio C-tlabna ever 
possessed a lectern such as 1his, and there is phoco documcnc.11ion 1fu1 
the Messina carht.-dral did. Ross further notes 1.hat "Mr. Walters h1msclt 
when speaking ro a friend referred co these picxes as having come from 
Mess111a and char they were wld 10 aid in the rcparauon of the dam.1gc 
ro chc cathedral caused by the earthquake." The ulcimate provenance of 
rhcsc lecterns is certainly the Messina cnhcdral. Although Wahcrs' 
statements sugg~t thac he believed the lectern cn..;emblc ro h,1ve bc:cn 
sold by a responsible reprcscmative of 1he c:uht.-dral, it i-, not clear by 
which path they came imo 1-icilbronner's po~ion. 

After chc great earthquake of 1908, chc Messina cathedral and mo\t 
of the city was lcfi a ruin. rhc cuht-dral had no roof and no imerior 
architectural scn1crure left. Many prt.-cious artworks belonging to the 
carhcdral and to ocher churches were quickly mkcn 10 Palcm10 (at chi\ 
da1e there was no Soprimcndenza or major ntll.'t(.'UITI in MessinJ) for 
safekeeping and n:smracion while ochers were: left ,1miilit the rum\, 
Some obj~ were stored in 1he cathedral "baracc.{ (do~c), e.peci.ulr 
after some importanr itc:rm had been ~tolen, including J bcJuuful 
brom..c angel from the tomb of Caniinal Cibo in San Fran~o. On 30 
January 1909, rhc Soprintendcmc Anronio Salina,,, mdicucd dl.lt ✓t,/ 

e«l'Zio11e degli ,mmzi de/ soJ!ho, pei qu,1/, no11 mt possib1k di trot ,,rr po.1ro. 



ti/Ito 1/ m,11erinle nmmco de/ D11omo s, t' /ammo nel DIIDmo stt'SS(] e nd 
mngnzzmt npmsmnmre ro11sm11tt n presso" (Scrim srelh. [Palcnno, 
1976-nJ, vol. II , 423-24). nie works senc ro Palem10 were a source 
of great concern lO the Consiglio Comunale of Messina bec:iuse rhcy 
were worried char 1hcsc precious objects and paincin~ would never be 
r<.'1urned. An angry lcrcer co the editor by Consiglicre Professor Flercs in 
the -Corriere di Sicilia" (6-7 August 1913) was n.-huffed by Soprimcndenrc 
Anroruo Salinas of Palermo (9 Augu.~t 1913). Salinas reiter:uc:s rhc inrencion 
of the Soprinccnderua ro remrn works in rhcir poSSeSSion, reminding 
rhc Cons1glierc thar he had no conrrol over chc many objects for sale in 
anuque ~hops, some of which were Stolen: -1,m1n11do om nll'i11tnpl'lln11w 
Fkm. r notor,o che , 11egozi di 11,uirhita di R1/n-mo sqr, pimi di oggm, 
prt11'1'11imti di, MtJS11111 e cosl purr quelk di Taor111i1111, di C,,rnnin, di 
Mzpoli, di Ror,111: oggmi w11d111i dlli proprie111ri mn pit) di so1,,en,e ris11!1t110 
di fi,m che si fm-ro r dx ,i am11111111110 n forr, p11r troppo, pmso chiese o pTl'SSO 
mte 111or,1/,, 11111111i11i;m1ti di/ gnue ignornnte o, tn/i,o/ta, lndm a dirilh1rn. » 

Unfonunately, 1hc Archives of rhe Opera della Cauedmle 
( Maramma dclla Cartcdr.ilc) arc only panially preserved. After the 
e;irchquakc, Lherc arc many references ro the selling of lead in order to 
earn money 10 pay for repair~. There arc no indications that artwork or 
even building materials were sold for chis purpose. All of the above-noced 
corrcspond..:ncc regarding the arti~cic remains of Messina are discussed 
Jnd e.·uensively quoted in Antonio Salinas and Gaecano Mario Columba, 
Tt'TTt'IIIOto di Messina. Opem dart/' rm,pemte, eds. F. C. Cicala and G. 
Molonia (Messina, 1998). Republic:irion of material originally presented 
as: Ministero delb Pubblica lmuzione. Tm't'moro di /'dessina (28 dicembrt! 
1908). Op= dime rie11ptrnte dal/a RR. Sopri11ttmdmze dei mo11umemi, 
de, 11111sei e delk gnlln-ie di Palermo (Palermo, 1915). 

4. Ir may have lx."Cn d~rroyed or possibly sold 10 someone else. On rhe 
Messina catht.'Clral and ir~ history (with many photographs). sec Messina. 
Prima e dopo ii dirastro. (Riproduzione anastatica dell'Ediz.ione 
'Giuseppe Principato' of 1914). Introduction by Carmelo Trasselli. 
(Ml'S.\ina, n.d.. 197-230), F. Chillemi, // cmrro ;torico di Mcssitut 
Stnmurr urbane e pn1rimo11io armtico. (Messina, 1999), 136-90, and 
especially rhe essay by Gaerano L, Corte Cailler, edited by GiOV',mni 
Mo Ionia as a volume wich many phorographs, Del D11omo di Mes,ina. 
Memoria nrtistir.n. (Messina, n.d.). 

5. Some early photographs ~how the altar area withour the lccrern. lr 
may have been temporarily removed afrer the fire of 1867. 

6. "Di111111zi a/le trr capelle maggiori si veggono died grossi & n/ti doppieri 
di bro11z», o/1m de/ sostmgo tklle lnmpllMri a mmwig!ia be/lo, l'Evangrlistttrio 
con i q1111ttro nnimnli desrritti di, &echiele & /'emi111mte cokmna d'aL-
11b,urro corog11i110 di 11011 poca valut11 dirizmm per sostmgo de/ Oro 
Pasq1111k. "Giuseppe Buonfiglio, Messina. Cittn Nobilissimn desrrittn in 
Vl/1 libri (Venice, 1606), 28. 

7. l. Vandcvivrc, "Le moblier lirurgique en lairon fondu dans les anciens 
pay-bas mfridionaux du XVe au milieu du XVle siecle. Precisions rech­
nologiques," 811/krin. lnstitut roy11L du patrimoi11e artistique, 9 ( 1966), 
170-79, especially 175. 

8. Vandcvivre, ''Le moblier limrgique," 175, gives a range of dimensions: 
1-3 mm. x 9-20 mm. 

9. The chaplets arc slighcly wedge-shaped on the bodies and basc.r-rhe 
hollow parrs-of che sculprurcs while rhey are crisp recr.u1gles on 1he 
wings. Those on rhe wings are also of a higher copper content. These 
figures poss= fewer cha piers rhan rhe exan1plcs surveyed by Vandevivre. 
He found an average of twenty on each figure he surveyt-cl ( 173). The 
Walrers' examples probably do not possess more rhat eight co ten each, 
chough ic is possible char they are well hidden beneath the patina. 

I 0. On these objt'CtS, see J. Squilbeck, "Les lurrins dinantais <le Venisc er 
de Genes," Bulletin dr l111Stih1t hiJtorique be/gr de Rome, 21 (1940-4 I), 
347-56. C. C. Om:m, "Niederlandi.sche Mcssingpulre in lralicn," Pll11theo11, 
9 (1937), 274-n, and for a discussion of cl1e lt'Ctern in che Musco 
Rcgionale of Messina from the church or San Francesco, Messina, sec J. 
Squillx>ck, ~Le lutrin-pelican de Borneval," 811/kti11 d~ Mu.se,:s roymex 
d'art rt d1J1Swirl', 11 ( I 939). 126-36. On sea crnde, see J. Fi not. Emde 
historiqui- mr /es rtlnrions commerrinles mtre In Fiandrl! t't Ill Rlp11bliq11e 
de Grnt'.11111 moym age (Parii., 1906), R. Didier, "Expansion anistique er 
relacion.~ cconomiques des Pays-Bas meridionaux au moyen age," B11/leti11. 
lmtitut royal du patrimoine nrtistiq11e, 4 (1961), 57-75. and H. Brcsc, 
Un monde m!ditt'T'r1t11lm. Economie et sodttl en Sicile 1300-1450. Two 
volumes (Rome, 1986). On Messina specifically, see D. Abulafia, "The 
Merchants of Messina: l.c."V'Jlll Trade and DomCStic Economy," /'apm 
oftht British School m Rome, 54 ( 1986). 196-212, C. Salvo, "LI consolaro 
del mare di Messina. Fcudarari e mcrcanti era Medi0t.-vo cd Eta modema," 
Clio. Trimesm,k di studi storir4 26 (I 990), 187-226, C. Trassclli, "I 
Mcssim:si rra quarto e cinqueccnco," A,mali de/la Fllroltn di eco11omnia 
e commtrdo, IO ( 1972), 31 1-91, and the exhibition catalogue, Messina. 
JL ritomo def/a memoria, eds. G. Fallico and A. Sp:u-ti (Palermo, 1994), 
especially 222, which mentions rhe great preference for Flemish works 
in Messina arrcsred to in wills and other archival documcntarion. The 
standard annal of the cicy is the very lengthy and detailed, Cli mmn/i del/n 
cittn di Messi1111 (Messina, I 939) by Caio Domenico Gallo (1697-1780). 
Unforrunately he was not incercsced in lirurgical fumimre. 

11. These documents are in the Archivio di Srato di Messina and are 
discussed by Trassclli, "I Messinesi," 346-47. Documencs nocc chat rhe 
eagle lccccrn was incended for both Episde and Gospel readings ( "cum 
so pedi per ,mo legio di Ii episUJli et divilli evangelii"). Trasselli incorrectly 
identifies this lccrern with the pdic.an lccrcrn in the Musco Regionale. 
Unforrunatdy. no inspection of che chapters of eirhcr the Musco 
Regionale lectern or the two in the cathedral h:is yer been conducted. 

12. This k'Ctcrn is reproduced and discussed at length by Squilbeck, 
"Borneval," 131-34. Squilbeck norcs rhar the srylc of the bird placei; its 
production in Brabanr and char Antwerp was a large marketplace for 
objeccs from all over the country. 

13. This is probably rhe same pelican lectern recorded by R. Salvini, 
Soprinrendencc of arr in Sicily, which he fow1d dismantled in tl1e cathedral 
annex (Squilbcck, "Borncval," 136. This pelican mu$t have been put 
there afrer the eanhquake). 

J 4. Various examples oflccrcrns and ocher lirurgical objects are discussed 
and reproduced by S. CoUon-Gcvacrc, Histoire des ans du metal en Belgique 
(Brussels, 1951), vol. I, 248-57, and in H. Uier and M. Creu12, 
GeschirlJte der Memlkumt (Srurrgart, 1904), vol. I. 341-75. A classic 
14th-cemury cxa.mple reproduced in both Luer and Collon-Gevaert, 
signed by Jean Joses and dared 1370, exisrs in the Eglise de Notre-Dame, 
Tongres. Various lacer dared examples arc ciced in Vandevivre, "Le 
mobilier lirurgique," 178. The base of rhe San Francesco lectern in che 
Musco Regionale examplifies rhe later adaptation of Renaissance forms. 

15. V.'lndevivre's lisr of dared brass linirgical furniture wid1 certain prove­
nance from Malines, Tournai, and Maasrricht ("Le mobilier lirurgique,~ 
cables land 2, 178) shows only eagles in Tournai and Maastricht, while 
it includes pelicans in Malines. However, ir should be remembered char 
che Walters' "Evangeliscario" was once crowned with a pelican. 

16. For example, a rwo-hcadcd eagle lccrem from rhe choir of rhe Basilica 
of S. Giovanni e Paolo exisri. in rhe Musco Correr, Venice. 
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17. E.g., Collon-Gevaert, Histoire, I, 253, Squilbeck, "Borneval," 126, 
C. C. Oman, "Medieval Brass Lecterns in England,» TheArrlll'olqgicaL 
]011mal, 87 (1930), 117-49, 120. 

l 8. Durand's Rationale divinorum officiomm was the licurgical handbook 
for the lace Middle Ages and Renaissance. Very many manuscripcs and 
larer, many primed editions (forcy-rhree printing'! by 1500), were produced. 
These had a profound influence on larer writers on ch.is subjecc, who 
always rook Durand as rheir poinr of departure. Even authors as lace as 
Pompeo SameJli (Amica basilicograjin. Naples, 1686) extensively foUow 
Durand in rheir inrcrprctarions. See Joseph A. jlll1gmann in his funda­
mental The Mass of the Roman Rite: its Origins and Developmmt, crans. 
E A. Brunner (Dublin, 1950 lreprinted 19861), vol. I, 1 15, and especially, 
A. Franz, Die Messe im deutrchen Mitteutlter. Beitrtigl' zur Geschichte tin 
Liturgie und des rrligiosm Volkslebens. (Darmstadt, 1963), 476-92 on 
Durand's ce.xc and 493ff on later writers. 

19. Guillaume Durand, Rntio11nle divinorum officiomm, eds. A. Davril 
and T. M. Thibodeau. (Turnholri, 1995). See Book IV, chapter xxiv, 20 
(vol. 1, 349): "Legitttr etinm de mo" eva11gelium mpl'r nquilnm, iuxta 
illud· Er volavir super perrnas vcncorum .... ·• 

20. The emphasis on honoring Chrisc through the Gospel reading is 
discussed by jl.111gmann, Ma.ss, I, 442-55, esp. 447. 

21. Charles Roha.ulr de rleury in his chapter on ·'lecroria" mentions various 
ocher examples of chis practice (La m/!SSt. l:,tudes Arr:heologiques sur ses 
monuments [Paris, I 888]. vol. VI, 11 2). 

22. Durand, Rntionnle divinonim ojficiorum, Book [\I, chapter xxiv, 20 {vol. 
l , 349): "legitur l'timn de more eva11geli11m mper aquibun, iuxta illud· Er 
volavir super pennas vemorum; et IIIJlliln ipStt se,, locus in quo ltgitur. in ditbus 
ji-srivis, nliquo panno lineo vi'/ sn-ico open"tur, ad significnndum mollitiem 
cordium christinnomm, unde Dominus per Prophttnm: Ecce cor carncum 
dabo vobis ct scribam legcm mcam in cordibus vestris. locus wro in quo 
epistoln !egitur non @peritur. 11d sig11ific11nd11111 duritimn cordium litdeomm. " 

23. See nore I 5. 

24. Rites of Durham: being II description or brief deckmition of"JJ d,e ,mciem 
mo11111nents, rites, & customs bekmgi.ng or being within the monastical dmrrh of 
Durham beforr the suppression. W'rittm 1593, ed. ·r. Fowl~ (Durham, 1903), 
13-14. A slight varie11rof ch.is pas..~e was cired in Oman, "England," 118. 

25. According co Durand, Book IV. Chapter xxiv, 21 (vol. I, 349-50), 
the deacon faces norrh-easr bcc:3use rhc cold mid-day wind wruch rep­
resent~ rhe devil come; from chac direction. He bases chis interpretation 
on Isaiah 18 [ "Lecturus (/1/t/!m e11m1geli11m tmnsit 11d pnrtem si11istmm, 
pro111 imn et mpm sub 1i111/o De mutacionc sacerdoris dictum est. et 
opponit faciem ru11m nq11ilo11i, i1LW,1 ilud Ys,tie xii ii: Dicam Aquiloni: Oa, 
er Aumo: Noli prohiberc, /If os1mdJtt nos doctrina evangrlii debt'TI' 
11rmmi et prrdic11tio1m11 O,risti co11tn1 i/111111 spr:cialiter dirigi qui 11it: 
Ponam sedem meam ab aquilone er ero simile. Altissimo. Ntn11 er seomd11111 
Prophetmn: Ab aquilone pandetur omnc malum super habitarores cerre. 
R11mis, 1imris "quilonem erm1grli11111 ltgitt,r, ito:rt1 il111d quod ltgitur i11 Camid.s 
iiii: Aquilo surg:u. id est dyabolus fogim, er: d;•11bo/11111 ev,mgeli11111 lrgi1111; 
ut i/111111 sua 1Jirtt,te expellat, q11011iam dy11bolus 11idJ1l t,mmm q11m1tu111 
evn11geli11111 odit. Siquidl'TTI 11q11i/o, tlf'ntus fiigidus, d;•11bolum sig11ificnt qui 
flam re111p111tio1111m mw1 homi11u111 a Dei timort' congelllt 1'1 rrftigemt. 
Cum ergo fides in l'l'llllgelio co111i11eat11r. que est annatum 11osmr contm 
dybolum, iuxt,1 il!ud: Cui rcsiscire fort1..'l> in fide. mmro kguur contra 
ilium. j In accordance with this inrerprecation, the Augustan hermit, 
John Bechofcn writing in 1505, asserts char che Gospel reading is mc:anr 
as a dirccr arrack on rhc devil Qungmann. MtJSs, II. 448). 

26. Personal communication, 16 January 2001. This confusion was 
especially apparent in lraly :ind occured in spire of the fuct char earlier 
rexts like rhat of Durand were being assiduously studi1..-d. 

27. A very early reference ro rwo ambos ((lnologia ndlegntdum) occurs in the 
cdebraced plan of Saine Gall, drawn abour 820 (F. Cabrol :md H. 1..eden:q, 
"Ambon," Dictit11111airedim:hlologiechretie1meetde liturgit, vol. I, 1332). 
The first certain use of the term comu roangelii occurs in :i text by lvo or 
Chan:res {Decomll!IWOflibllS Vl'tmet Novi in Hurologin um11nCLJ(JI, 5'i0A), 
where it is refered co as d1e sinistm pan errksiae. lvo ex.plains chat rhe Gospd 
is given chis less honorable side (left) lx.'Cluse i1 signifies how when the Jew!; 
refused the fuich, the aposdcs rumed ro the gentiles. The Ep1Srlc rc:iding 
signifies the disciples' mission. See Jungmann, Mass, l, 110, espt.-cially 
his foornorcs in which he cites orhcr concurring inrerprcrarions. 

The srandard reference on rhc oricnradon of rhc celcbr.im i.~ dm by 
Cyrille Vogel. Vogel shows char in rhe early Middle Ages the corrm m111-
gl'lii was nom,ally on the north side of the church until 1485 when .i 

pontifical by Burchard de Strassbourg reversed the positions. From then 
on, che con111 ev1111gelii was on the somh side ("Ver.us ad orienrem. 
Corieomrion dans les ordines mma11idu haur moyen age," Srudi mt'diem/4 
I (1960), 447-69). Medieval architccrural evidence offers more examples 
of che romu etl(l11grlii being to the south. Ir should be noted, however, 
that there are some excepcions. The ambo of 5t. Ambrogio in Mahn 
stands on the nonh side of the nave and its Gospel desk faces .somhwards. 
This position appears 10 be original and may have something to do with 
the Ambrogian rice. This p:miculiaricy was first observed b> J. Tavanor­
Perry, "Some Square Ambones in Northern IL..1.ly," n," 811rli11gto11 
Mllg,wne, 16 (1909-10), 100-4, 101 in particular. Inc i~ueof~idl~ i~ 
more gencrnJly discussed by S. de Blaauw, Citf111J et Dl'C'Or. lirurgi,1 t 

r1rchitettt1m nella Rom11 111rdoa111icrt e mediew1le: &uilica Sal1•,1toris. 
Sancrflt! M11ri11e, S(l11cti Petri (Vatican Cicy, 1994), vol. I, 91, esp. n. 276, 
with reference co speciali1.ed bibliography on rhi5 question. 

29. On the arrangcmenc oflicurgical furniture, S\..'t! Cabrol and L«lcn:q, 
"Ambon," I, 1330-47, de Bla:iuw, C11/111s di! d«or. esp. 85- 93, M. 
Righetti, Ma1111ale 1/i S1ori11 Liwrgic11 (Milan, 1966 and 1998), op. 
vol. JU on 1he mass, and, of course, Durand. For a clear dcscripuon of 
che u.~c of the ambo in cl1c east, see S. G. Xydis, ~The Chancel Bmior, 
Solca, and Ambo ofHagia Sophia," Art 811/lni11, 19 (194"), 1- 24. On 
lacer ambos, see the essays in the volume cdirl-d by D,111ida wmberinr, 
Pulpiti 111ediri1nli rosm11i. Swri11 e mtt111ri di micro-arrbitl'1t11re. Am dell,, 
Giom11t11 di Studio. Accndemin dl!lle An-i de/ Diseg110. Firmu 21 g,ugno 
19.96. (Florence, 1999). 

30. On the question of sido, set' nott: 27 and bibliography cited At 
Durham, chc Gospel and Epistle were bound in chc same book, though 
read by different proplc. l11e ccn:mony surrounding the f\":ldin~ rdkacd 
d,e eight association between the rwo rcadrn~ See rhc RJU'S of fJwlMm, 8. 

31. Oman, ~Englandt esp. 117- 21.Jean-B.,priscc n11crs rn hi> 1688 anri• 
quarian survey of alcm. amlx», and rood <;ctttns, also no«:::1 a f~ aan,pl~ 
of ambos plau.'CI on che Epistle side: Dmm,1tto1u Ecrlmas11q11ts sur lr1 
pri11cipaux At1tels des Eglists. Les jubh da Eglisl's. La Clorurr du C/,on,r da 
Egliks. (Paris, I 688), Book II: Les jubh da Eg/iSts, chapter II, ... U. The 
wealth oflirurgic:tl information conraincd in thb volume maiu iL, rq,rinnng. 

32. The ocher \..'Xample is memioned by Charles Rohault dc l~cury (VI, 
I 04) bur is nor ~ufficrendy described to identify 11 as cx:ictly chc <iame ty~. 
I le draws his citation from a I 7ch-ccnrury descnprron of the Abbc:y 
church of5t. Denis by Jacques Doublet (Pans, 1625), Book I. 286-87: 
'a bo11 droii sumo11m1l le lusrt, ledu Chorur r,to11 dll'isl m trou p,1mt1: 
m la prmunr est poit't' ,tu milim /'A,gle (ou Poufrurr) de cu11rr, mn1l11e 
des 4. fiw11g,./is1es d-1111rm fig11m, do1111rr />.1r k roy D,,gobm. pro1't'l1.r111 



de/ 'Fglisr dr S. Hylnirr de Po,ctt=. lorsqur kdi, Roy "IJ'Ul In 11illr dudir 
Poirtim pour rmlJI' tk rrbrllio11. M For another pos:.iblc version, see the 
c-.aglc lt-ctcrn d~bcd in note 59. 

33. M. Digby Wyau, Mrr.uwork ,md i1J Artistic Design. (London, 1852). 

34. "11,e history of this letter and the cult of d,e Virgin in MessinJ is amply 
disct=-d by Placido ampicri, lconolag,a tklla glorios11 virgint madrr di 
D10 Maria prortrtnrr di M m11111. lnrroductions by Giuseppe Lipari, 
Lnrico Pi~pi~a. and Giovanni Molonia. (Mc:ssina, 1990). This edition 
indud~ reprint of fim 1641 edition along wich <'SSa)'S by the three 
auchors. On the hisrory or the Virgin's letrer, sec especially pp. 7 1 f, on 
St. Luke's image, S 1-71. The major feast day for rhc cithedral was firsc 
held on 8 Scpccmber, Lhc day of the Virgin's birth. le was then changed 
10 3 June, because Lhat is che day in which she wrote the lcner. 

35. /11L\'. OJOrtmlX de Dijon Ir Lutrin de /'Ellangik m r1r11· fart grandt 
colo1111r dr mi,,,.,., ,m h1111t de /,1q1u-lk ii ya un Phlnix: & autour Its quatrr 
1111im,1w( d'Ez«hiel, qui smJtlll de q1111tn! pupitm, qu'on to11me selon 
l'f.i,a11g;/e. Vis-a-vis, tl11 cou de l'Epitre, I'S/ 111U! n11rie1111e rhnise gnmdt et 
mng11ifiq11e dt smlpnirr pour nsseoir le Ce/rbr,1111 duranr l'Epitrr. u Bmn 
des Mmrfll'S, Voyngl'S liturgiques dr Frnnre 011 recherches foites e11 diverses 
vii/es du Roya11me. "(Paris, l 7 18), I 56. A copy of chis cexr exiscs in the 
\"q,tltcrs' library. TI1e archival references co the Colarr eagle and lhe rexr of 
ir:s inscription are circd by C. Monger, l,1 Clmrm:use de Dijo11 (Monrrcuil, 
1898), vol. I, 172-74, and vol. LU, 81. These Colarc references and char of 
Le Brun des M:u-c:ne arc discussed in Louis-Marie de M:issiac, "Lucrins 
d'anciennes Charrrcuses," Rt-1,11edr l'nn rhmim, 50 (1907), 249-51, and 
most recently in :i Ph.D. dissertation by Sherry Chri5tine Maday Linquist, 
"P:icconage, Piery, and Policies in the Arr and ArchicccruraJ Programs at the 
ChartrcuscdeOiampmol in Dijon~ (Northwestern Universit)~ 1995),48-51. 

36. ~Circa fnm('llm amei pu/piti nmiqui oper-is l't l'leg1111tis fan1111e, quod 
in medio O,oro postit11m m, gotthico dimidi11ttte emi111mti11e ch,muun·, 
/nscripium kgitur: Philippe Fib. tit Roy de Franu, Duke tk 8011rgoi11g11e, 
Come de rumdm, d'Artois rt dr Bourgoi11g11e, Pa/min, Sire de Sn/ins, 
Come di' Rerhel et Seigneur de Ma!irtl'S, 11 fond/ mte Esglue de Charrrmse 
dt Dijon 011 lieu 11pelle Champmo4 m /'l10,111t11r et Rrolrence de Ill Snime 
7ri11iti et jiut commdl la vingi,ieme jour d'aoust Ian de Grace MCCC/1/lxx 
et II," as cired in Mongec, la 01111·tre11se, I, 173. A second documenr 
notes paymcnr co Colars: 'i'l Jehan Fouca11/1, escrip11ain, pour s11 pe11e et 
salnire de cercai,,es escripmres qu'il II pounraittes sur Ir letTery de cuyvre que 
Maisrrr Colnrs le c,uzormierfo-it pour /esdiz, 0Jrtmtmx, esquel!es escriptures 
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The Walters' Madonna and Child Plaquette and 
Private Devotional Art in Early Renaissance Italy 

Al I !SON LEE PALMER 

A m1all bronze pktqu~tte of the Madonna and Child before 
a Niche .from the \%!terr Art Museum in Baltimore is a fine 
example of n widely produced private devotional image forn 
Early Renaissance Florence. Most studies have focused only on 
the attribwion and provenance of such objects in the context of 
the pntricia11 class. By setti1tg them in a broader socio-historical 
context, we can see th,tt spiritual authority fitSed 1vith the 
growing impo11ance of household possessions tfJ generate a Lively 
new market for these works. The result in Tuscany was an 
image of private, family-centered piety mingled with family 
solidarity and honor. 

r-r he introduction of private devotional art in late 
.1 medieval lcaly and its widespread popularicy through 

d1e Ren~ce is a phenomenon char has recently attracted 
a good deal of attention among scholars.' This research 
focuses on d1e Florentine patrician class and revolves 
around the examination of unique painted or carved panels 
or sculpture commissioned by che wea.lmy for d1eir homes.2 

However, fewer studies exist on the parallel appearance of 
a lively marker for che mass-produced, but often high qualicy, 
devotional images intended for the growing middle class.-1 

Such works abound in museum collections today. A small 
bronze plaquerce of the Madonna. and Child before a Niche 
(54.22) belonging to the Walters Arc Museum is an excellent 
example of chis cype of mass-produced, popular devotional 
image (fig. 1 ). 1 Sixteen known copies of chis work exist coday, 
as well as countless slight variations on the composirion.5 

Because these copies are undated, unsigned, and their 
original locations and owners are wlknown, srudies of these 
plaquettes have focused on assigning chem co rhe shop of 
a particular artist and giving mem a chronology and a cicy of 
origin.6 Thus, scholars have not fully examined me specific 
function these images had within their broader social and 
historical context.' For example, the image of the Madonna 
and Child exemplified by the Walters' plaquette is partic­
ularly pervasive in Florence in me fifteenth century, and I 
would argue chat this subject nor 011ly reAeccs me growing 
cultivation of spiritual and Familial authoricy during chis time, 

but it also reveals specifically Tuscai1 ideas on honor and 
family solidaricy. Therefore, this su1dy will attempt to place 
che Walters' plaquecte imo me context of the development 
of ics genre in Florentine socicry by demonstrating not 
only its consistency with devotional objects produced in 
che workshops of Florence in the qunttrocento, bur also its 
socio-historical importance within the Tuscan fumily. 

The Walters' plaquetce is traditionally attributed co 
Donatello, dated to the 1440s, and considered co be case in 
Padua.8 The small work (3¼ x 21~/16 in.) can easily fie into 
rhe palm of a hand, and depicts a half-length image of the 
Virgin holding a squirming Christ Child close co her. The 
Virgin's Face, seen in profile, is visually linked co the 
frontally faced Christ, who reaches his chubby arm around 
her neck and presses his Face against hers. Behind the fig­
ures, a scalloped-shell lunerce forms an arch that frames 
the work, giving it whac was called in quatt,vcento Florence 
an alL'antica, or ancienr, scyle.'' The fact mar chis image is 
an icon, yer is overwhelmingly maternal and loving as well 
as quire small in scale, helps co confirm its use as a private, 
portable object for the home. In face, the mree small holes, 
one at the top and one ar each bottom corner, suggest chat 
the work may have been an image de chevet, or bedside 
image, that was sewn onco the imide of a bed curtain. 10 

The portable nature of these small works is best ex.plained 
by Galvano Flamma, a trecento chronicler of Milan, wbo 
described a sudden increase in devotion to the Crucifix 
during the plague of 1373, when many people bega11 co 
take small Crucifixes around the streets with mem for 
added protection. 11 The Walters' plaquette, then, reveals 
the crisp lines and unifiedscrucrure, yet smooch comers, of 
a firsr-generacion copy char shows signs of wear, likely from 
being carried around in a pocket or couched frequently. 1n 
other cases, devotional plaqucctes were mounted into 
frames for display on altar cables, or for lirurgical use within 
a church as a pox to be kissed.12 AJchough some scholars 
argue thac the devotional plaquette was also found mounted 
onto d1e front of a tabernacle, usually a non-replicated 
relief served this function. 1

·' 
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Fig. 1. M11dm11111 and Child beforr n Niche, circle ofDonarello, mid-1400s, 
bron7.e plaqucrre. Baltimore, The Walrers An Museum, acc. no. 54.22. 

The numerous copies of the Walters' plaquerre char exist 
coday were clearly case from che same model, although the 
location of the original is unknown. One copy, part of the 
Kress Colleaion in the National Gallery of Art in Washington, 
D.C., reveals less wear than the Walters' example and has 
only one hole punched at the top of the plaquette (fig. 2). ,~ 
A second version that reveals rraaces of gilding is loaned in 
the Cleveland Museum of Art (fig. 3)." A third copy, located 
in the Bargello Musewn in Florence, is roughly filed 
around the edges and has no holes, while a fourth version, 
mounted in a frame co be used as a pax, is located in The 
British Museum in London and carries che coar-of-arms of 
Marino Tomacelli, Bishop of ~no from 1485 co 1491.16 

Var.iations on chis general composition are found in bronze 
plaquectes such as the Virgin and Child with a Garland in 
Washingcon, o.c.'s National Gallery of Arc. (fig. 4). 1 This 
small, rectangular bronze plaquecce differs from the Walters' 
version mairrly in che hairstyle of che Virgin, the right arm 
of che Christ Child, and the background, which replaces 
the allimtic11 niche wich a decorative garland frame. 

Because che concept of exclusive ownership of specific 
compositions was almost nonexistenc in rhe qu11rtrocento, 
the exacr daces and arcriburions of these works is impossible 
co conf'im,. In addition, it is likely that che botteghewhere 
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Fig. 2. Mndo111111 and O,ild be/rm II Niche, circle of Donatello, mid-140<h 
bron1.e plaquecte. Washington, D.C., National G3llcry of An, W'idcner 
Collecrion, 1942.9.263. 

pJaquecces were made did not specialize exclusively in metal­
work; many plaquette compositions are associared with 
rhe shops of Donatello, Anconio Rossellino, and Lorcnw 
Ghiberti, yet only Ghiberti belonged to the guild of gold­
smiths. In Germany at this cime, plaqucrcc designers were 
sometimes members of rhe coppersmith guild, but no guild 
affiliation was actually necessary to receive commissions.' 
This was probably the case in Italy as well. Mosr plaqucccc 
designers were therefore likely robe journeymen, unnamt.xl 
in documents, who worked from copies or cases made eirhcr 
in the shop or acquired from elsewhere. In addirion, no 
specific rerm can be found from the Renaissance chat refers 
specifically co the plaquctte. and therefore chis formar w·a~ 
probably considered part of a larger production of a variery 
of mass-produced objects that were all labeled motklli.'q 

However, while plaquenes, medaJs, and medallions 
are often studied together, their producrion and functions 
were very differenc.:o More is known of medal or medallion 
workers, who sometimes included their names in che com­
memorative ccxt that encircled Lhe medal. Plaqucrtcs are 
abour the same si1..c as bronlC medals or medallion , but, 
unlike medals, they are made of a flat piece of bronLC wid1 a 
relief on one side only. While S<..'CUlar plaquerces OCC1Sionally 
have idenrifying marks of the designer, no idenrificatiom 



fig. 3. M11do1111n nnd 01ild before n Niche, circle of Don:uello, mid-I 400s, 
brom,c plaquerre. Cleveland, The Cleveland Museum of Arr, The 
St."'cr:111cc and Greta Millikin Purchase Fund, 1984.53. 

are found on devotional pbquerces. Also, unlike coins, which 
were struck, the earliest plaquerces were often case in wax.21 

Typically, a wax model was carved or molded onco a disk 
of wood, metal, or stone. Lead was often used for the firsr 
trial cast, since it was easy to melt, and this first image was 
then sometimes kept as a model. More permanent cases 
were done in bronze, and sometimes in gold or silver. Bronze 
cases were then usually stained with a patina to treat their 
reddish color. A second-generation copy of a plaguene 
couJd then be created from a new mold made from the 
fast cast; then third-gene.rarion casts could be made from 
molds raken from second cases, so each successive cast would 
gr-.tdually become smaller and less finely derailed. Given 
chis working method, Donatello may well have provided 
co another workshop a bronze or glass mold that would be 
used for creating approved replicas of his works, or ocher 
workshops could simply have created their own version of 
Donatello's compositions, imitating his style. Therefore, 
although ic is unlikely that we will ever confirm plaquecre 
attributions or daces, it is clear chat a mechanism for chis 
mass-production was certainly in place by the mid­
quattrocento, which in itself reveals much about the broader 
cultural climate in which these plaguetres were produced. 

Fig. 4. Virgin 1111d Child with11 Garland, circle ofDonacello, mid-1400s, 
bronze plaquetre Washingt0n, o.c .. National Gallery of Art, Samuel H. 
Kress Colleccion, 1957.14.356. 

The dassi.cism of Rome, rhe workshop techniques 
developed in Padua, and the humanizing elements found 
in Florence are stylistic and technical sources often found 
blended together in these plaquetres, and chis meldi11g has 
partly been the reason scholars have had difficulty in tracing 
the origins of chis artistic genre. Although most scholars 
consider Padua, with its rather large marker for metalwork, 
co be the birthplace of the plaquette, ocher scholars consider 
plaquerces to have originated in Rome, where a tbriving 
interest in antiquarianism created a commercial market for 
bronze cases of classical gems char cl1en inspired the new genre 
of the plaquerce.2~ Many classical or classicizing plaquertes 
seem to confirm both origins. Examples of these diverse 
centers of production include a plaque.tee of cl1e Virgin 
and Child with Saints Jerome and Anthony of Padua, dared 
1450-75, and now in the Walters' collection, which was 
likely made in Padua due to its unique iconography (fig. 5). 
The image is Ucldicionally linked ro the style of Filarete and 
has a composition similar co painted sacra corwersazioni 
found in the Yeneco.u A similarly dared allegorical plaquerce 
from the Walters' collection entitled An Emperor and Concord, 
however, is attributed co Criscoforo di Geremia, an artist 
who was active in Rome from l 456 until bis death in l476 
(fig. 6).2• This type of small plaque.rte may well have 
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Fig. 5. Virgin and Child with Saints Jerome and Anthony of Pad11a, circle 
of Filarcce, 1450-75, bronze plaqume. Baltimore, The Walrers An 
Museum, acc. no. 54.1 244. 

been inspired by classical gems foLmd in Rome in the mid­
qu.attrocento. Classical subject marrer is certainly pervasive 
in plaguettes, mainly in the cinquecen.to, as seen in a popular 
image of Hercules and the Oxen ofCeryon from che Labors 
of Hercules (fig. 7). This work was likely cast by Modcrno, 
one of the most prominent medal engravers working in 
northern Italy in the middle of the sixree.nrh cencury.2~ 

Often these classical images shared the same compositional 
sources as religious plaquerres. A bronze represencarion of 
The Flagellation, also attributed to Moderno from the six­
teenth cenru_ry, reveals a muscular nude Christ, similar ro 
the Hercules, with legs bent sharply on an angle and now 
facing the viewer and tied to a column (fig. 8).21' 

Private devotional plaqucnes of che Madonna and Child, 
however, are philosophically very different from classical 
Paduan and Roman works, and they must therefore be 
traced to differenr sources. Tr is particularly difficult to 
assign an original inspiration for devorional plaquerces in 
general, since prior co rhe quattrocento, bronze reliefs chat 
anricipaced the development of chis genre were found on 
insignias worn by pilgrims, ornamenral crucifixions, metal 
reliefs found on devotional book covers, and ocher liturgical 
objeccs.2

• These mass-produced, domestic, devotional pla­
querres shared certain characteristics wich ocher types of 
private devotional images from quattrocento Florence char 
include a generalization of styles, a porrablc scale, and che 
use of iconic subjects.18 Ir is wichin this broader conrexr 
that these Madonna and Child plaquerces fie. 
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Fig. 6. EmpmJrm,d Concord, attribucL-<l to Cri.scoforo di Geremia. 146<h. 
bronze pbquecce. Baltimore, fhe Walrcrs An Museum, acc. no. S4.22]. 

The Walters' Madmma a11d Child before a Niche can 
be linked co the humanisric, sweet style of Madonna and 
Child imagery popular in Florence at chis rime, in which 
the maternal embrace is the overriding theme. This pose is 
evidenr in another small Florenrine plaquette of the 
Madonna 11nd Child traditionally anribuced ro the circle of 
Antonio Rosselli no, located in Washington o.c.'s Narional 
Gallery and dared co the mid-qu11ttrocmto (fig. 9).·"" Here 
the Virgin gazes renderly ac her chubby infant son, who 
sics on her lap and clutches a bird in his lirclt: hands. 
Although chis object has a smooth background, ics semi­
circular cop suggests a luncrce, and the hole at che cop 
indicates a similar function as the Waite~• MtUkJm111 and 
Child before a Niche. A small, rectangular bronze pax of the 
Madonna and Child. located in the Cleveland Museum of 
Art and linked to the circle of Antonio Rosscllino in chc 
mjd-quottrocento, offers a similarly maternal mood (fig. I 0). 1 

This type of devotional image of the Virgin, so prcvalenr 
in Florence, is also found in ocher mass-produced media. 
For example, a larger polychrome stucco relief of the 
Madonna and Child from the circle of Andrea Verrocchio, 
dated to rhe 1480s, shows a loving Madonna looking 
down ac her healthy Son, who stands on a pillow (fig. 
11 ). 11 This maternal style soon spread chroughout Tuscany 
and is found in the Walters' Virgin nnd Childbron1,e cur­
out relief plaquenc attributed to Francesco Marri, who was 
active in Lucca between 1489 and 1516 (fig. 12). 



Fig. 7. Hercules mu/ the Oxm o/Ceryon, amibuted to Moderno, mid­
I 500s, bronze plaquetrc. Washington, o.c.., National Gallery of An, 
Samuel H. Kress Collection, 1957.14.326. 

The initiation of this type of mass-production of high 
qualicy devotional images paralleled both a sudden 
increase in material wealth in the qunttrocento and an 
increase in rhe popularity of domestic devotional images.J3 

ln the previous cenrury, the most common forrnars for private 
devotional works included single panels, diptychs, small 
tondi, small folding triptychs, painced srucco reliefs, 
bronze reliefs, and terracotta or bronze statuettes, although 
each format fol lowed a different hisrorica.l devel.opment.}4 
The numerous inexpensive tabemacholi and cholmi da 
chamem made and sold by shops such as char of Neri di 
Bicci in the quattrocento also arrest co che expansive market 
for mass-produced devocional images. ls Neri's commissions 
cended co be small in scale, ranging from 1 braccia (roughly 
an arm's length), considered to be a cholmetto, to 31h brnccie, 
which was a larger tabernacle. His workshop also specialized 
in painting, gilding, and framing works done by artists 
such as Desiderio da Serrignano and Giuliano da Maiano, 
and this cype of collaboration seems co have been quite 
prevalent during the Renaissance, which cerrainly lent an ease 
co the sharing of models and compositions found in these 
mass-produced objea:s.16 Furthermore, only a small percentage 

Fig. 8. Flagellation, attributed to Modemo, mid-1500s, bronze plaqucne. 
Washington, D.C., National Gallery of Arr, Sa.mud H. Kress Collection, 
1957.14.293. 

of these works were commissioned by wealthy families. 
Instead, most of Neri di Bicci's clients were merchants, 
salesmen, paper-makers, silk-makers, shoe-makers, gold­
smiths, linen workers, dyers, notaries, and woodcarvers, 
almosc all of whom were from the middle class. The dienrele 
for bronze plaquettes must certainly have been similar to 
chat of Neri di Bicci's shop in Florence. 

Although archival sources typically document the private 
homes of wealthy farnilies, a few surviving family documents 
from more modest houses testify chat devotional works were 
increasingly prevalent in all types of homes during the early 
Renaissance; therefore, we can see chat mass-production 
reduced the cost of objeccs such as plaquerres and encouraged 
their use in a variety of homes. For example, the rni.ddle­
class house of Giovanni Francesco Mari.nghi, a quattrocento 
business associate of the lesser-known branch of the Medici 
family, is known to us today through his inventory, which 
details a number of devotional works.17 He worked in the 
small town of Pera, outside of Florence, and died there 
bankrupt. His inventory; completed ar his death in 1506 
for his creditors, provides us with an idea of the interior 
furnishings of a more modest home during chis rime period. 
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His residence had a minimal amount of furnishings, jewels, 
and clothing, with a small amount of personal linens. 18 

Most of his possessions, in fucc, belonged to the company 
of Francesco de' Medici. ln Maringhi's bedroom were a bed 
and a large chest, as well as one sculpted Sa.inc Jerome in 
high relief and one chapellinaiusso, which can be [ranslated 
as cappeilanuccio, or "small, simple (miserable) shrine." 
No devotional objectS existed in any ocher room of me 
house, including the bedrooms of his apprentices. Thus, in 
contrast ro wealthier homes, which tended to have a profusion 
of increasingly decorative objeccs in the quattrocento, middle­
class families usually concinued to acquire functional, 
devotional image-; exclusively.w 

Although d<X,"ll.ments of the homes of d,e poorest fumilies 
are usually unknown or unpublished, we do know thar 
servants of wealmy families could have kept devotional 
images in their spacse quarters. ln Leon Battisra Alberti's 
treatise on family life from me m id-quattroceuto, he wrote 
that one of Giarmozzo Alberti's female servants had asked 
Giannozzo for a small amount of money to buy herself a 
wooden Madonna and Child panel for her room.40 

Giaru,ozzo gave her chis money, si nee, he argued, generosity 
to servants meant their loyalty to him. These wooden panels 
were likely purchased at open markers rather man botteghe, 
but they were probably modeled on rhe popular subjects 
and compositions of the more expensive works thac a servant 
might see in the home where he or she lived and worked:u 
This might help co explain the widespread use and re-use 
of a mode/lo in such devotional works as plaquenes. 

Mud, can be learned of the function and general context 
of these works by examining chis family documentation, 
which shows that more modest families often preferred 
similar visual imagery co their wealthier coumerparcs. We 
can assume that the locations and functions of mese works, 
discussed by Alberti, were also consiscenc with common 
practice in more modest homes. For example, Giannozzo 
Alberti wenr on to detail the interior of his home and con­
firmed the priority of the bedroom as che place where the 
most valuable objects were kept during the lace trecento 
and quattrocento.•i He explained chat tapestries, garments, 
and jewds were all st0red in the bedroom so char chey would 
be safe, bur also so char mey could be examined privately. 

During che course of his narraLive, the aged Giannozzo 
began explaining the vircuous qualities of a good wife co 
his companions, and reminisced about the manner in 
which he had introduced his wife co his household. Arrer 
touring me entire house, he finally led his wife to the bed­
room, locked the door, and showed her all his precious 
belongings, which were scored in his ct1Jsoni, or trunks, 
located ac che foot of the bed. While instructing his wife 
on the evils of wearing make-up, he had her look at a small 
statuette. This small saint, sranding in the center of the 
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Fig. 9. M11donno nnd Child. circle of Amomo Rossdlino. mid-1400~. 
bronze plaquerte. Washington, f>.t ., National Gallery of Arr, Samuel 11. 
Kress Collection. 1957.14.142. 

altar-table, was made of silver, with its head and hands 
carved fi-om pure ivory.ti No works like chis arc known 
today. Documencs, however, show chat bronte statuettes 
were common in the home, and were sometimes paimcd 
silver.~ Arrer Giannozzo finished introducing his way of 
living co his new wife, cogecher they knclr down ac the altar 
in cheir bedroom and prayed co God for ecemal family 
harmony.4

i This widespread hope for fumily hannony was 
echoed in the public sermons of Bernardino of Siena, .t 

Franciscan preacher popular in Tuscany in the first years of 
che quattrocento, who argued chat Family conflicts were chc 
main chrl>at co society. ~ 

The spiritual authority of these visual imagl!S imbued 
chem with a singular importance beyond char of domesric 
secuJar images, which also shared a growing popularity in the 
q1111ttrocento.' AJberri describes che almosr magical authoriC) 
mac these religious visual in1agcs had in din.'(.-cing che Lhoughcs 
of household members.•• Because they were symbol of 



Fig. 10. Pn:r:: Mndomw and Child. circle of Antonio Rosscllino, mid-
1400s, gilt bronze plaquerrc. Cleveland, The Cleveland Museum of Art, 
Norman 0. Srone and Ella A Srone Memorial Fund, 1968.24. 

religious power and authority, they were even seen as crearing 
a potenrially sacred space mar could at any moment 
receive the presence of God i:hrough prayer.4

'
1 Licerarure 

derailing miraculous visions caused by contemplating icons 
served co inspire privare worshippers. For example, it was 
widely known chat Saint Catherine of Alexandria prayed 
ro an image of the Madonna, and Saint Francis received 
his vision while praying to an image of the Crucifixion 
located in the small churd1 of San Damiano.'0 T his cradirion 
continued into the quattrocento, when the majority of 
these mysrics were women. In her Libra d.e la. Vita, Saint 
Catherine of Genoa, while srill a child in the 1450s: 

had in her chamber an image of Our Lord Jesus Christ 
of the kind which is commonly called Pied\. Every 
rime she entered her chamber, she turned her eyes co 
it, and felr herself pierced through her very marrow 
with pain and love by the bitter passion whid1 the 
Lord had cook upon Himself our oflove for us.s1 

Fig. 11. Madonna and Child, circle of Andrea del Verrocchio, 1480s. 
polychrome STUCCO relief. Oberlin. Ohio. Allen Memorial Arr Museum. 
R. T. Millcr,Jr. Fund, 1944, acc. no. 44.167. 

Clearly, the bedroom separated the family from the public, 
and in this solitary room individuals could cultivate 
personal piety based on the concept that rhe spiritual 
world is ever-presem.'2 

In the domestic setting, rhis spiritual authority fused 
with a household desire to represent fam ily solidarity co 
reveal a new cype of private, family-centered piety based on 
che bond between mother and child as exempfum virtuY 
Dornescic religious images in this rime period see.tu co be 
directed specifically to women, who were not only the 
caretakers of the house and the children, bur who also gave 
their children a foundation for their spi ritual education. 
For example, Fra Giovanni Dominici, a Dominican preacher 
popular arow1d Siena and Florence in the early quattrocento, 
messed the moral and educational aspects char these 
domestic devotional works had in the education of children; 
his own favored subjects included John the Baptise or John 
the Evangelise as children, young virgins, rhe Madonna and 
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Fig. 12. Madomu1 and Child, aa:rib. co Francesco Mani, active 1489-1516, 
bronze cue-out rdief plaquctte. Baltimore, The Walters Art Mu.scum, 
acc. no. 54.40. 

Child, or the Mass.-icre of the lnnocems, a popular household 
subjeet specifically in Siena.~ In 1456, Giovanni Rucellai 
stressed co his rwo sons in a family diary che high respect 
they should maintain for their morher as their primary 
instructor of morals.'~ Finally, women were also encouraged 
co acr as inrercessors within the home, in the tradition of 
the Virgin, to ensure family harmony by bridging age and 
personality differences between her husband's generation 
and chat of her children.~ 
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Upon her marriage, a woman might receive her firsr 
devotional object, either from her own Family in her marriage 
trousseau or from her new husband as pare of her counrer­
dowry. Marriage documents detail private devotional imagl!S 
given in trousseaus, and underline borh che importance of 
female interaction with these images and the bedroom as the 
center of ch.is devotion. The wife's trousseau, or cassone, which 
she took with her co her new home, sometimes contained 
prjvace devotional objects such as a small figure of the Christ 
Child or a sraruerre of a female sainr, both used for devo­
tional play-accing.57 The bedroom was also furnished ac chc 
cime of her marriage as a gifc co the bride. who offered a dowry 
of at least two-thirds rhe value of the bedroom furnishings. 
This counter-trousseau consisted mainly of cloching and 
jewelry, but at times it also included devotional images, as 
has been recorded in nuptial documenrs. For example, when 
Valorino Ciurianni married his son Lapozzo in 1410 to a 
woman fi-om the Cavalcanci Family, he promised 700 florins; 
74 of which were ro dccornce the bridal chamber."' In 1482, 
Tribaldo dei Rossi spent 270 Aorins on both clothing and 
decorations, "co dress his wife and make his bedroom."~ 
In addition, Tcibaldo dei Rossi's ricordanzc records the 
commissioning of a painting of a "Noma Donna" shortly 
after his marriage to decora£e the bedroom.'" 

These domestic religious works, as well as the secular images 
increasingly found in the patrician bedroom, all emphasi7..Cd 
the crafrs of morality, chasticy, purity, modesty, fidelity, and 
love, which were stressed as a wife's most important virtut.'S.M 
Jn addicion, images of the Virgin and Child also seem co focus 
on maternal love, a d1aracteristic more complex than we might 
assume.6? Firsc of aJI, children were routinely separa£ed from 
their Families, beginning ac birth, when they were sent robe 
raised by wee-nurses, who typically lived ourside che cicy and 
kept che child for about rwo yea.rs.''1 Legislative documems 
from France and Castile reveal that wet-nursing was not 
rescricred co che wealthy, bur char middle-class people such 
as artisans and shopkeepers often soughc co cmulace the rich 
by using wee-nurses, not necessarily our of m(.-dical n(.-cessicy, 
but as a scacus symbol.114 Then, once children renirned home, 
both sons and daughters of all classes cypically were ,;enc aw:iy 
from home again a few years lacer, either co be eduam.><l, 
apprenticed, or co help support the fumily." Young daugh1crs 
then left rheir paternal home around the age of twelve or 
slightly lacer co be married, while rhc sons, who usually 
married in their twenties, remained in their paternal home 
and carried the family name inro the next generation. 

This routine separation was compounded by the high 
rares of infanc mortality chat ranged between 20 50°11 in 
quattrocmto Florence, depending upon che severity of d1e 
plague at chat rime.I,(• Many families thought chac children 
would fare bcccer wich a wet-nurse in rhe fresh air of che 
countryside rather than in the cicy, where mortality r.no 



were higher. This explains in part why F.unilies did not 
always seek our a wee-nurse thac lived near chem. In addition, 
1he use of a wee-nurse allowed a mother to have children in 
more rapid succession, thereby increasing che odds thac some 
children would survive co adulthood. Therefore, alchough 
che use of a wee-nurse was often seen as a status symbol, 
infunc health and a mothers fertility were surely the primary 
family issues surrounding childcare decisions. Thus, chese 
images could remind the family of an absenr child, or, if 
the child did nor survive infancy, parents could then draw 
strength in their sorrow from these Vlsual images, which 
reveal the example or the Virgin, who gained redemption 
by offering her Son's life for the greater good of the world.6" 

·1ne image of the Virgin might also be seen as a reminder 
co chastity for women, as ic was widely believed during chis 
period rhar their greater sexual appecice could lead co Family 
dishonor and ruin.I.JI The mother also could lead her hus­
band's fumil}r co financial ruin by remarrying afcer the 
death of her husband, who was ofren an entire generation 
older than her, and caking her dowry with her inro her 
new home.<•q Although it is widely believed that a woman 
severed all ties to her own family at marriage, in reality, her 
father and brothers srill maincained some form of a patria 
potestas, and, therefore, it was considered rnosr honorable 
by a young widow's fumily for her ro return co her paternal 
home with her dowry in order co claim a new husband.' 0 

In leaving her f'irsc husband's home, however, a woman was 
required co renounce guarclianship of her f'irsc children, who 
then clid nor inherit her dowry.71 Such family conflicts, 
with no clear resolution in legislative or rraclicional practice, 
helped co establish a widespread image of the disloyal, 
unloving mother, particularly in Florence. Thus, a mother's 
moraliry, chasrity, and fidelity, even after the death of her 
husband, was cultivated through enduring images of familial 
love char helped to ensure both social and economic stability 
within her husband's home.' 2 

We can now see how these ever-present, mass-produced 
images of the Madonna and Child, seen in such qu11-ttrocento 
Florenrine plaquerces as the Walters' Madonna ttnd Child 
before a Niche, functioned in a variery of ways in the Tuscan 
home. They were intended co help cultivate a domestic 
environment of harmony and spirituality while reinforcing 
ideas offerriliry, chastity, and family loyalry, all inherent in 
the subject of the Virgin and Child, which offered the hope 
of family survival through social and economic stability. 
This hope reached beyond d1e pauician class co include 
middle-class groups, and thus these mass-produced, private 
devotional plaquerces responded beautifully ro the wide­
spread needs of many fumilies in the Renaissance. 
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NOTES 

This paper is one asix-ct of my work on privarc dcvocional arr in !roly 
in the Early Renaissance. Ocher studi<:s include a n.-cenr article cncidcd 
~The Matc:maJ Madonna in q11artroumo Florence: Social Ideals in the 
f"'3mily of the Pacriarcht So11rr:e: Notes in the Hi.story of Art(forrhcoming), 
and a presencaiion on the maremal Madonna gil'en at the 1'vcncy-Fourrh 
lnremation,tl Conference on Patristic. Mcdit.-val and Renaissance Scudies 
sponsored by Lhc Augustinian Hl'>toricil lnstirute ar Villanova University, 
Penmylvania, in October 1999. My research and conference expenses 
were fundtd by the School of Art and the College of Pine Am at che 
Universicy of Oklahoma. 

I. ·n1e conference cnrided Bringing thr &11flissa11ce Home: Domt'Stic Artr 
111ul Drsign in Italy r.1400--<.1600 held ac The Merropolitan Museum 
of An in New York, and irs accompanying exhibition catalogue Di.segno: 
ltalifln &1wiss1mce Designs for the Decorative Arts, ed. 8. Holman (New 
York, Copp1.:r-Hcwict Museum, 1997), signals the beginning of chis 
rccenr incercsr in domestic imagery. which has been given more focused 
study by scholars such as Jacqueline Marie Musacchio, in The Art mui 
Ritual ofO,ildbinh in Rmai.ssa11cr !m!J (New Haven, 1999). H. van Os, 
The Art of Devotion i11 thr Lore Middle Ages in Europe, 1300-1500. with 
E. Honcc (Princeton, N. J., 1994), I 57-74, discusses in derai l how 
images were used for devotion in the late Middle Ages, and S. Ringbom, 
Icon to Nam1tive: The Rise of the Dmmatic C/.ose-11p in Fifoenth-Cenmry 
Dl'wtionoi f>ttinting (Doornspijk, Netherlands, 1983), 30, notes rhe 
increase in the number oflay organizations in the lace Middle Ages chat 
helped ro bring about the subsequcnr development of a more privace, 
mystical type of devotion. 

2. J. K. Lydecker, in "111e Dom<:stic Se1ri11g of the Arcs in Renaissance 
Florence," (Ph.0. dissercation, Johns Hopkins Un.iversiry, 1987), seeks 
to define the interior setting of the patrician home using documo:nrs 
Ii-om six prominent Florentine fumilics. L. Martines, The Socia.I World 
of rhe Flormtine Humanists, 1390-1460 (Princeron. N. J., I 963), publishes 
some of the more well-known Florenrine fumily documcms in order 
co examine ideas about fumily and marriage. B. Cole, "The Interior 
Decoration of the Pala:,.zo Dacini in Praro,'' Mitteilungen des Kiiwr­
historischeu institutes in Flom,z, I (1967), 61-82, and E. Volpi, Art 
7i-eM11m mid Antiquities from the Famous Davttnmti />11/ace (New York, 
1916), also discu~ some of these interiors. 

3. D. Balcscracci, The Renaissanre i11 the Fil'lds: Famif:y Memob!ofa Fifieenth­
u11t11ry Tu.semi Pet1.sant, trans. P. Squarriti and B. Merideth (Universiry 
Park, Penn., 1999), 88, alludes ro rhis idea and notes char peasams ofteu 
donared building materials and ocher rypes of alms co loci! churches, 
thereby linked the poor with the wealthy in parriciparing in a religious 
devotion that transcended class discinccions. 

4. The plaquette (acc. no. 54.22), acquired by Henry Walters, is cast in 
a bronze Aar relief with a brown patina, and measures 3J/J in. high by 
21' /J6 in. wide (9.5 x 7.5 cm.). E. Callmann, Beyond Nobility: Ari for the 
Privme Citizen i11 the Early Rmnissa11ce (Aflemown, Penn., 1980), 45, 
presenrs rhe only published illustration of chis pbquette. 

S. SeeP. M. de Wimer, "Recent Accession oflralian Renaissance Decorative 
Arrs. Pan 1: incorporating Nores on the Sculpcor Severo da Ravenna," 
The Bulktin of the Cl1!11eland Mu.Sl'l/111 of Art, 73/3 (March 1986), 127, fi:>r 
bibliographic references to this list of fourteen copies. They are located 
in: The Walters Arr Museum (acc. no. 54.22), The Cleveland Musewn 
of Art (84.53), the Musco Civico of Belluno, in rhe Sculptllrengalerie 
of the Sraatliche Museen in Berlin ([nv. 630), the Pinacoreca Tosio­
Marrincngo in Brescia (Inv. Riuini 73), die Bargello Museum in Florence 
(no. 396), Tbe University An Musewn in Santa Barbara (Morgenroth 
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Coll.), che Kress Collection of The National Gallery in Washington, 
D.C. (acc. A512.234B). two versions in rhe Victoria and Albert 
Museum in London (acc. nos. 4080-1857 and A406-1910), two ver­
sions in the Wallace Collecrion in London (inv. Nos. S299- S300), and 
two versions in che Louvre (irw. nos. 372 and 414). In addition, H. 
Chapman, in Padua in the 1450s: Marco Zoppo and His Contempomria 
(London, 1998), 44, published a fifreenrh example located in che 
Ashmolean Musewn, Oxford. The sixteenth example is a rectangular 
version mounted as a pax and located in The British Museum in 
London. Many variarions on chis composition exist, and include two 
versions of a similarly composed Virgin a11d Child with n Garland, one 
locaced in rhe BargeUo Museum in Florence, and one in the Kress 
Collection, National Gallery of An, Washington, D.C. 

6. Recent bibliography on plaquecres remains sparse and focuses on 
cacegorizing specific colleccions wich a review of past licerature, such as 
E Vannel and G. Toderi, Medaglie e Plnccherte def Museo Bti,-dim' di 
Firenu (Florence, 1998); G. Toderi, P!acchette, secoli XV-XVIII ,iel 
Museo 11nzio11,1k del Barge/lo (Florence, 1996); and D. Banzaro :md F. 
Pellegrini, Bl'onzi e placchene dei Musei civici di Pndoun (Padua, 1989). 

7. J. Pope-Hennessy; "The kalian Plaquecce," The Srudy and Criticism 
of ltnlim1 St11lpt11re (New York, I 980), l92-222, gives an overview of 
these small bronze plaquetres and focuses on cheir classical subjects and 
use. The proceedings of a symposium on the Jralian plaquerre held in 
March 1985 and published as Italian l'laqumes, vol. 22 of Srudies in rhe 
History of Art; ed. A. Lucl1S Washington, O.C., National Gallery of Arr, 
I 989) is che most recent major scucly on Jcalian plaquecrcs, and there 
Pope-Henn=y (29-30) poinrs our char although quesrions of attribution, 
daring, and iconography are nor completely solved, it is important for 
scholars ro begin co look ar the conrcxt and function of rhcse objects. 
See. for one, C. B. Fulton, "The Mascet 10.EF. and the Function of 
Plaquertcs," Italian Plnquettes, 143---64, who argues char secular plaquerres 
were often designed as uci lirari:.u, objecrs like ink-.vclls, sword pommels, 
or bookbindings, buc rhe majority were made as colleccibles. The use of 
Mad.0111111 nnd Child plaquctr~ as well as orher devotionals is not fully 
addressed in chis scudy. See l~ Bober's review in R.h1dissa11cc Quarterly, 
44/3 (Fall 1991 ), 590-93, for an overview of chc symposium. 

8. J. Pope-Hennessy, Re11aissn11ce Bronzes from the Samuel H. KT'l'ss 
Co/Jecrion (London, 1965), 20-21, confirms the conneccion between 
the Walters' plaquerte and the work of Donatello, and norcs that 
Molinier, Ricci, and Corr were first co suggcsc char chis plaquene was 
likely cast in Padua, where Donatello worked in the 1440s. (See E. 
Molinier, Les Plaq11ertes-Gunlog11.e rn.iso,me, 2 (Paris, 1886), .30, no. 372; 
S. de' Ricci, The Gustave Dreyfas Colke1io11. R.elirfi and Plnqumes 
(Oxford, 1931 ), 174, no. 234; and M. Corr, RenaiS$1lnct Bronus, Srarut'tli!S, 
Reliefi and Plaquettes, Mednis nnd Coms from the Kress GJ/u-rtior, 
(Washington, U.C .. National Gallery of An, 1951). 145. Although 
many scholars stiU maintain char i:his work is Paduan, de Winter, 76, 
argues that the figure scylc is Florentine, and is consiscenr with Donatello's 
work in Florence in che 1430s. 1 would agree wirh de Wimcr's analysis 
of the Florentine scyle of the plaquecre, and suggest that che Florentine 
social an,bicnce was also conducive to che popub.ricy of chis maternal 
subject in Tuscany. 

9. Many domesric works in Florence were fumed by columns with cuvcd 
capitals and a rounded top, called an nll'amicn or d.1SSical style. Neri di 
Bicci, in his Ricordauu, ed. B. S.1mi (Pis;i. 1976). 390. no. 730, describes 
this 1ype of image: " ... ,/ quale caber11acholo e fam,aro alimticha, e{i]oe 
quadro in mezo. cholo,me <bl faro cho11 chnpiregli im,1glia1i e mrawkuo 
d'imomo 11I rJ1111dro e d,, pie' ,ma bnsn cho.llefffl' d'ariemo, chanpo ,w,ro r 
di sorto 111u1 ghocc{i}ola di d10rnic/i/011e f di wpm ard11tmt>e .... ~ 
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10. See R.H. Randall, Jr., "An 'image de Chevct,"' 811/kti11 of the \W1ltm 
Art Gallery, 20/4 (1968), 1-2, fur a painted enamel i1111,ge de rlm't't 
from Limage.~. The A111wt1ciatio11 panel by the Master of Moulin~, ca. 
I 400 (Chicago Ari Institute), reveals the use of a portrai1 of Chri~r as 
an imagr de chelll!t, pinned ro bed curroins in the Virgin's room. 

1 I , See P. Mezzanocce and G. C. &scape, eds., Milano tli'll'ttrtl' t' t1flla storii, 
(Milan, 1948), xxm, for Con cc Giorgio Giulini's Mmwrir s~tltmri a/1,r 
storia al gouerno ed al/a descrizione tk/Ja t:ittlt, e d,!la rampagw1 di Mi/a,10, 
11~• secoli bassi (Milan, 1760), where he published che trtcmto chronicle: 
of Milan by Galvano Flamma. 

12. Sec the polychrome wood framed bronze plaqucrce of rhe Mndomm 
and Chil.d with Snim joh11 the Baptist as n 01il.d loc:ucd in La .Spezia, 
which is ascribed co the circle of Jacopo Sansovino in che Vencco bur 
rnore likely firs inro an earlier Florenrine environmenl for this rypc of 
displayed image. (C. Avery, La Spezio: Museo civico AmedM Lin Sru/Jurr. 
Bronzetti. pln.cchette, medaglie fLa Spez.ia, 1998), 278-79). 

13. D. Lewis, ~r ntroduction," ltnlin11 Pln.qumes, 12. 

14. Pope-Hennessy, Rm11iS$1l11ce Bronus, fig. 3, also anribures this work ro 
d1e shop or style of Donatello, from Padua, and dare:. i1 m rhe late I 44{h. 

15. See de Wimer, uRoccnr Acquisitions,~ 74. for this illusrr.uion. 

I 6. See lodcri, Placchette, 61, for an illusrnuion of the Ba.rgcllo example, 
and G. F. Hrll, wThe Whircombc Grt'Clle Plaquerres," 811rli11gto11 Mngnzine, 
30 (1917), 103-10, for rhe pax. 

17. See Pope-Hennessy, Rr11nmn11ce Bronus, fig. 5, cat. no. 58. Pope­
Hennessy argues 1hac this version, ald,ough it derive:. from Dona1ello, 
was likely crearecl in Padua. A ~imilar version, nankcd by Saints frn.nci~ 
and Anthony of Padua, is also widely considcn.-d robe Paduan. 

18. A. . Norris and I. Weber, Mednis and Pl.aquettes fo,m 1hr Mo/man 
Colkcrion di Bowdoin GJllege (Brunswick, Maine, 1976), 97-98, notes 
rhar in Germany, plaqucul's C<>uld be modeleJ by a sculpwr wi1hou1 ,l 

guild a.ffiliacion.111is was likely chc case in Ital)' as well, which may help 
explain in pan thl' lack of documema1ion on these worb. 

19. Ibid .. 98-99. 

20. Pope-Hennessy, wThe Study of !ta/inn Plaquettes: in /111/w, 
Plaqumn, 32, has not found any market overlap in the production of 
m ... -da.ls and plaqucnes. 

21. M. Salron, 711e Stilton Collemo11: Re1111iss1111« and 811roq11e Mrd,1Js 
nnd Pl.nqumes (Brunswick, Maine, 1969), n.p., gives an o,-crvk·w of du~ 
w.tX-cISc method oli:en used co gencrarc: chc fir..r impl"e:51,ion of a mt.-d.tl 

22. Molinier, Les Plaquettts, I, 26-35, was 1hc fim scholar 10 group 
rogecher a series of similar pbqucnes into 1hc Paduan Sd1ool, ,, here 
Donatello worked in the 1440s, while: Popc:-1 lt:nne:.s}, " Inc lt.tlim 
Pl.iqw:tte," 195, argues dm the papacy in Rome impin.'tl 1hc earliest 
manufucrure of bron;i.c plaqucnes, which were molded from gem~ 111 

d,e papal collcc1ions. Sec F. Ros., i, ~Le gcmmc amiche e le origini ddLi 
pla.cchcn:a,M ltnllfln Plaq,mres, 55-69, for an ebborarion on thi\ 1h1:1.uy. 
lmcrcsungly, in chc miu-nn-emo, PctrarJ, showeJ hi~ Rom.tn coin 
coUecr:ion ro Emperor Charles IV, and ir 5CCrru ch..u cl~itil.ing plaquc:m,.,, 
soon foUJ1d rhcir way into chesc same Rm.iiss.wcc: collecrion.\, often for 
a political and/or decorative purpose. S« the plaqucuc n.-production\ 
in che illuminated pages of Monce di Giov:inni'~ m.m~ripr I lno11.fi 
tkl Pemrrm, from I •i80, lOCltt.-d in rhe \X'alrcr.. An Mu.',CUm in 
Balcimore, for rhi.s link berwc:cn Pt.'lrarch, manll.S(;ript.s, .md plJquc:114:$. 
(Vannd and Todcri. imroduciion ln.p.J, mentmn this nouuon in their 
8:.utlini caologuc). 



23. Sec P. Cann.u:a, ~Le Placcheire dcl Filarere,~ Italian Plaqum~, 48, 
for chis work. 

24. See Pope-Hennessy, Rm,1iss,mcr Bronus, fig. 19, c.u. no. 54, for a 
copy of thi\ work loc ncd in the National Gallery of Arr in W;15hington. 
I>.<., and ib :mribution history. 

25. &-c: Popc-l lcnncssy, &nni.wmce Bronus, fig. 156, cit. no. 137, for 
rh1~ work in The Narional Gallery in \'q,_,.shington, ll.( ., which likdy 
belonged ro a series of che Labors of Hercul~ Lhac were dispL1yed 
1ogc:rhcr. The fimaion of these da.~ical wooo ~ varic..-d, and a similar scene 
of I lcrcu)c-5 is fuun<l on an in~rand arrribu[(.-d co Riccio's workshop. 

26. Sec Poix--1 lcnncssy, Rn111ma11u Bronus, fig. 17 1, cat. no. 134, for 
a copy of chis work also in TI1e National Gallery of An in W.'IShingron, 
l>.L , iu relation ro the beauriful ~ilvcr Flagellarion locaccd in the 
Kwmhisrorisches Museum in Vienna, and its comparison co Modcrno'~ 
Hercule;,' series. 

27. See Vannel and Toderi, Ml'dagltl' e Plarchme, inrroducrion (n.p.). 
for this obscrvacion. 

28. See Lydecker, "Domestic Seering," 172-83, for an owrview of the 
dtaracreriscics of religious arr found in Florentine homes. Lydecker 
notes thac in the weakhier homes, secular works gradually became more 
popular in rhe lacer q11attrocmto and were placed cogechcr wich religious 
images. By rhe 1490s, this was so common thac Savonarola spoke 
against the CLmom of keeping images "of naked men and women" near 
die beds, in reference ro v:irious subjecrs from Ovid chat became popufor. 
I would argue rhat duoughom the Renaissance, more modest families 
continued 10 mainrn.in devotional objects almost cxdusively, and cheir 
ideas concerning the funcrion and inteUecrual value of arc did nor 
change much from the '"umo. 

29. Pope-Hennessy, Renaismnrt' Bron.us, fig. 11, car. no. 233, argues 
chat this plaquecrc was likely meant to be inserted in a tabernacle frame, 
although it has a hole at rhc rop char would suggest thar it w:is hung 
onro something. 

30. Sec \YI. W1Xom, RmniSSl.mce 81rm:usft-om Ohio Gollections(Clevcland, 
The Cleveland Museum of Arc, 1975), car. no. 27, for rhis work. 

31. This work, measuring 84.5 x 60.3 cm., is located in the Allen 
Memorial An Museum, Oberlin College, Ohio. 

32. A similar work by Francesco Mani of The Virgin 1111d Child seen 
standing on a crescent moon is locared in the Mui;eo Civico in Padua. 
( ce Banzaco and Pellegrini, Bronzi e placrhette, 38-39, for chis work, 
which is assigned a Florentine origin). 

33. R. Goldthwaite, Wealth and Dmumd for Art in ftnly 1300-1600 
(Balcimore, 1993), presents an excellenr smdy of the growing demand 
for an and ocher material objecrs chat d1aracceri1.ed all levels ofltalian 
society in rhe Renaissance. Ronald G. Kecks, M11M1111t1 rmd Kind: Das 
hiiusliche A11dachtsbild im Florenz des 15. Jnhrhundens (Berlin, 1988), in 
rabies I- XIII, gives numerous examples of such devotional images in 
the quattrocemo bedroom. 

34. M. Wackemagel, The World of the Florentine Rmaissa11ce Artist: 
Projects and Patrons, Workshop n11dArt Mf/rkrt, crans. A. Luchs (Princcron, 
N. J., 1981), 174, discusses the fonn:trs of chese trecemo images. 
Wackernagcl's text, fim published in 1938, w:is one of the earliest works 
to discuss domesric imagery and define ics characrcrisrics. 

35. Neri di Bicci's Ricordan:u is a business accounr book rhac gives us 
derailed descriptions of housd1old objccrs produced by his workshop 
between 1453 and 1474 and a list of his diemcle. 

36. Neri di Bicci, Rirorda11u, 156, llcO. 308, notes one example of a 
work by Desiderio da errignano: "Richordo ch'tl detto di mu.lei a Pietro 
1a.zi omfo lu tabnwrcholo d11 tn,nr 111 chnmmt drento11i 111u1 11-rgine 
Mana di mam10 di mano di D1Sidnv .... " 

37. Sec G. Randolph and B. Richards, eds., Flormri11e Mn-chants i11 the 
Age of the Medici, Utters nnd Domment.r from t.lu S~lfidge Collmion of 
Medici M111111scripts (Cambridge, Mass., I 932), 11 , for background on 
Maringhi, and 185-200 for manuscript 495, entitled '' lnvenmry of the 
Possessions of Giovanni di Franc=o Maringhi," 1506, inscribed "in 
che name of God and profit." A cross sign ar 1he top of chc page was 
meant to prevent <lishonel>--c enrries. 

38. Goldth\vaice, Wt>a/Jh nnd Denumd, 72-74, argues that by the quamv­
crmo wealrhy homes hegan co accumulate furnishings. 

39. Sc..-c, for example, the Medici family invenrories from I 456, I 463, 
and 1492 published by E.. Muno,, us collectio11s des Medicis 1111 X\4- sieck 
(Paris, 1888), For the accumulation of a diversiry of objecrs within the 
wcalrhy home. 

40. ee LB. Alberci, The Ftlmily in Renaissance Flormcc, trans. R. Watkins 
(Columbia, S. C., 1969), 195, for Giannozzo Albcrri's dialogue, which 
was pare of a long afi:ernoon fumil)' discourse thar cook place in May of 
1421 when Giannozw reminisced about his youth in Florence prior ro 
che family exile. At the rime of this discussion, GiaJrnO'lZO was age sixcy­
four, so the period d1ar he is referring to is d1e lace tnicento. 

41. See B. Cole, "A Popular Painting from chc EarlyTrccenro," Apollo, 
IO I (1975), 9, For che discovery of a simple, mass-produced panel chac 
echoes the compositions of Giocco and might have been purchased ar 
an open markec. 

42. Alberti, Family, 208-9. This location is confirmed in contemporary 
visual ima~, where the protagonist is seen kneeling in prayer co an 
image of che Madonna and Cnild or a Crucifix in the bedroom. See, for 
example, Giovanni di Paolo's small panel entitled Snim Catherine 
81'seechi11g Christ to Resmcitnte Hl'r Mother (Merropolican Museum of 
An, no. 1975. l.33). and a fresco of the Mystic Mmriage of Sflint 
Catherine. Spinello Aretino, 1387, in d1e Omto1y of Saint Catherine i11 
Amelia, for such examples. 

43. Sec Albcrri, Family, 214, For a description of rhis statuerce. 

44. See U. Middeldorf, ''Some Florentine Painted MadonnJ Rdiefu," 
Colla.boration i11 !t,ilian Renaissance An (New Haven, 1978), 78, for the 
silvered srarue in the Medici collecrion of 1553: 1ma Carita di term cottn 
in color di ml!fdl!o, aJ1d 82 n. 5, for the silvering of the faces aJ1d hands 
of the bronze srarues of Donarello in Padua. Alrhough no objccr like 
chis ex:iscs today, C\VO silver scacuerres without ivory, one of Saine John 
the Bapcisr a,nd one ofSaim Francis, can be fow1d in the Musco Civico 
ac Cirra di Castello, both attributed by Middeldorf co either Luca della 
Robbia or Ghiberri. 

45. Alberti, Family, 214. An interesting derail in the Saim Henry 
Triprych in San Martino a Mensola, Florence, done in the manner of 
Orcagna abour 139 l. shows an image of a wife vowing continence co 
her husband while they kneel rogcrher in prayer before a small crucifix 
at an alrar cable in their bedroom. 

46. D. Herlihy. "Santa Caterina and San Bernardino: Their Teachings 
on the Family," reprinted in Women, Family and Society in Medieval 
Europe: Historical Essays 1978--1991 (Providence, R. I., 1995), 188. 

47. See A. B. Barriaulr, Spnlliern Pninti11gr ofRer/(/_issrmce Tuscany: Fables of 
Poets for Patrician Ho= (Vnrvcrsicy Pack, Penn., 1994), for secular images. 
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48. See Lydecker, "Domestic Seccing," 75, for chis citation from Alberti. 
S. Ringbom, ''Devotional Images and Imaginacive Dcvorions: Noces on 
the Place of Art in Lace Medieval Priv:ne Piecy," Gaze~ tks Beaux-Ara, 73 
( 1969), 159, discusses the historical opposition to the devotional image 
among orthodox members of the Church, who sought an "image-less 
devotion" as the goal of any true mystic. He argues chat alrhough the.: 
Church did nor always approve of the worship of icons, the power chat 
art had in forming miraculous visions was widely recognized at the rime. 

49. M. Meiss, Pai111i11g i11 Florence and Siena after the Black Plague 
(Princeton, N. J., 1951), [06, noced chat hisrorians always seem co 
overlook chc power char visual images had on che religious imagination. 

50. See Ri.ngbom, "Ocvorional Images," 161 , for these examples. 

51. Ringbom, "Devotional Images," I 61. gives chis quote from the Libro 
de "1 Vita of Saint Catherine, published in Genoa in 1551. 

52. Mose scholars, including Lydecker, "Domestic Setting," 175-77, have 
noticed from documcncs 1hac mosr religious works in a household are 
found in rhe bedrooms, and rhe spirimaJ world wa., considered co be 
potentially presenr mainly in this room. 

53. 0. Herlil1y, in his article "Family," Portmirso/Medieval and RmaiSS1111ce 
Living: Essays in Memory of David Herlihy, eds. S. K. Cohn and S. A. 
Epstein (Ann Arbor, Mich., 1996). 7-28, discusses the Latin root of 
"familia" that encere.d Romance languages in the 12th century and 
came co represenr a strongly hierarchical group of rc.lacivcs unired, in 
isolation, From sociecy. Most late medieval rheorics on the family derive 
from Herlihy's studies. 

54. See Fra Ciovam1i Dominici, Rego/a de/ governo di cura familiarc, ed. 
D. Salvi (Florence, 1860), l30. The popularity of che Massarre of the 
Innocents in the trecemo Sie.nese household has nor yet been examined. 

55. A. Peros:i, Ciovmmi Rucell,zi ed if mo Zibaldone: 1. fl Zibnldone 
quaresimafe (London, 1960), 13: '' l'&lucazione dei fig!i. Ricordavi ii 
modo abbit1tl! a tmne 11ell"a!Jevare e' ,,ostri fig/110/i. & prima, che la pro­
pria madre /',L!kztti q11.a11do fiisse sen:m perirolo er sa!Wl offenzione de/la 
persona deila madre .... " 

56. See D. Herlihy, "The Narural History or Ml:Ciieval Women," 
reprinre.d in \t'-&me11, Family, 67, for this idea. 

57. Sec C. Klapisch-Zuher, \~mm, Family and Ritual in Renaissance 
Italy (Chicago, 1987), 11-12, for the objeccs given in a woman's 
trousseau and rhc argumenr char these objeas were used co increase 
dcvorion through play-accing in the bedroom. 

58. See Kbpisd1-Zuber, t~mm, Family, and Rirua4 220, for the 
Ciurianni document. 

59. See ibid., 221-22, for the dei RoMii documcms. 

60. See ibid., 221. 

61. Sec E. Callmann. "The Growing Threac co Marie.ii Bliss a., seen in 
Pificench-Ccnrury Florentine Painrings, ~ Stttdi,s in Iconography, 5 ( 1979), 
76. for secular work and m=ages of morality. Alchough secular an will 
nor be discussed here in detail, ir is i mporcam ro note char secular scenes 
would often complemcnr the devotional images fou11d in the bc.>droom. 
For example, rhc panels of chc rassom were often painted wirh morafojng 
scenes such as Bocatccio's tales, Susannah and the ciders, or pulii as 
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fertility symbols. The indocrrination of moral me$:lges and 1:1:gularion 
of sexual panems were aimed specifically at women in order to ensure 
the parronagc of rhc family line. (See also The Semlar Spirit: Lift mu/ 
Art at the £11d of the Middle Ages, intro. T. 8. Husbar1d and J. Hayward 
[New York, 1975] for examples of bedroom fuminuc char were dccor:m:d 
wich these themes.) 

62. Although iris dif½1culr co reconstruct rhc history of cenuolLS human 
emotions, some idea.~ on marernal atrac.hment may be found in textual 
sources. See, for example, S. ShaJ,ar, "Infants, lnF.mr Care, and Attirud~ 
Toward lnfu.ncy in the Medieval Lives of Sainrs," Jo11rnal of 
Psychohistory, IO (1983), 28 1-309, for chis type of ~rudy. In :1dd.irion, 
Musacchio's ccxr (in nore I), offers an excellent srudy of how the material 
cul(Ure of childbirth. seen in the form of painrings as well as obj~-cts 
such as wooden rrays and ceramic bowls, reveals how cultural :mirudo 
and f.unilial arrachmenrs were formed ar the event of childbinh. 

63. V. Fildes, t\7.-t Nursing: A History from A111iq111ry 10 thr Pmrm 
(Oxford, 1988), 44, for Italy. 

64. Ibid., 36-49. 

65. Sec R. Trexler, The Childll11 of Rmaiss,mce Florrnu: Powrr and 
Dependence in Renaissance Florrnre, I (Binghamron, N. Y., 1993), 8.1 n. 
l35, for Pier Paolo Vergerio's assertion chat education away from che 
home was more effective than keeping chem home. 

66. M. L. King, U'4imen of the Re1111issa11re (Chicago, 1991 ). 2-<i. 
Herlihy, "Sanra Caterina' notes chat before the plngue, Florence: had 
abom 120,000 people, and only abouc 40,000 in the larer q1mt1TO<'l'nto. 
See Musacchio, Ari and Ri111a4 25-31, for fimhcr uiscus.\ion of the high 
mortality rates of newborns, young children, and mothcri. in child-birch. 

67. See Giovanni di Pagolo Morelli, Ricardi ( 1393-142 I), l."Cl. Vim,rc 
Branca (Florence, 1956), 455-59. for chc dl.-ath of his c.hi ld and hi, 
procw of mourning. 

68. King, Women ofthl' Rem1ust1111:e, 4 t-42. One of the few instaiiccs u, 

which a women would forfoir her dowery was in che Cl5C of adultery. 

69. Klapisch-Zubcr, \\';"omm, Family. rmd Ritu114 120, notes that in the: 
1427 rax declaration in Florence, 25% of women and only 4% of men 
were widowed. 

70. T Kuehn, Lau{ Family and \\'/4,mm: Toward a l.eg11I AmhropolQfJ of 
Renaissance Italy (Chiatgo, 1991 ), 198-99, for the pntria pou111JJ. ,md 
Klapisch-Zubcr, 123-24, for the widow's return to her parcmal family. 

71. Giovanni Morelli nored wirh some rancor hi\ own maremal 
abandonment ar rhe death of his f.uhcr. d~pite the fact dm a!> a child 
he conrinut'CI ro live with hi~ mother in 1.hc housc orh,s m:pfdthcr. (L 
Pand1miglio, liGiovanni di Pagolo Mordli c le strutturc famili:m.~ 
Arrhi11io stonro 1talia110, I 36/t-211978}, 6). 

72. Balcsrracc.i, 42-43, discus.= rhe importance of «anomic family 
solidarity among die rural peasanr class in fl.15c:1m•. 

PHOTOGRAPHS: fig\. I, 5, 6, 12, Baltimore, W~tcn An Mwcum: 
figs. 2, 4, 7-9. Washington, 1>.c., Nauonal Galle!)• of An: Ii~. 3. 10 
Ck-vcland, Cleveland Museum of An: fig. 11, Oberlin, Allen Mcmori.tl 
Arr Museum. 



An Amulet from Afsharid Iran 

S IIEILA . B LAIR 

One of the most interesting objects in the ls!ttmic gallery at the 
Walters An Museum is II smnll carnelian amulet made in lmn 
011 28 June 1748. lt.s lengthy inscriptions reflect the zmrmainty 
of rhe time, in which 11.ppeal.s were made to God, the prophet 
Muhnmmn.d, the fourteen imrnacu&te ones venerated by 
Shi'ites, and the four orthodox caliphs venerated by Sunnis. Its 
mixt11re of fonn.s ttnd designs shows that the Afihm·id rulers of 
Tran, though often a.t war with their neighbors, appropriated 
their rivnl.s' artistic tastes and styles. 

One of the smallest-yet most inceresting---objeccs on 
display in the splendid new installation of Islamic art 

at the Walters Art Museum is a carnelian pendant made in 
1748, probably in Iran (fig. I ).1 Like many examples of 
Islamic arc, rhe pendant is decorated with writing. Irs 
inscriptions noc only cell us what function the pendant 
filled and when and where ir was made, bur also transform 
chis everyday object into a consummate work of art. The 
carnelian pendant thus provides a window into daily life and 
popular practices during the mrbulenc times of its creation. 

The pendant is carved from carne]jan (also spelled 
cornelian), a hard reddish and translucent mineral that bas 
been used as a gemstone since Amiquicy.2 Carnelian was 
widely used in d assical times by the Romans, who obtained 
ir in West Asia and the lndian subcontinent. Ir continued 
co be used in Islamic times, and, by the fifteemh century, 
ir was by fur the most common type of hardstone used for 
jewelry, seals, and an,ulers, sometimes called calismans.3 

To make the pendant, the stoneworker shaped the 
hardstone co form a small articulated oval measuring 5.03 cm. 
wide, 3.65 cm. high, and 3.3 cm. thick {fig. 2). He driUed 
a channel through the Aar cop edge of the hardstone, and 
the projecting wings, now broken, would have provided a 
place for a chain or cord from which co suspend the object 
as a pendant. The back side is Oat, but the &one is rounded 
or in cabochon. While the carver left che back plain, he 
covered the from side of the pendant with writing. The 
inscriptions are executed in several rechniques and styles 

and contain different sons of text carefully Fi reed mgecher 
in bands and carrouches, like a jigsaw puzzle. 

The largest ccxts are contained in rwo boxes ar the mp 
and center of the pendanc (see fig. 3 for a schematic repre­
senracion showing the location of the various inscriptions). 
The script in both these boxes is fo rmed by incising the 
oudines of the letters and filling rhe background with a 
ciny Aoral design so char the letters stand our i.n reserve. 
T he two words in the box ar the top (IA) invoke God's 
name (ya al/ah). This shon cext is followed by rbe longer 
rcxt in the cenrer (lB), a common phrase from the Koran 
invoking God's majesty and power (in alliih 'a/ii kull sht1y 
qadir). This phrase occurs eleven times in the Koran in this 
exact form (2:20, 2:106, 2: 109, 2:1 48, 2:259; 3:165, 16:77, 
24:45, 29:20, 35:1, 65:12), as well as many other times in 
shorter or variant forms. The large re.x:rs on the pendant 
can be read cogerher, as a single statement: "O God, rruly 
God is powerful over all things." In invoking God's name 
and power, these two large inscriptions immediately identify 
the function of che object as an amulet invoking God's 
protection on the wearer. 

The shape of che pendant confirms its talismanic 
function. Amulets made in the Islamic lands were carved 
in many shapes-circles, rectangles, hearcs, or pyramids­
but most were oval. For example, of the thirty-six amulets 
in rhe Cabinet des Medailles of the Bibliotheque 
NarionaJe in Paris that are carved with positive inscriptions 
(as distinct from the thirteen amulets carved with negative 
inscriptions chat read backwards and hence were rneam co 
be used as seals), rwenty-one, or almost 60%, are oval.4 

Many, like the amulet in the WaJrers, have a pierced opening 
at the cop for a cbain or cord. One, made of green glass 
with inscriptions rather crudely carved on both sides 
(fig. 4), has the same articulated oval shape as d1e car_ne]jan 
amulet in the Walters, with Aat mp and bottom and 
rounded sides.5 There are similar examples in the 
Ashmolean Museum and in d1e unpub]jshed collection of 
The British Museum.6 

The jormutl of the Walters Art Museum 59 (200 I) 85 



The carver of the carnelian amulet in the Walters caUed 
attention to the imporcance of the reserve texts (IA and IB) 
in several ways. He made the leners bigger than those of 
the other texts. He also made the letters legible by carving 
chem in reserve against a darker ground. He .farther accen­
tuated the rhythm created by the letters. In the top box, he 
emphasized the verrical strokes of a/if and /_am, written in 
a thick roLmd script known as thufuth. In the middle box, he 
turned the lase lener in each of four large words (che nun 
[n] in in, the alif maqfttrd [a] in 'a/ii., che liim ll] in kull and 
the yii' [y] in shay) into a large bowl. The swooping rails 
add internal unity and pattern to the design. The carver 
further varied che thickness of che strokes in chese letters co 
add a sense of movement. These features are typical of che 
hangi11g script known as na.sta1iq, which was developed in 
Iran in the fou neench century and becan1e particularly 
popular there for transcribing Persian poetry from the 
fifteenrh century onwards.7 A similar composition, with 
swooping rails to the final letters, is found, for example, on 
a sheet of decorated calligraphy done by che scribe and 
illustrator lsma'il Jalayir in the mid-nineteenrh cenrury.8 

The use of rhjs scyle of script imme&acely suggests an 
Iranian provenance for the amulet.9 

To make these patterns with the letters, the carver had 
to manipulate the text, particularly in the middle box. He 
squeezed the second and last words of the phrase (nllii.h and 
qadTr) inro the upper corners above the other four words. 
He even had to cha11ge the spelling. He spelled alliih without 
the iniral a/if miling the initial alifof in, the vertical stroke 
on rhe left of d1e rectangle, do double service as the initial 
a/if of two words. Clearly, he expected his audience to know 
the phrase, recognize it, and recite it, rather than read it 
literally. He made pattern cake precedence over meaning. 

I 11 concrasr co che large texts carved in reserve, the ocher 
texts on rhe pendant are incised in a fine, even script known 
as naskh, quire legible despite its &minutive size. The incised 
rexes full inco two parts, based on meaning and placement. 
The first text (II) incised on the carnelian amulet continues 
in the same vein as the reserve text and is written in successive 
tiers arotmd the central rectangle (see 1:-tble 1 for a transcription 
and translation of the texr). Ir begins beneath che central 
recrangle in the first c.:1.rrouche on che right and continues 
around the first row or carcouches imme&acely surrounding 
rhe central rcccangle (Tia). The text (lib) continues around the 
second row of carcoud,es, also written in a circle. The text then 
moves ro the fields surroun&ng the rectangular floral border, 
beginning with the field below the rectangle {Ile) and moving 
clockwise around the three ocher fields (IId-1). Whereas 
che canouchcs each contain a phrase, che text in the field is 
written in lines, with each phrase or word separated by a small 
circle or other mark. To read the full text, the viewer needs 
to turn rhe pendant in a clockwise direction ch.rec times. 
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Fig. I. Carnelian pendam. 5.03 x 3.65 x 3..3 cm. [acrual ~i1,el. 
Baltimore, Walrers Arr Museum, acc. no. 42.1205. 

The carcouche layout of the beginning of the incis<.>d 
cexr calls to mind the typical talismanic design of a magic 
square, in which single characters, words, or phrases are sec 
in a checkerboard pattern. The magic square {Arabic llll1.fq) 

is first documented in a group of writings amibuced co 
Jabir b. Hayyan (known in Europe as Gebcr) and thought 
to have been compiled in che lace ninth or early tenth cenrury. 
From the twelfth cenmry, manuals on magical formulas and 
procedures proliferated. The master of the arr was Abu'l­
'Abbas Ahmad b. 'Ali b. Yusuf al-Buni al-Qur:tShi (d. 1225), 
who composed a treatise on the consrruaion of magic squan:s 
and talismanic designs based on the letters composing the 
Bcaucifi1l Names of God. His creacise may have cira1lared on 
a popular level, and only cwo written copies are known co have 
survived: one dared 16 Dhu'l-Qa'da 828/24 epccmber 
1425 and a second copied at Valljevo southwest of Belgrade 
on 29 Jumada 963/10 May 1556. iu 

Magic squares have become typical on talismanic charcs, 
shirts, and plaques made in che Islamic lands in the last 
few cenrurics.11 The squares could be fi lled with numbers, 
written in numerals or alphanumerics (abjnd), in which 
each letter of the alphaber stands for a numerical value. 
The squares could also be 61Jed with single words or phrases. 
The words might spell our a verse from the Koran, buc one 
of the most common rexes on these talismanic objeru w.is 

the Beautiful Names of God (nl-a.smii' nL-!msnif), • and chis 
is how the text incised around the middle or rhe carnelian 
amulet in the Walters opens. 

The small incised rext on the amuler begins in d1c lxmom 
right by invoking God's name (ya nlliih), the same phrase 
carved in reserve at che cop of rhe amulet. ext comes chc 
traditional lisr of ninecy-nine BeaucifuJ Names, all of them also 
invoked with O (ya). These names are aJrcady menrioncd 
in an early hadich, or prophetic cradirion, cransmirred by 
one of Muhammad's companions, Abu Hurayra. Accor&ng 
co this cradicion, God had ninety-nine names, a hundred 
less one, for He, rhc odd number (chc Unique) likes 10 be 
designated by Lhcsc enumeraccd names one by one; whcx"·cr 
knows che ninety-nine names will enter paradise. 



Fig. 2. View of the pendant, magnified five rimes. 

The repetition of these ninety-nine names has become 
one of the mosr diligenr devotions in Islam. Pious Muslims 
repeat them and medicate on them, often with the help of 
nincry-nine beads smrng cogether Like a rosary (sub&a) . These 
ninety-nine names have become particularly important for 
mystics and are often included as pare of the dhikr, or recita­
tion by Sufis. The fourreenrh-century Persian mystic '.Abd 
al-Rau.aq al-Qashani, for example, included them in h_is 

glossary of Sufi terms under the heading Servants of God.13 

Since these ninety-nine names do not all occur in the Koran, 
die Ii~,: has never been absolucdy fixed and is liable ro contain 
varianrs. Mosr lists, including the one on the Walcers' amulet, 
begin with the thirteen names mentioned in Koran 59:22-24. 
They are wrirren on the amulet in carcoud1es running on the 
bottom and left side of the central recrangle: ya rni;rnan (0 
Merciful), )'ii 1-a/Jim (0 Compassionate), yii malik (0 King), 
)ii. quddiis(O Holy), )ii. salam (0 Peace), fa mufnin (0 Faithful), 
yii muhnymin (0 Protector), yii azzz (0 Mighty), ya jabbiir 
(0 Repairer),;ti mutnkabbir(O Great),yi khiiliq(O Creator), 
)'ii bii.ri(O Maker), and )'11 m114nwwir(O Fashioner).'' 

The subsequent order in d1e list of ninety-nine Beautiful 
Names often varies. Most names are grouped mnemonically 
The next six in the standard order are governed by euphony: 
ghnffor (Forgiver), qahhiir(Dominant), wahhiib (Bescower), 
r112,2Z1q (Provider),fa.ttii/J (Opener), and ali(Knower). They 
are written in the first row of cartouches above the central 
recrangle. Other names are grouped by assonance, associations 
of verbal forms, or pairs having borh a correlative and para­
doxical sense. For example, awwal (First) is cypicalJy paired 
witb akhir (Last), zjihir (Evident) with bii.ti,n (Hidden). 

The lisr of Beaurifu.l Names incised on che Walrers' 
amLLlec contaim the standard ninety-nine, with only a few 
variations. The name following the common first thirteen, 
inserted before the six euphonic names, is sittii.r (Veiler), 
not often induded in the standard list. By contrast, rashzd 
(Director), che second to lase name on the standard Jjsc, is 
omitted on the amulet. T here also seems to be one extra 
name, bringing the coral to one hundred names, or 101 
including the name of God (al/ah) at the beginning. The 
Lurnsual name is written on the amulet in the fifth carrouchc 
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Fig. 3. Pendanc, wich marks showing the locarion of che different inscripuons ;md knocs. 

from che right in che bortom line: ir seems to contain che 
word qubbad Th.is is the name of one of the kings of 
ancient Persia; it is noc part of the srandard list of God's 
name and ics inclusion on the amulet is a puzzle. 

The list of God's Beautiful Names ends midway in chc 
field to che lefr of d,e central rectangle on the amulet (lid). 
Mose of the rest of the space in the fields (lid- () is raken up 
wid, che Noble Names (al-asmii' aL-sharifa), ninery-nine 
pious names and epithets of the prophet Muhammad char 
are meanc to parallel che ninety-nine Beauriful Names of 
God. The Prophet's names arc not invoked with yii. (0), 
and rather d1an the circle used co mark the end of each or 
God's names, the Noble Names are followed by the letter 
¥UL, an abbreviation for che t~!iyo, the phrase "May God 
bless him and give him peace" char muse follow every 
mention of rhe Prophet in written or spoken discourse." 

The lisr of che Prophet's Noble Names is even more 
variable than the list of God's Beautiful Names. Ir rypically 
begins wid, four variants derived rrom che rooc !,-m-d. 
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meaning praise: mit/:Jttnmutd (He who is worrhy of Praise}, 
11/;mod (More praiseworchy), !Jllmid (Praising), and 
mn,!nm,d(Praised). The lisr continues with more names. all 
taken rrom the Koran and grouped in many of chc same 
ways as the Beautiful Names of God. Some Noble N.tmcs 
rhyme. Some pairs play on the same idea, such as mrmir 

(Radiant) and sirii.j (Lamp), boch mentioned in Koran 
33:46. Some pairs are varianrs on che same Arabic rooc, 
such as had.in (Guide) and mnhd; (R.ighcly guided). both 
of which derive from h-d-i. A fow pairs arc opposites, such 
as foti/.1 (Opener) and khiitim (Seal or End) or bnshir 
(Bearer of good ridings) and nndhir (Warner). A fow are 
identical with chc names of God, such as awwt1L(Fim) and 
iikhir (last) or ¢hir (Evident) and biifin (Hidden), buc 
mosr refer only ro rhc Prophec. omc come from che 
Prophet's country or Family, )Uch as makk; (Mc.-ccan), 
madini (Medi nan), 'arnbi (Arab). !,ijiizi (From chc Hijaz), 
abtlll!i (Belonging to al-Batha, the area around Mc.-cci). 
nizibi(From the Nizari tribe), qumyshi(From che Qura}-sh 



Fig. 4. Green glass amulet from the Biblio[heque narionalc, after Kalus, 
Ca111/ogue des Carhers, Bulks, et Tnlism1111s !slnmiques, no. 111. 1.23 

clan), and m11i:71mi(From the Mudar tribe). Some refer co 
the mystical letters found at the beginning of chapters, or 
suras, in the Koran, such as the letters ya'-sir4 found ar the 
beginning of sura 36, ra'-sin, found ar the beginning of sura 
27, and };11'-mim, found ac the beginning of suras 40-46. 

Reciting the Prophet's Noble Names became a popular 
practice in lslarn. The founeenth-cenrury historian al-Safudi 
composed a long poem in which he enwneraced the ninety­
nine names of the Prophet. Mystics often invoked these 
names, which served as talismans ro ward off evil. For 
example, Sayyid Baqir, a sevenreenrh-century Sul1rawardi 
mystic from Ucch (now in Pakistan), included a chapter 
on the vircues and divine grace of Muhammad's ninery­
nine names in his treatise jawii.hir al-owliyii Qewels of che 
Saints)."· In more recent times, che list was daborared in 
popular rradicion: an Arabic manuscript dared 1268/l851-52 
gives 201 names, and other sources memion four hundred 
or even one thousand.•-

The Noble Names do not occur on many surviving 
amulers, perhaps because of their lengrh.18 Calligraphers, 
however, sometimes made up the Noble Names inco calli­
graphic pictures. One example is the so-called Muhammadan 
Rose, a AoraJ design with the ninety-nine Beauciful Na.mes 
of God, the ninety-nine Noble Names of the Prophet, and 
rhe names of the Ten ro whom Paradise was promised (al­
itsh11m al-mubashshara). 1" 

FinaJly, after listing the rwo hundred names of God 
and the Prophet, the inscription incised around the center 
of the Walcers' carnelian amulet ends in the middle of the 
right field (llf) with the names of the so-called fourteen 
immaa.tlace ones (Persian: chahardah ma'tiim): Muhammad, 
his daughter Fatima, and the Twdve Imams who succeeded 
him. These are the fourteen inerranc or immaculate personages 
venerated by Twelver Shi'ites.w 

After the death of the Prophet in 632, the nascent 
Muslim community split over how ro choose his successorY 
Eventually, two major positions emerged regarding the nature 
of authority over the Islamic community. One position, 
ulrimarely accepted by the majority of believe.rs, was char 
of the ctliphal loyalists. By the middle of d1e eighth cenrury, 
they came co call themselves rhe "people of tradition and 
unity," in Arabic 11hl al-sunnll wa1-jam'a, or, more simply, 
smzni.s. Sunni Muslin1s comprise the oveiwhdming majority 
of the more than one billion Muslims in che world coday. 

The ocher major position regarding the nature of 
authority over the Muslim community is represented by 
the partisans of Muhammad's nephew and son-in-law 'Ali. 
This group is collectively known as Sh i'ices, from the 
Arabic word shi'a meaning "party" or "faction." Shi'ites 
initially poinred co 'Ali's justice, religious knowledge, and 
closeness co the Prophet, ,trgujng that any head of the 
commun.ity should be a direct descendant of Muhammad 
through his daughter Fatima and her husband '.Ali. Their 
doctrine evolved so that by the eighth ceoru1y most 
Shi'ices also held that the caliph, or Prophet's successor, 
would also be a divincly guided, infallible religious teacher, 
or imam. They believed chat only such a leader could guide 
rhe Muslim community to achieve d1e justice and salva­
tion promised by the Koran. 

Shi'ites differ over the names and number of direct 
successors to Muhammad, buc the largest group, known as 
Twelver Shi'ices, believe char the twelfth imam went inco 
hiding in the year 940 and chat, until he reappears on 
Judgmem Day, he is represented on earth by a viceroy, 
who reinterprets the sharia, the rules and regulations chat 
govern the day-co-day lives of Muslims, for every age. 
Twelvers comprise the largest group of Shi'ices in modern 
times, making up most of the population of modern Iran 
and sizeable minorities i11 neighboring countries. 
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Fig. S. Amulet, dared A.H. 1161 /A.n. 1748. 5.8 x 4.2 x 6 cm. London, 17,e Brirish Museum, BM I 866 12-29 IO I. 

Alchough Iran is now a Shi'ite country, Twelver Shi'ism 
became the state religion there only in the sixteenth century, 
under the rule of the Safuvid dynasty ( 1501- 1722). During 
this period, cheosophers such as Mulla Sadra (d. 1640) 

elaborated the cosmic function of the fourteen immaculate 
ones. These figures became a major focus of popular piety 
and are often mentioned in formulas invoking divine 
blessing. Their names are inscribed, for example, on an 
amulet dated [1)16l/L748 in The British Museum (fig. 5), 
on rhree undated amulets in the collection of the Cabinet 
des Medailles, on eight w1dated amulers in the Ashmolean, 
and on several talismanic plaques from the same period.::.: 
The presence of these names is often taken to be an indica­
tion of Persian provenance and adds weight ro the stylistic 
evidence in attributing che Walters' amulet to Iran." 

Curiously, the names of the fourteen immaculate ones 
appear on rhc carnelian amulet in jux:caposicion co chose of 
their rivals. The cencral rectangle is surrounded by a reserved 
band of six-petaled flowers separated by pairs of leaves. 
Carcouches in the four corners (llg-j) have chc names of 
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the four orthodox caliphs: Abu Bakr, 'Umar, 'Uthman, 
and 'Ali. These four people were the first succes..~ors to 
Muhammad, chosen by che consensu,; of the communi1y. 
Jn lacer times, some Muslims looked back, through some­
what rose-colored glasses, to their successive reigns as a 
"Golden Age" in which faith, justice, and Lhc pristine 
Islamic values flourished. Hence, these caliphs became 
known to Sunni Muslims as al-khulnfo' al-rruhidtm, or 
"rigl1cly guided" caliphs. Shi'ir~, by contrast, cradicionally 
curse the names of the first three caliphs, whom they consider 
usurpers and murderers of rhe fourth and, in their view, 
only legitimate caliph, 'Ali. 

Inscribing che names of che four onhodox caliphs on 
objeccs became a hallmark of the arcs produced under chc 
Orromans, rulers of Anatolia and much of the eastern 
Mediterranean from the late thirteenth century co 1922. 
From 150 I, they were rhc Safavids' great rivals. Tht 
Ottomans often had the name of the fuur orthodox caliphs 
inscrilx--d on cile panels (fig. 6), ceramic v~ls (f-ig. 7), and 
many ocher types of arc. On these objeas, rhc four name,, 



were often written in a line or set in carcouches, bur in one 
cype of work the four names were typically disposed in the 
four corners: calligraphic works bearing a descriprion of che 
Prophec. Known as hi/ya (literally, decorarion or adornment), 
these calligraphic specimens concain a verbal description 
of the prophet Muhammad giving both his physical and 
hill mental characreriscics. The description of che Prophet was 
written in a large central medallion, with pendant circles in 
the four comers inscribed with the names of the four orthodox 
caliphs.171.is arrangement of the hilyn (fig. 8) became srandard 
under che Ottoman master calligrapher Hafiz Osman 
( 1642- 98) and was reproduced until modern times.i~ 

Ottoman calligraphers adapted the calligraphic cradition 
of inscribing che names of che four orthodox caliphs in 
medallions for ocher media as well. The names, together 
with chose of Muhammad, 'Ali, Hasan, and Husayn, were 
reproduced on eight wooden roundels designed in 1859 by 
Mustafa ' la.er co be hung below the dome in the interior of 
che congregational mosque converted from d,e great 
church of Hagia Sophia in Istanbul. The largesr of their 
rype, these wooden roundels measure eight meters (rwency­
five feet) in diameter. The compositions were enlarged by 
squaring, and smaller versions of these sacred names survive 
on both cardboard and wood.11

• 

To understand why the carnelian amulet in the Walters 
is inscribed with the names ofboch the fourteen immaculate 
ones, rypical of Shi'ices, and che four orthodox caliphs, 
typically pronounced by their rivals, the Stum.is, we must tum 
co the ocher text incised around the border of che amulet 
(III). Slightly larger than chc cexc incised in the middle of 
the a.mulct (wirh rhe alif measuring approximately 1 cm., 
abour twice the size of the alif m the central text), che border 
text is separated from che rest of the decoration by a band 
of floral motifs set in reserve against a dark ground. The 
Aoral band, composed of many-petaled, lorus-like flowers 
alcernaring with pairs of stylized leaves, serves to set off the 
border inscription and distinguish ir from the ocher incised 
text in the center. 

As with the reserved text, the carver of chc carnelian 
amulet in che Walters elaborated rhe script in the border 
band to enhance d1e meaning of the message. The main 
artistic couches are d,e knots added co final ha'in eight places 
around the border. The knots are not spaced symmetrically. 
Nor do they seem co be placed semantically: many are 
used on rhe pronoun ha' (him), meaning Muhammad or 
God, bur cwo at the end are used on the ta' mnrbt1ta, or 
feminine ending, of the words al-jum'a (Friday) and sana 
(year). Rarher, the carver seems co have added these knots 
wherever space was available. 

Despite their random placement, the knots may have 
had magical significance. Many objects made in the Islamic 
lands were decorated nor only with magical writing, often 

Fig. 6. 1ilc plaque wich names of rhc Four Orthodox caliphs. Nevv 
York, The Metropolitan Museum of Arr, 15.76.3. 

Fig. 7. Ceramic vessel in che form of a mosque lamp, ca. 1580. 32 x 
l 7.8 cm. Balcimore, Walters Arc Musewn, acc. no. 48.1301. 
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Fig. 8. Hi/ya I verbal description of the Prophcr Muahmmad] calligraphed 
by Hafiz Osman. A.H. 1103/A.O. 1691. 47 x 34 cm. Dublin, Chc:.ccr 
Bemy Library. T559.4. 

arranged in squares, bur also with rhe five- or sjx-poinred 
scar, commonly known as the seal of Solomon. Solomon is 
known in Islamic lore for the power he exercised over the 
evil jinn, "shape-shifting," supernatural creatures. The jitm 
(whence the English word genje) are mentioned frequently 
in the Koran (e.g., 6: I 00, 6: 112, 6: 128, 18:50, 55: I 4-----15, etc.), 
and one entire sura (72) is enritled jinn. For Muslims, the 
jinn have bodies composed of vapor or flame and are 
intelligent bur imperceptible ro human senses, capable of 
appearing in different forms and of carrying our heavy 
labors. Although accepted in official Islam, the jinn became 
particularly popular in folklore and occur extensively in 
The Ambian Nights.r Solomon exercised his power over 
che jinn through a talismanic ring engraved "the mosc 
greac name'' of God, and many designs with a sealed knot 
seem co have magical connocacions.iH The engraver may 
well have intended the knots he added to rhe tails of the 
lerrer hii' in che border inscription around the Walters' 
carnelian amulet co recall the Solomonic knot and evoke 
the power Solomon exercised over the jinn through his 
talismanic ring. 
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The border text begins at tl1e lower righr of chc flat, 
botrom edge of che amulet. Ir opens with the invocation 
to God known as rhe basmala, from the words bism rrlliih 
al-m!11niin al-rabim (in the name of God rhe Merciful and 
the Compassionate). Muslims invoke the basmala in all 
sores of daily acrivicies, from readjng tl1e Koran to giving a 
lecture or beginning a journey. This phrase is also found ar 
rhe beginning of all but one sura in the Koran (the cxceprion 
is Chapter 9), and here coo on the carnelian pendant, rhe 
basmala is followed by a Koranic text. 

The border text on tl1e pendant comes from chc second 
chapter of che Koran, called al-Bnqttra (The Cow). The 
longest chapter in rhe Koran and one of the latest to be 
revealed, it is often thought to sum up the entire reaching 
of the Koran, which Muslims accept as God's rcvdacion ro 
the prophet Muhammad.l'l The sura cakes its name from 
the parable of the cow or heifer (aL-baqarn), mentioned in 
verses 67-7 1, which illustrates the insufficiency of carping 
obedience. When people lose faith, they put off obedience 
with various excuses. Even at lase when they obey the lener 
of the law, they fail jn spirit and become fossili1,ed, bur 
rheir self-absorption prevents them from realizing char 
they are spiritually dead. 

The text on rhe pendant contains rhc lase rwo verses 
(285-86) from sura 2, which sum up the nature of Faith 
illustrated by the parable: w, 

The Messenger believes in whar was senc down co him 
fi:om rus Lord, and the believers; each one believes in God 
and His angels, and in His Books and His Messengers; 
we make no division berween any one of His Messengers. 
They say, 'We hear, and obey. Our Lord, gram us Thy 
forgiveness; unto Thee is the homecoming. 

God charges no soul save ro irs capacity; standing co its 
account is what ir has earned, and against its account 
what ic has merited. 

Our Lord take us nor co cask if we forget, or make 
mistake. Our Lord, charge us nor wich a load such as 
Thou didst lay upon those before us. Our Lord, do 
Thou nor burden us beyond whar we have the 
strength co bear. And pardon us, and forgive us, and 
have mercy on us; chou an our Protecror. And hdp u~ 
against the people of the unbelievers. 

The Koranic quotation cakes up most of the border band, 
ending about three-quarters of the way down rhc right 
lobe on rhe amulet. The carver marked lhe end of rhe 
Koranic text with three signs: a circle, rhe Arabic letter f,i'. 
and a circle inscribed wich a small cross-shape or x 
Although classical Arabic was nor wTinen with punctuation 
in its modern sense, some marks were used to indicate 
divisions berween paragraphs, sentences, or sec.cions. 



The circle was commonly used ro rcpresenr che letter ha', 
for the word inttthi1, meaning "it is finished.~ One of the 
earliest marks known, che circle may have been adopted 
from old Persian or Pahlavi, for ir occurs on papyrus doc­
u mcnrs written in chis language co indicate divisions 
between sentences. Scholars writing Arabic adopted it in 
Islamic rimes co separate one hadjch from another. The 
circle is used in modern primed editions of the Koran co 
separate one verse (tiya) from another. 

The second mark at the end of the Koranic verses on 
the amulet, the Arabic lcm:r {ii', had a similar meaning. An 
abbreviation for muf/a.q (free or independent), ic was tra­
ditionally used when transcribing the text of rhe Koran co 
indicate a full-scop. Tc is also used in non-Koranic codices 
transcribed in Persia and India co indicate rhe word faqat, 
literalJy meaning "onJy" and used as a synonym for intahit 
(end). It is also wrircen on invoices co indicate the grand rota! 
and prevem fraudulent addirions ac the end of a documenr.n 

These cwo marks, the circle and the tii.', arc srandard, 
and the carver used d,cm elsewhere in the Koranic text on the 
amulet, bur the third mark, a circle inscribed with a small 
cross-shape or x, is more unusual and appears only in chis 
place on the amuler. Ir may be a variant of the docs or other 
marks added co an empty circle upon reading a hadich. 
According co the great traditionalist aJ-Kacib al-Bagbdi,di 
(d. I 07 l), the scribe should leave rhe circle empty so that a 
dot or some ocher mark could be placed in it during collation. 
If the hadith were read or heard severaJ times, the circle 
could contain several docs," and the rwo slashes here may 
indicate char the rext contains rwo Koranic verses. 

Whatever the literal meaning of the rwo strokes, che 
mark, like the circle and the letter fii.', signifies the end of the 
Kornnic text and separates ir from the dating information 
chat follows. This pare of the inscription reads: "Friday in 
the month of Rajab the venerated (murajjab) during the 
year 116 l h(ijriyya) (of the h_ijra)." Tnis lunar year ran from 
2 January to 21 December 1748. 

Rajab is rhe sevench month in the Muslim lunar year. 
In pre-Islamic rin1es, it was observed as a holy month in 
spring when sacrifices were of.tered to pagan deities in gracirude 
for increased flocks and herds. Ir was also the month of peace 
during which tribes in the Arabian peninsula refrained 
from raids and warfare. Due co chis legacy, Rajab is often 
called aL-~t1mm (the deaf), because no sound from weapons 
was heard during rhat monrh, or al-~abb (the pouring), 
because the unbelievers of Mecca used co say char mercy 
poured forth in char month. Tr was a time of devotionaJ 
practices, exertions, and fasting. 

These pre-Islamic practices continued in lslanuc times, 
buc Muslim scholars had various, and often contradictory, 
opinions about their correctness. Strictly orthodox scholars 
suessed that there was no valid tradition concerning the 

virrucs of Rajab. Ochers, particularly the pious and devoted, 
favored the widely circulared, popular traditions, in which 
che Prophet is said co have emphasized the virrues of Rajab 
and encouraged carrying our various practices deemed 
laudable and correct. Fasting during Rajab was rhought to 
be particularly commendable, and very high rewards were 
promised to people who did so. For many, Rajab became 
one of four sacred months (the others are the first month, 
Muharram; the eighth month, Sha'ban; and the twelfth 
month, Dhu'l-Hijja, during which Muslims undertake the 
fifth pillar of Islam, che hajj, or pilgrimage co Mecca), and 
there even developed a popular rivalry between Rajab and 
the following month Sha'ban as to which should be more 
highly venerated.l-4 

The carnelian amulet clearly belongs co the popuJar 
tradition of venerating Rajab, for in the border inscription 
the month is labeled mumjjab (venerated or awesome), an 
adjective derived from che same rrilireral rom (r-j-b) as the 
name of the mond,. This was a somewhat unusual choice 
of adjective to use in an inscription, but one attested in a 
few examples, parricularly from later Islamic times:15 Such 
an adjective may be rare in epigraphy because it reflects 
popular, rather rhan lirerary, tradition. 

For many, Rajah came co be associated with cerrain even cs 
in the Prophet's life. His mother is said co have conceived 
him on the first evening of the month. According co 
another tradition, the Prophet was born in Rajab, though 
his birthday is usually celebrated on the 12d1 of the month 
of Rabi' al-Awwal. More importantly, the 27th of Rajah 
came to be celebrated as the day of the mi'raj, the Prophet's 
mysticaJ ascension co heaven, or of the isra, his visionary 
nighr journey. Hence, many Muslims spend the night of 
the 27th in vigil. In some places, parricuJarly d1ose areas chat 
were converted co [slam more recently and therefore where 
indigenous tradfrions are stronger, rrus day is celebrated 
with popular festivities. 1n Indonesia, for example, Muslin1s 
celebrate the night of Muhammad's journey with lights and 
even fireworks . .lli lo East Africa, Muslims spend the preceding 
three days listening to a recitation of a prose version of the 
st:ary, first in Arabic and chen in a Swahili translation, 
followed by a day offascing. 

The amulet, however, can nor have been made to com­
memorate rhe Prophet's journey, for the inscription gives 
cl1e date of a Friday in Rajab during the year 1 l 61, and in 
chat year the 27th of Rajah fell on a Tuesday. Rather, the 
amuler was made for one of the ocher nights of the month 
chat are considered co be replete with God's graces. God is 
said to grant every supplication made by the believer on the 
first night of the monrh, but the amulet cannot commemorate 
chat day either, for ic fell on a Thursday in cl1e year 1161. 

During chat year there were five Fridays in Rajah: the 2nd, 
cl,e 9th, the 16th, the 23rd, and the 30d,. 
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The first Friday nighr of Rajah, known as the night of 
the prayer for extensive and desirable gifu (!rdiit aL-raghii'ib), 
is one of the most celebrated of the momh. To mark chis 
day, the believer fasts on the preceding T hursday and then 
fills the evening with prayers and supplications containing 
hundreds of invocations, prostrations, bowings, and recita­
tions of suras from che Koran. The ceouaJ inscription 
incised on che amulet accords with such a dating co the 
first Friday night in Rajab: one of the ancestors of Sayyid 
Baqir, the Suhrawardi mystic who wrote the treatise on 
Muhammad's ninety-nine names, considered it particularly 
valuable to recite chese names after evening prayer, for 
doing so would cause char person ro enter Paradise. i­
T herefore, the amulet was probably made as a gift co mark 
char first Friday, and hence it can be dated precisely co 
2 Rajab J 161, corresponding to 28 June 1748. 

This dare makes the carnelian amulet in rhe Wakers 
one of earliest dated amulets co survive from the Islamic 
lands. Most published amulets dare from rhe ninereemh 
and twehtierh cenruries.,i; A few are earlier. For example, of 
the chircy-six Islamic amulets in the Cabinet des Medailles 
in Paris, one of the first collections to be published, che 
rwo earliest pieces dare from the mid-eighteenth century. 
One (fig. 9), a heart-shaped amulet of yellow chalcedony, 
is dared [1]173/1759-60. Approximately the same size as 
the one in the Walters, it is decorated with two rexrs in 
row1d scripts, one carved in reserve and the ocher incised, 
like chose on the Walters' amulec. The ocher dated amulet 
in the Cabinet des Medailles (fig. 10), a small oval of white 
chalcedony, is inscribed (1) 171/1757-58. Half the size of 
the one in the Walters, iris incised with the same common 
Koranic praise that is carved in reserve in the center of the 
Walrers' amulet (Koran 2:20, ere.), saying char God has 
power over all things. 

In addition to these rwo published examples, the col­
leccion of The British Museum contains a white chalcedony 
amulet char is dated to the same year as the one in the 
Walters, [I) 161/1 748, (fig. 5). Hean-shaped with a Aat top 
and base with scraighr sides, it is slightly larger than rhe 
one in the Walters and contains three texts: the outer margin 
wich sacred names circumscribes cwo rexes with Koranic 
verses. The inner margin contains Koran 2:255, the so-called 
Throne Verse (ii.yat nl-kurst), considered the most sublime 
statement of God's majesty and power. In the center is a 
shorter Koranic rexr containing the lase cwo verses from 
sura 68, known as C hapter of the Pen (Surnt al-Qnlam) and 
thought to be the first of God's revelations to Muhammad. 
The verses (68:51-52) state that tmbelievers, when they 
hear God's message, might rake a Muslim ro be mad, but 
that truly God's revelation is a message co aJI the worlds. 

Although a few amulets are dared sporadically in the 
lace sixteenth and early sevenceenrh centuries,,., rhese four 
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examples from the mid-seventeenth cenrury comprise a 
rare group of dated amulets. The amulet in the Walters is 
further distinguished because of its precise dare, giving the 
day of cl1e week and che month as wdJ as the year. It is the 
only example r know with such a specific dare. This dare, 
along with the lengthy inscriptions on it, helps us tmdemand 
why the Walters' amulet was made. To put rhe amulet in 
context, we must examine the rurbulenr historical and 
religious situation of the rime. 

In the lace seventeenth and early eighreenrh centuries, 
the power and authority of the Safuvids as rulers of Iran 
had dribbled away under a series of increasingly inept and 
ineffective shahs. In 1722, the Afghans invaded. afuvid 
resistance soon collapsed, and, in the ensuing strife and 
upheaval, power passed to Nadir Shah, a Turcoman chiefuun 
of the Afshar tribe from the province of Khurasan in north­
east Iran.•0 Nadir began by ridding the country of its Afghan 
invaders, and, after consolidating his power, he proclaimed 
himself shah in 1736. Whereas rhe Safuvids had claimed 
legitimacy as teachers of religious law who exercised their 
personal judgment (ijtihiid) until cl1e ultimate rerurn of the 
Mahdi, or Hidden Imam, Nadir Shal1 had no such claim 
ro religious aurhoriry. At his coronation, therefore, he 
announced a new religion, an attenuated form of Shi'ism 
with the sixcl1 imam, Ja'far al-Sadiq, as its spiritual head. To 
appease the Ottomans, his undefeated enemies on che west 
who still controlled Baghdad, and to end the rradjtional 
Shi'ite-Sunni hosciJity between Persia and Turkey, Nadir 
Shah insisted char Shi'itcs abjure the tradirional practice of 
cursing the first rhree of rhe four orthodox caliphs, a prac­
tice parcicularly hateful to Sunnis. 

Nadir Shah's new religion was a busr: it made no one 
happy, and ir did nor achieve its desired aim of dctcnrc 
with the Ottomans. Rather, Nadir Shah's persisrenr need 
for money to wage conrinual warfare was one of the things 
char drove him into his brilliantly successful campaign 
against India in 1738-39. Nadir Shah dcfcaced the 
Mughals, the supremely wealthy dynasty char had ruled 
the Indian continent since 1526, and gained enormous crib­
ure, including che fubled Peacock Throne, which he circcd 
back ro [ran on the backs of donkeys. The looc was so 
extensive chat Nadir Shah was able ro exempt the people 
of Persia from raxes for scveraJ years. 

Like his new religion, Nadir hah's policical ambitions 
were soon thwarted. Though a powerful military opponent, 
he failed co lay the administrative foundations for govern­
ment. He became increasingly suspicious and cipricious, 
savagely punishing chose who staged a rl.>volr, or were t.'Vcn 
alleged co have done so. Rcscnrmenc rose, and with it 
attacks on the ruler, umil a group of Afshar and Qa1ar 
chiefs finally succ<..-cdcd in assaMinaring Nadir ha.h on 11 
Jumada JI 1160/20 June 1747. 



Fig. 9. Amulet from the Bibliod,equc narionale, dared A.Ii. [ I] 173/ A.n. 1759-60. 5.2 x 3.4 x 5 cm. After Kalus, no. LI I. I. 11. 

Fig. I 0. Amulec from the Bibliotbl:que nationale, dared A.Ii. [I] 17 LIA.D. 1757-58. 2.6 x 2.3 x 5 cm. After Kalus, no.111.1 . 16. 
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Fig. 11. Oil painting of Nadir Shah, anribured ro Muhammad R.i7.a Hindi, 
ca. 1740. 162.7 x I 02 cm. London, Viaoria and Alben Museum, J.M. 
20-1919. 

Nadir Shah was succeeded briefly by rwo of his 
nephews. His assassins first offered allegiance to his eldest 
nephew, who was enthroned as 'Adil Shah, but after a reign 
of less than one year, he came up against the ambitions of 
his younger brother. The armies supponing the two brothers 
collided in Jumada II 1161/June 1748, and 'Adil Shah was 
deposed in fuvor of his younger brother, who reigned 
briefly as lbrahirn Shah. He coo was soon overthrown, and 
Nadir Shah's blind grandson, Shah Rukh, ascended the 
throne in 1163/ 1750. A descendam of the old Safu.vid 
house through his mother Fatima, daughter of the Safuvid 
shah Sultan Husayn, Shah Rukh was more accepmble to the 
populace than any mere descendant of Nadir Shah. Despice 
interruptions, he managed co stay on the throne for almost 
fifty years. 

The carnelian amulet in the Walters, commissioned as 
a gi~ for the nighr of the prayer for extensive and desirable 
gifts, 2 Rajab l 161 /28 June 1748, and the amulet in The 
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British Museum dared co the same year (fig. 5) were made 
during the brief and troubled interregnum of Nadir hah's 
two nephews. The Walters' amulet is precisely dated co che 
month following the younger boy's upset of his older 
brother. The rexes on both amulecs rel-leer the rapidly 
d1anging political siruation in lran. Boch contain Koranic 
verses asking help from God against unbelievers. Both also 
cite che names of the fourteen immaculate ones, and, on 
the Walters' amulet, the traditional Shi' ice allegiance co che 
imams is tempered by Iranian overrures to the Ottomans, 
in che form of the names of the four orthodox caliphs. The 
rex:rs on bO[h these amulets can be read as appeals ro God 
and his regents on earth for help in these troubled rimes. 
Wearing such an amulet would procccr che wearer from hann. 

Jc is also possible to see the Walters' amulet as reflecting 
the new taste of the Afsharid court. Much of the art made 
in Iran during this period depicts Nadir Shah in triumph.◄' 
The first life-size royal porrraics co survive in Iran dace from 
this period, including an oil porrrair (fig. 11), assigned co 
the hand of Muhammad Riza Hindi, ca. 1740. It shows 
Nadir Shah seared on a floral carper. He is fescooned with 
ropes of pearls sec with emeralds, diamonds, and polished 
red spinds and grasps a sering of pearl prayer beads in his 
left hand. Ar the beginning of his reign, Nadir Shah had 
dressed modestly, bur following his conquest of India, he 
often donned the fabulous jewels and accourrcmcms of the 
Mughal court. The ropes of pearls he wears in che porcraic, 
for example, may be the very ones worn in portraits by chc 
Mughal emperors Shah Jahan (r. 1605-27) and his son 
Jahangir (r. 1628-57), now in the C rown Jewels colleaion 
in Tehran."1 The Crown Jewels collection also contains 
ocher gems char may have passed from che Mughals co 
Nadir Shah, including an emerald engraved with his name 
and dated I 152/ I 739 char is the same size and shape as the 
one in chis porcrair and orher similar spincls wirh rhe 
names of Nadir Shah and lace Mughal rulers. 

Nadir Shal1 inherited his taste for fancy jewelry from 
the Mughal emperors, who were particularly fond of engraved 
gemstones. •l Court arcisrs there in che laLe sixcecmh and 
sevenct'enth cencuri.es developed new drilling rechniquc:s 
using the wheel and polishing poincs co produce fi-cc-Aowing 
designs of flora and fauna engraved on precious MOn<..-s. 
One of che most stupendous examples is a huge emerald 
weighing 234 carats (fig. 12) that has been wheel cur into 
an oetagon and drilled with a Aoral scene. 1 

The precious scones colleeted by the MughaJs attesl co 
their international conneaions. The emeralds most in 
demand were imported from Columbia. Muslims ofren 
arcribuced supernatural powers ro gcmsroncs, particularly 
as their vivid colors made them stand our from their natural 
surround.in~. Emeralds were generally consideR.--d an ancidocc 
co viper bites and protection against epilepsy and stomach 
disorders. The exceptionally deep green of emeralds from 



the ew World was particularly prized, and Mughal authors 
sometimes likened the color co the Garden of Paradise and 
the Emerald Mountain, the highest spiritual level of Sufism. 

The Mughals were nae alone in their caste for engraved 
gemsrones. In che early eighteenth cenrury, there was a 
major revival of gem-engraving in Europe, partly due co 
che widespread interest in the arcs of antiquity.'\ As in the 
Muslim lands, the gems typically used there were the tradi­
tional hardsrones such as carnelian and sard, bm imporranc 
patrons also commissioned works on diamonds, emeralds, 
and aquamarines, chough nor on the scale ordered by the 
fub u.lously wealthy Mughals. During the first half of the 
century, Rome was the undisputed center of production, 
but, in the second half of che century, London became a 
major center as well. 

Works produced in Rome and London were exported co 

monarchs abroad. One of the most successful and passionate 
collectors was Catherine Tl, Empress of Russia (r. I 762-96). 

She sent agents a.I.I over Europe ro round up ocher colleccions, 
including that of the Orleans F.uni.ly in France, and amassed 
a vast colleccion amounting co more than I 0,000 pieces, now 
in the Hermitage. Her daughter-in-law, later Empress Maria 
Fyoclorovna (1759-1828), was also an accomplished engraver 
of cameos, many depicting members of the imperial Family. 

Nadir Shah's collection of Mughal jewelry made of 
precious gems and gemstones may well have scimulaced 
courtly taste for amulecs carved from hardscones. The carnelian 
amulet in the Walters is not inscribed with the name of 
any particular person, bur its precise dace strongly suggests 
char ir was a specific commission, and its quality and precision 
(there are more than three hundred words incised on a 
surface measuring only I 5 square cm., or 3 square in. , 
slightly larger than rhe area of of a silver dollar), indicate 
chat it was made for a wealthy and sophisticated patron, 
perhaps a member of the Afsharid court. 

Jusc as the material of rhe Walters' amulet is a cheaper 
version of the gemstones used by the Mughals, so too the shape 
and decoration of rhe Walters' amulet echo the Mughal 
style. The articulated oval shape reca.1.1s the cusped ogee 
arches typical of Mughal art and architecrure. Mughal arcisans 
also used the same shape for precious objeci:s, including a 
pendant dared 1029/1619 (fig. 13).'6 Tes apotropaic text, 
saying chat God alone wields strength and power, suggests 
chat it, like che carnelian pendant in the Walters, served as 
an amulet, bur its precious materials-it is carved of grey 
nephrite with a ruby sec in the center-are indicacive of 
royal patronage. The 1619 piece may well have been made 
for the emperor Jahangir himself. 

Boch the cusped ogee arch and the arricLdated ova.I 
shape also occur on ocher works of Mugha.l an, such as 
an enameled gold jar and cover made around 1700 and 
decorated with a white trelJis set against a green translucent 
ground {fig. 14)."' The overall shape of the jug is without 

Fig. 12. Emerald, wheel cur and drilled. L-ire I 6ch or early 17th ccmury. 
Maximum diameccr 5.7 an. Kuwait, Ex-Sabah C.Olleaion, no. LNS 28 HS. 

Fig. 13. Gray nephrite amulcr dared A.H. 1029/A.D. 1619. Maximum 
height: 7.2 cm.; maximum width: 6.6 cm.; depth/thickness: 0.5 cm. 
(including jewd). Dublin, Chester Bcarty Library, Is As 3 1. 

parallel in Mughal art; ir may welJ have been inspired by a 
Timurid jade or metal jug char passed co che Mughal 
courr. Tbe enameled decoration, however, is specific ro 
Mugha.l India. Ew·opean crafcsmen had inuoduced the 
technique to the Mugha.l court, where it was exploited by 
Mugha.l artists using local motifs and ch.emes of decoration, 
such as the cusped arches and cusped medallion on the 
shoulders and body on this jar. 
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Fig. l 4. Gold jar and cover with champlev<! en,tmcled decorarion in green, pink, and white. Height 14.3 on. Cleveland. Cleveland Museum of Art, 62.206. 

The floral motifs on the Walters' amulet are also remi­
uiscem of Mughal rasce. Plan rs derived &om European herbals 
had become part of the Mugh.al decoracive vocabulary 
under Jahangir around I 620, and from the period of Shah 
Jahan, rhey became ubiquitous in all the arts produced for 
the Mughals.◄~ Naturalistic at first, the flowers became 
increasingly stylized, as on the enameled jar and cover as 
well as many other objects made for the Mughals in the 
late seventeenth and early eighteenth centuries. The flowers 
incised in reserve on the Walters' amulet arc further styli1.ed 
and routinized in the style typical of Persian arr of previous 
cenruries.1 '

1 Boch the six-petaled flowers in the band around 
the central box and the loms-like flowers in che band near 
the edge recall the floral designs common on Mughal gold 
objecrs and other mccalwares."1 These floral motifs also 
became typical of Bidri wares, objects cast of an alloy of 
zinc and inlaid with silver or brass and made in Bidar and 
other places in the OeC01J1 in the late seventeenth and 
eighteen ch centuries.'' 

The Walters' amulet, securely dared ro 28 June 1748, 
thus provides a window inro courtly arc and culrure of chc 
eighteenth century. The period is often reckoned one of 
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decadence and dedine in Wesc Asia, poised bcrwccn che 
rule of great shahs, sultans, and emperors in the sixteenth 
and seventeenth cemuries and the European imperialism 
and coloniali1,.arion of rhe early nineceench. Indeed, che 
mid-eighreenrh century was a period of conscanc warfare, 
particularly under Nadir Shah, who expelled the Russians 
and Ottomans from Iran, conquered Cemrnl Asia and 
Oman, and marched inro India. The inscriptions on che 
amulet reflect the uncertainty or lhe time, in which appeals 
were made to God, the Prophet, the fourteen immaculate 
ones venerated by Shi'ites, and rhe four orthodox caliphs 
venerated by Sunnis. Ar rhe s.,mc rime, the mixture of 
forms and designs on rhe amulet-from che disposition or 
rhe names of the four orthodox caliphs following rhe 
Ottoman style co the ovaJ shape and floral designs typical 
of Mughal rnsre--show enmity char was no barrier ro an:istic 
transferal. Though the Afsharids were often at war with 
cheir neighbors, che Orcomans and the Mughals, tht.-y 
often appropriated their artistic rasres and styles. 

Boston College 
Chestnut Hill, Massadmsms 



TAB Lr 1 : Lise of names incised around chc center of 
rht: carnelian amulet in the Walters (]nscriprion II) 

ROW I , BOT'fOM : 
ya 11/loh 

l yii ralmum 
.3 yii r,1/um 
4 y,i malik 
5 .r,i quddii; 
6 ya 1awm 

7 yii m11/ni11 
8 yii m11!J11ymi11 
9 yit itZiz 

ROW I . LEl'T 
IO yii j11bbiir 
11 )'ii 11111takabbir 
12 yii khiiliq 
13 yo biiri 
I 4 yii 11111.SflWWtr 

ROW I , TOP : 
I 5 yii sirtiir 
16 _rii gh11ffor 
17 yii qrthhiir 
I 8 y,i 11111/Jhiib 
19 Jii r,,wiq 
20 yii ftmiif, 
21 )'ii 'alinr 
22 yii qiibitf 
23 ya basir 

IDE : 

OGod 
0 Merciful 
0 Compassionare 
0 King 
0 lloly 
0 Peace 
0 Faithful 
0 Prou:ccor 
0 Mighcy 

0 Repairer 
OCrc:ic 
0 Creator 
0 t.lakcr 
0 Fashioner 

0 Vcilcr 
0 Forgiver 
0 Dominant 
0 Bestower 
0 Provider 
0 Opener 
0 Knower 
0 Restrainer 
0 Spreader 

ROW I , R I G H T SIDE: 
24 yii khiifa.l O Abaser 
25 yii rrifi' 0 Exalrer 
26 yii 11111 'k.z O Honorer 
27 yii m11dhil! 0 Desrroyer 
28 yii samf' 0 Hearer 

11 8: ROW 
29 ft ba{ir 

2, BOTTOM: 

30 yahiikim 
31 yii ad/ 
32 yii ln~if 
33 yii qubitd?? 
34 yii {111/im 

.~5 yri hakim 
36 yii 'ar,fm 

37 yo ghefiir 
38 yii sh11hir 

39 yii 'all 
40 yii f;,ifi~ 

ROW 2, LEFT S I DE: 

41 yiil;afi~ 
42 yii muqit 
43 yii f,mib 
44 _yiijalil 
45 yii karim 
46 yii rlUJib 
47 yii nmjib 

0 Seer 
0 Ruler 
0 Just 
0 Subde 
0 ?? 
0 Clement 
0 Wise 
0 Grand 
0 Forgiving 
0 Grateful 
0 Exalted 
0 Keeper 

0 Guardian 
0 Strengi:hener 
0 Reckoner 
0 Majestic 
0 Generous 
0 W.'lrcher 
0 Approver 

ROW 2, TOP : 
48 yii wii.si' 
49 yii w,uliul 
50 yii majitl 
51 y1i b,i'ith 
51 yii 1h,1hitl 
53 yii(1aqq 
54 yii wakil 
55 yii qawi 
56 yii 11111ti11 

57 yii Willi 

58 ;•ii&amtd 
59 yii ,m~J!i 

0 Comprehensive 
0 Loving 
0 Glorious 
0 Raiser 
0 Wimes.~ 
OTruth 
0 Advocare 
0 rrong 
OFirm 
0 Parron 
0 Laudable 
0 Counter 

ROW 2, RIGHT S I DE: 
60 yii mubdi 
61 yii mu'id 
61 yii muf:JJi 
63 yii mumit 

64 Jii&IIJJ 
65 yii qayyrim 

6rr67 yii wa/_1id yii miijid 

BOTTOM F I ELD: 
68 yii af;,1d 
69 yii!fl///lld 

70 yii qiidir 
71 )'ii muqttldir 
72 y,i muq11ddi111 
73 _vii m1/,1kkhir 
74 yiifllvwal 
75 _vii iikhir 
76 yii¢.hir 
77 yii biiti n 
78 yii wolf 
79 yil 111utfl 'iili 
80 yii b11rr 

81 yil IIIWWiib 

82 yii 11111maqim 
83 yit 'afi 
84 yil mi,f 
85 yit miilik al-mu/Jt 
86 yit dhu 1 jnliii wa}-ikram 

LEFT F I ELD: 
87 yiimbb 
88 )Ill lllULfS I( 

89 Jii}limi' 
90 ;•ag/wii 
91 yii muglmi 
92 )'ii miini' 

93 )'ii dt1rr 

94 yii niifi' 
95 yii m7r 

96 yii had, 
97 yii bndi' 
98 yii biiqi 
99 _yii wiirith 
100 Jii {Obr.ir 
IO I yii {iidi.q 
I 02 m1~1ammnd 
l03 af;mad 

0 Beginner 
0 Resrorcr 
0 Quickener 
0 Killer 
0 Living 
0 Subsisring 
0 Unique One, 0 Praiser 

OOne 
0 Eternal 
0 Powerful 
0 Prevailing 
0 Bringing Forward 
0 Dererrer 
0 First 
0 Last 
0 Evident 
0 Hidden 
0 Governor 
0 Exalted 
0 Righteous 
0 Accepter of Repentance 
0 Avenger 
0 Pardoner 
0 Kind 
0 Ruler of rhe Kingdom 
0 Lord of Majesty and Liberality 

OLord 
0 Equirable 
0 Collector 
0 Independent 
0 Enricher 
0 Wirhholder 
0 Disrresser 
0 Profiter 
O Lighc 
O Gujde 
0 Incomparable 
0 Enduring 
0 Inheritor 
0 Patient 
0 Sincere 
[He who is] worthy of praise 
More praiseworthy 
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104 hamid Praising 160 nziz D<--a.r 
105 nlflhmtid Praised 161 !11lrif Full of concern 
106 qiisim Divider 162 rniif Mild 
107 aqib Following 163 rttlJim Merciful 
108 foti/_1 Opener 164 y11tim Orphan 
109 khiitim Seal 165 mu(ji Rcsplendenr 
I 1 0 !1iishir He who gathers people [ar Doomsday] 166 jawwviid G.:ncrous 
111 naj Saviour 167 forra!, Opener 
112 da'i Caller 168 rayyib Agreeable 
113 mimir Radiant 169 ¢1,ir Evidenr 
114 siriij Lamp 170 1lUlfhnr Objccc of divine power 
115 bashir Bearer of good ridings 171 khatib Preacher 
116 nadhir Warner 172 fasJ!1 Eloquent 
117 hiidi He who guides rightly 173 sayyid Lord 
118 mahdi Rigluly-guidc.'C! 174 ml/llfllJI God-fearing 
119 rllSlif Messenger 175 imiim Leader 
120 nabi Prophet 176 biirr Beneficent 
121 mtdhir Unequaled 177 sjifin Pure 
122 yasin The lecrcrs ya and sin 178 mutauJ{IJSi{ Modcrare 

179 sa.biq Previous 
TOP PIE LO: 180 11u1'ta# Petitioner 
123 muzammil Wrapped 181 nwwnl First 
124 mudarhthir Covered 182 iikhir Last 
125 shaft' Healer 183 ziihir Evident 
126 khnlil Good friend 184 bii(in Hidden 
127 kalim He co whom [God] has talked 185 mn/Jdr Righrly guided 
128 !Mbib Beloved 186 mubin Manifest 
129 m1~fo Chosen 187 m1J_1nl/il Re.olvcr 
130 murtlll/a Conrem 188 m1J_1nrmm Forbidden 
131 mujtabii E.lecc 189 fllllill &-cure 
132 mukhtiir Selected 190 niihi11 Abstinem 
L33 lliifir Helper 191 shnkiir Graceful 
134 mn11siir Victorious 192 qnrlb Near 
135 hiifif Preserver 193 1111111ib Rcrurncr 
J36 shnhid Martyr 194 (tl~S/11 The letters ria' and sin 
137 'iidil Just 195 f;ii~mim The lerrers hi.i' and mim 
138 nlim Knowing 196 (,asrb R~pecced 
139 qii'im Sreadfusr 197 awwa/,1 Wonhier 
140 nnwr Shining 198 lnl~J/111/lllluf MuJ1ammad 
14 1 m1ma111wir IUuminared 199 11/i 'Ali 
142 (111ijat Reasoner 200 jtu_im,1 Fatima 
14.3 ,air Light 201 !ms.m Ha5an 
144 (Lbrn/_;1 Belonging ro al-Barha 202 fmsnyn HllSa)'Tl 

I d1c area around Mecca] 203 zay11 al-'nbidin ['Ali) Z.1yn al-'Abidin 
145 mui11i11 Believing 204 biiqir lt.1uhammadJ Baqir 
146 fllllfl Ob<.:dicm 205 jti'for lal- adiql Ja'fur 
147 mudhnkkir I le who makes remember 206 kii!,im [Musa] Kazim 
148 nmln T rusrworthy 207 ridii (spelled with alif) l'Alil Rida 
149 tiidiq Sincere 208 t11qi I.Muhammad) laqi 
150 muqttJfid AdopLing a middle course 209 11nqi ('Ali] Nacp 
151 tii/_,ib Possessor 210 (1asnn 'rukari I la"3n aJ. 'A~kan 

RIGHT Fl ELD : 
21 1 mahdi iiklur 11f•Zilmii11 [Muh:unm.1d] Mahdi, the end of time 

152 makki Mt-ccan 
153 mndi11i Medinan 
154 'nn1bi Arab 
155 !iijazi From che Hij.u 
156 nizii.ri From the Nuari tribe 
157 qumyshi From the Quraysh clan 
158 1111,rfari From the Mudar rribe 
159 ummi Illiterate 



NOT LS 

I. l\ ly thank. co Marianna Shn:vc Simpson, chcn Curator orlslamic An 
a1 the: Walrcr1, for introducing me to 1his amuler and cncoumging me 
10 ,Hite chis ,mic.lc abouc it. 

2. In :mcienr times, minerals were divic.kd into t.hrec categories (very hard. 
hard, .md soft), bur in mo<lem times dK-y arc often arrangl-d according 
to the rcn 1k-grccs of hardness on chc SCtlc dl-vdopcd b)· AUSt:rian min­
eralogi.\t hicdrich Mohs ( 1773-1839). Based on the .1bility of one mineral 
m <;<;ratlh another, rhc Mohs sole r.rngcs from the soficst talc (I) ro the 
hardest diamond ( I 0). Most rruc: hardstoncs, including carnelian, fall 
into caregory 7, quartlCS. 11K'SC include rock crystal, amechy~r, agate, 
j:l.)pcr, and the libro~ varicry of quam. known as chalcedony, which is 
panicularly valm.-d for carving. Chalcedony, in curn, compri..,;cs a wide 
range of s1ones, including carnelian, one or che bes1 known and mosr 
valu..-d cypcs of common c.halccdony, hardstoncs that are lighr and unifum1 
in color. Sl-e "Har<lstoncs" in The Dictio1111ry of Art. ed. J. ShoafTumer 
(New York. 1996),vol. 14,167. 

3. The <li~tincrion berwccn amulet and talisman is ofren arbitrary and 
unclear, as many author~ use rhe cerms differently. Following Francis 
M.,ddison and Emilie avage- mith, Sdmu, Tools & Magic, vol. 12, 
Nasser D. Kh:tlili Collt.-ccion of Islamic Arr (London, 1997), 133, an 
amulet is here defined :t~ any relatively small object inccnded 10 ensure 
protl-ction and wdl-being and made of durable materials. h can thus be 
disringuishcd from a talisman, which is made or more cphcmcml materials, 
such as paper. The adjoccive ralism:mic means apocropaic, intended co 
ward off evil or bad luck. There are many Arabic and Persian terms for 
amulets and talisman~ (~ls11111, ~ijiib, [117mila, ecc.), but they coo are often 
used imercl,angably and variably. 

4. L K."11~, Cn1nlog,1l' dl'S C,dms, Bulks, er 7i,lismans lslamiques (Paris, 
1981), 70. 

5. Ibid., 84, no. 111.1.23. 

6. For the ninety-four objects with inscriptions wrirccn in positive in the 
Ashmolean Museum, see L. Kalus, Cn1awg11e of Islamic Seals ,md 
Talismans (Oxford, 1986). My ch:inks 10 Venecia Porrer for supplying 
this inform.,cion from her forthcoming caralogue of the lslan1ic seals 
and amulccs in The British Museum. 

7. For che 14th-cencury evolurion of 11as1n'liq, see E. Wright, Thl' look 
of the Boole Manuscript Production in the Sourhem lm11i1111 City ofShimz 
from rhe Enrly Fo11neemh Ce-ntury ro 1452, Oxford Srudies in Islamic 
An (Oxford. forthcoming). 

8. See 7iwsum of/slam, ed. T. Falk (London, 1985), no. 177. 

9. Nasra'/iq script was also used in India, buc rhe scripr there rends to 
be more sloping. More work needs ro be done co distinguish lranian 
:ind Indian calligraphy during chis period. 

10. 17,e former is in the Nour Collection (MS 300), the latter in 
Vienna (MS. a.E I 62a(76)): sec Maddison and Savagc--Smith, Science, 
Tools & Magic, no. 22. 

11. M:tddison and Savage-Smith, Science, Tools er Mngic, 106--31. 

12. Enryclopaedin of ls/nm, 2nd edition [henceforth El/2] (Leiden, 
1931-), s.v. "Asma' al-husna." 

13 'Abd al-lhzzaq al-Qashani, Kit11b istalnh,u nl-sufiyya.. rrans. N. Sar.vat, 
as A Glossary of Sufi Teclmiral Terms (London, 1991 ), nos. 293-392. 

14. As Gard(."t points out ([1/2: 'J\snl:t' al-husn:{}, it is difficult to cransbte 
ch~e names inco English as rhey often contain complimemary or even 
concradicrory :issocia1ions. I ha,•e raken my 1ransla1ions mainly from [ 
P. Hugh~ Dictionnry of Islam (Lahore, n.d.), s.v. "God.~ 

15. On the nan1cs of Muhammad, see A. Schimmel, And M11hmmnr1d 
is His Messmgl'T: Thl' Vml'Tation of thl' Propher in !s/nmic Piery (Chapel 
Hill, 1985), esp. Chapter 6. 

16. Cited in Schimmel, And Muhammad is His Mt:$$mgl'r, I IO and n. 29. 

17. Ibid., 111; for the Leeds manuscript, see R. Y. Edier and M. J. L 
Young, "A List of the Appellations of chc Proph.-1 Muhammad," 
Muslim Worl.d. 66 (1976), 259~2. 

18. One rare example is a gold amulet published by W. E. Staples, 
"Muhammad, A T.,Jism:mic Force," }011m11/ of Semitic ltwgungej· rmd 
lJtnr,n,res, 57 Uanuary-Ocrobcr 1940), 63-70 and cited by Schimmd, 
Arid Muhnmnuul is His Messmger, I 00 and n. 30. 

19. For an Ouoman example of the Muhammadan Rose in the 
Staatsbibliothek Preussischer Kulrurbcsi12, Berlin, see Schimmel, And 
Muhnmmnd is His Mes.imger, 11 I , and front cover. For the rcn 
promiM:d Paradise. see El/2: «a.1-'Asha.ra al-Mubashshara." 

20. £11cyclopaedin lmnim (London, 1985-), s.v. ''Cahardah Ma'sum." 

21. A convenient inrroduccion ro rhe fundamenral tenets of Islam and 
irs culrure is J. Bloom and S. Blair, ls/am: A T1Jousa11d l'enrs of Paith and 
Pow/7 (New York, 2000), esp. Chaprcr I. 

22. The amulet in che British Mu.mm ( l866 12-29 10), formerly in che 
Due de Blacas collection, was published in M. Rcinau.d, Mo1111me11tsAmbe.s, 
Pmnns er 1i1rcs (Paris, J 828), vol 2. For che amulers in chc Cabinet des 
Medailles, sec Kalus, G1clms, Bui/es n 7n./ismans lslamiques, nos. Jll.1.17, 
lll. I .18, and Jll.1..19, and forrhose in the Ashmolean, see idem, Catdfogue 
of Islamic Senls and Tt,limums, nos. 1.16- 1.22 and 2.4. The Nour 
collccrion owns several ralismanic plaques (e.g., SCI 16 and SCl J 7; see 
Maddison and Savage-Smith, Scimce, Tools & Magic, nos. 55 and 56). 

23. Shi'ires in Mughal India also venerated the Twelve Imams, and it is 
impossible co exdudc an Indian prov~ance for che piece. Mote work 
needs ro be done in distinguishing Iranian from indian works of chis 
period, bm the scyle of ntlStn'liq script used on che Walters' amulet 
argues for an Iranian provemrnce. 

24. Several sets or these tiles panels survive (Boston, Museum of Fine 
Art, 90.162 and New York, Mcrropolican Museum of Arc, I 5.76.3). For 
these tiles and che mosque lamp, see S. Blair and J. Bloom. eds., Images 
of Pnmdise i,1 Islamic An (Austin, 1991 ), nos. 22 and 30a. 

25. for the hi/ya in rhc Chester Beatty library, sec D. James, Islamic 
MllSlerpiew of the Chester 81!11.try lib,my (London, 1981 ). no. 40. For a 

general discussion of the hilyn, see my forthcoming lslamic Cnfligmphy 
(Edinburgh, 2002). 

26. 1l1e cacdboard examples in che Nour Collcccion (CAL2()4..209) measure 
35 an. in diameter; the wooden ones in che same collection ( MXD 265A-B) 
60 cm.; sec N. Saf.vat, The Artofthr Pen: Ca!ligraphy of the 14th to 201h 
Cmturies, vol. 5, Nasser D. Khali li Collection of lslan1ic Art (London, 
1996), nos. 82-89. 

27. EI/2, s.v. uQjinn" and R. Irwin, The Ambi,m Nights: A Companion 
(London, 1994), 203-7. 
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28. For more on the many uses of rhe Solomonic knot over the cenruries, 
see King Solomon's Seal, ed. R. Milsrci.n Ueruslaem, [I 995]). l thank Eva 
Baer and Rachel Milstein for speedily obrain.ing a copy of chis hard-co­
find publicarion. 

29. The classic smdy of che Koran is W. Montgomery Warr, Bell's 
lntroducdon to 1he Q11r'a11 (Edin.burgh, 1970). 

30. Translations of th.e Koran arc rnken from A. J. Arberry, The /(gr,in 
Interpreted (New York, 1955). 

3 1. On chese marks, see A. Gacek, "Technical Practice.~ and 
Recommendations recorded by Classical and Pose-Classical Arabic 
Scholars concerning the Copying and Com:ction of Manuscripts," Les 
Mttnuscrits du Moye11-0ne11t: Essnis de codicologie tt de pallogmphi!!, ed. 
E Deroche (lscanbuJ/Paris, 1989), 51-60, esp. 55. 

32. For fi.ircher information of these marks, see Adam Gacek's forth­
coming book, The Arabic Mnnu.scripr Thulition: A Glossary ofTerh11ict1l 
Tenns and Bibliography (Leiden, in press). 

33. See Gacek, "C-0pying and Correction," 55. 

34. El/2 s.v. "Ra.djab." 

35. Gascon Wier, Mareriaux po11r w1 Corpw btscriptiom1111 Ambicarum, 
-Part I, Egypt, vol. 2, fascicule I, Memoire; de l'lnsriruc frao9}is d'Archeologic 
orienrale du Caire (Cairo, 1929), 37, gives some ocl1er examples. 

36. E.1/2, s.v. "Mi'raili, 4." 

37. Sec Schimmel, And Muhammad is His Messenger, I 11. 

38. Maddison and Savage-Smirh, Scimce, Tools & Magic, 132. 

39. E.g., cwo in The British Museum: one of white chala.,dony dated 
I 077 / I 6<J6- 67 (Sloane amulet 4) and a second of pinkish-orange carnelian 
dated I 086/ 1675-76 ( 1878 12-20 9, Christy collecrion). There are also 
cwo early examples in cl1e Ashmolean Museum in Oxford: a bracelet with 
three scones of yellow chalcedony, carnelian, and jasper, che lase dared 
I 078/ I 667, and anorher jasper oval dared l 12111709-IO; see .Kalus, 
Catalogue of Islamic Se11/s a11d Talismam, nos. rJ.2.3(lll) and 11.1.26. 
Boch of rhe Ashmolean examples belonged m the J. 8. Elliott collecrion, 
which was acquired in India and given co che Bodleian Library in 1859. 

40. For Nadir Shah and me Afi.harids, sec, among many works, Pcccr Avcrys 
chapter, "Nadir Shah and the Afsharid Legacy" in From Nadir Shah ro 
the Islamic Republic, eds. P. Avery, G. Hambly, and C. Melville. vol. 7, 
Cambridge History of Iran (C'lmbridge. 1991 ), 3-62. esp. 35-36. 

41. Royal Pmi1111 Paimin~: The Qajttr Epod1 1785- 1925, eds. L. S. 
Oiba and M. Ekhciar (London and Brooklyn, 1998), 137-45. 

42. For a typical porrraic ofShal, Jahan bedecked m pearls and jewels, 
sec the painting of him as a prince from the Minro album (London, 
V&A l.M. 14-1925); illustr.ued in The bulia11 Hn-itagr: Court l,fe and 
Artr under Mug/ml Rule, cat:tlogue of an exhibition hc:ld at cl,e V&A, 21 
April- 22 August I 982 (London. I 982). cover and no. 4 I. For the 
Crown Jewels, see V, B. Me<>n and A. D. Tushingham, Crownjru'l'is of 
lmn (Toronto and BufF.tlo, I 968), 65-67 and 77; cit<.-d in Oiba and 
Ekhciar, eds., Royal Peman P11inti11g,r, 140 and no. I 0. 

43. "Gemstones, 6. Indian'' in The Diaio11my of Art, vol. 12, 252- 53. 
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44. The emerald was in the Sabah collection in Kuwait (sec Jslmnic Arr 
in the Kuwait Ntttiomrl Museum: The al-Sabal, Collectio11, ed. M. Jenkins 
[London, 1983], 124), bur wa.~ looted during the Iraqi invasion of Kuwait 
in 1990 and is now missing (sec J. Bloom and L. E. Gould, "Patient 
Resrorarion: The Kuwait National Musewn," Saudi Ammro {'(1,r/d 
(Seprember/Ocrober 2000), I 0-21 ). 

45. "Gemst0nes, 11" in The Dictionary of Art, vol. 12, 261-64. 

46. The !11di1111 Heritage, no. 353. 

47. The Indian Heritage, no. 324; $. Blair and J. Bloom. Thr Arr and 
Architecture of Islam, 1250-1800 (London and New Haven, 1994), 
300 and fig. 379; Mark Zebrowski, Gola, Silwr ,111d Brrmzr from Al11gl111J 
India (London, 1997). 59 and fig. 29. 

48. Robert Skdron, "A Docorarive Mori.fin Mughal An," Aspmsof!11dia11 
Art, ed. I~ Pal (Leiden, 1972), 7-37; Blair and f\100111, Art and 
Architecturt' of !slam 1250-1800, 28 I and 299, fig.~. 35 l and 376. 

49. Sec, for example, the tloml band wid, a roscrce connected by pair,-d 
leaves chat runs along che borrom of a luster die made al Kash:in in the 
1270s for rhe llkhanid palace ac Takhc-i SuJayman; Ne\\ York, 
Mecropolican Museum of Arc 12.49.4, i!lusll':lrt.-d in Srcfuno Ci.rboni 
and Tomoko Masuya, Penian T,/,.s (New York, 1993), cover and no. 19. 

50. Zebrowski, Gold, Silver and Brom«, figs. 30-34. 

51. In addition co Blair and Bloom, Arr and Arr:hirmure of lslm11 
1250-1800, fig. 380, and Zebrowski, Gola, Silwr ,md Bron.u, sec S. 
tronge, Bidri \%11.': Inlaid Mn,1'work from India (London, 1985). 

l'HOTOGRAP!IS: figi;. 1-3, 7, Baltimore, \½ltersAn M~-um: fi~. 4. 
9-10, afrcr Kalus, C1ta/og,1t drs Cache~. 811/ks, tr 7irlismttrJS lslami1111M. 
fig. 5, London, Trustees oflbc Brirish Museum; fig. 6, N1.•w York, © The 
Mcrropolitan Museum of Arc; figs. 8, 13, Dublin, By kind permi~ion 
of rhe Trustees of the Chester Beatty Library; fig. 11, London, nc 
Victoria and AlberL Museum; fig. 12, Kuwait, l:.x-Sahab Collcx:tion; 
fig. 14, Cleveland,© The Cleveland MuseLun of An. 



"A Gallant Era": Heruy Walters, Islamic Art, 
and the Kelekian Connection 

MARIANNA SHREVE S IMP SON 

The history of nrt collecting and museums in the United States 
includes fnsci1111ring stories of rhe relations between collectors and 
dealers. One such account involves Henry IXMters (1848-1931) 
and the dealer Dikran G. Kelekian (/868-1951), who played 
a major ro/,e in the jomllltion of M,: W'alters' encyclopedic 
holding, and WIIS particularly influential in ~Vafters' acquisitions 
of!slamic nrt. This n.rtide documents Hemy Walters' decodes-long 
flSSocin.tion with Kefekian in the context of his varying interests 
in and reasons far colkcting the arts of the Jslnmic world 

The formarion of the Islamic collection belonging co 
the Walcers Arc Museum firs a fumiliar parrern within 

the history of private collecring in the United States. It 
involves a discriminating bur nor necessarily knowledgeable 
colleccor, seemingly morivaced by various impulses borh 
personal and incellecrnal, and an expert and persuasive arr 
dealer eager to guide his client in the purchase of borh 
multiple and singular objects. The rwo individuals involved 
in this particular scoryare Henry Walters (1848-193 1) and 
Dik.ran G. Kelekian (1868-1951) (figs. 1 and 2) .1 

Among rhe 22,000 or so works of western and eastern 
art that Mr. Walters bequeathed ro rhc Ciry of Baltimore 
in 1931 were some 1,200 Islamic objects, covering che full 
expanse of Muslim hisrory from its formative period 
through modern times and represeming the main cultures 
and artistic media of the traditional Islamic world. Wirhi11 
rhe American history of collecting and exhibiting lslamic 
arr, the cre-acion of rhe Walcers Arr Gallery as a municipal 
inscirucion charged with benefiting the ptJblic through rhe 
presentation of diverse artistic traditions, including Islamic, 
certainly may be considered a significant development.2 

Another milesrone .in this history occurred exactly 
rwenry years later when, in January I 95 1, Dikran Kelekian 
plunged ro his death from the rwemy-firsr floor of che Sr. 
Moritz HoreJ in New York. Over a career chat spanned six 
decades, chis well-known dealer played a notable role in 
the crearion of rhe lslamic holdings of a number of major 
American museums, including The Metropolitan Museum 
of Arr, the MuBeum of Fine Arts, Boston, and the Freer 

Gallery of Arr. Kelekian was also the primary instigator 
behind and principle source for the Islamic collection 
formed by H enry Walters and remained an unmistakable 
presence in the early life of che Walters Arr Gallery as a 
public museum. Kelekian was on hand to help celebrate rhe 
museum's official opening in 1934, and was affeccionarely 
known ro the Walters' staff at chat time as "Kiki." 1 

The Islamic collection at the Walters today remains 
essentially as Henry Walters bequeathed it in 1931. Eigbry 
percent of the holdings consists of arts of the object, with 
a predominance of under- and overglaze painted ceramics, 
including both vessels and riles. The department oflslamic 
art also includes glass, metalwork (including silver objects that 
were long believed robe Sasaniao and now can be rearuibuted 
to the early lslamic period), arms and armor (considered 
to be one of the finest coUecrions in North America), 
jewelry, woodwork, ivory, lacquerware, texciJes (including 
many ciraz fragments), and carpers. As is the case in most 
Islamic coUecrions in rhe United Scates, the majority of 
objects come from Iran and dare from the medieval period 
tO modern times. There are also works from Spain, Egypt, 
Syria, and Iraq daring from the ninth through fifteenth 
centuries, as well as from Ottoman Turkey and Mughal 
India.◄ The Walrers' department of manuscripts and rare 
books also houses several dozen bound volwnes of rhe 
Koran, plus illuminated and illustrated copies of Arab, 
Persian, Turkish, and Indian texts. The total nwnber of 
127 codices, many with quite fine bindings, acrually makes 
rhe Walters the largest arr museum collection of bound 
Islamic manuscripts i11 the Un.ired States. ln addicion, 
there are close to one hundred detached manuscript folios 
and album paintings and drawings.; 

Henry Walters' acquisition of Islamic objects and 
manuscriprs was part and parcel of his general interest in 
art and his collecting activities as a whole. Henry was first 
exposed co art as a child during the lace 1850s in Baltimore, 
where his father William, a successftt.l businessman, started 
co patronize both local and nationally prominent American 
artists and co collect their work.<, Ac chis same time, d1e 
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senior Mr. Walters also began co explore European painting, 
acquiiing works by various emerging academic masters, 
including Jean-Leon Gerome.' 

Ac the onset of the Civil War, William Walters relocated 
his £-unily, including 13-year-old son Henry (or Harry as he 
was called), ro Paris.8 There rhe Walters toured musewns 
and monuments and visited artists' studios, and William 
carried on with his art collecting and patronage, including 
commissioning works from Gerome, Dawnier, and rhe 
prolific ttnimalier Barye, among others. In the fall of 1862, 
the family traveled to London to visit the Internacional 
Exhibition, where they were particularly taken with rhe 
d isplays of Japanese and C hinese art-an area in which 
William would soon start ro colJect. 

W ilJiam continued his collecting acrjviries following 
the famiJy's return to Baltimore in 1865, wirh frequent 
excursions back ro Europe during the lacer 1860s and 1870s 
for visits ro an dealers, rnusewn exhibitions, and imerna­
cional exposicions.9 Occasionally, Harry, by then in college, 
wouJd accompany his fucher on arr buying "sprees," as at 
d1e 1876 Cencennial Internacional Exhibition in Philadelphia, 
where William acquired a large number of Japanese and 
Chinese objects, along with a1Tifacrs &om Egypt, Tunisia, 
and Russia. Harry recorded all these purchases in a note­
book, organizing the items by vendor and including 
details on their media, age, condition, and price, and even 
some cursory sketchcs.10 

While such experiences were clearly formative for Henry 
Walters, it is hard to say when he came into his own as a 
collector. Few records survive of his own purchases, and 
precious little else by way of documentation that might 
reveal his collecting motivations and patterns. What is 
certain, however, is that while William Walters did have 
interests beyond the European painting and Oriental objects 
that he primarily collected, even extending to Jslamic art,11 

the range of Henry's ambitions eventually far exceeded 
thac of his fuchcr. Henry possessed a wider cuJrural and 
historical vision, possibly because what he was aiming for­
and whar he ultimately achieved-was a colleccion char 
wouJd transcend the bounds of the private and particular 
and attain the realm of the public and the comprehensive. 

First and foremost, Henry's world view encompassed 
ancient an and arcl,aeology-areas rhat attracted and 
sustained his attention and support from fairly early on.1z 

In 1884, he joined several prominent Balrimoreans in 
establishing the first local cl, apter of che Archaeological 
Institute of America, and, in 1897, he became one of the 
founding benefuccors, along wich J. P. Morgan, of the 
American Academy in Romc.11 A year later, Henry Wa1ccrs 
cook the first of several Mediterranean cruises on his yacht 
the Naradn, sropping in Venice and then sailing to Egypt, 
where he and his party shopped for anriquiries at Giza.1 

10-/ 

Fig. I. Henry Walcers, ca. 1908. From Records oft hr 7..odiar C111b as n,ry 
Appear in tht Mi11111r Books (Nt•w York, privacdy prinu.-d, 1916). 
Courtesy of the Pierpont Morgan Library, New York. 

Unfommately, no memoirs or receipts survive from rhal 
particular shopping expedition, bur we do know one notable 
consequence of the crip. In 1899, at the request of che 
newly creared Barh Commission of Balcimorc, Mr. Waker 
paid for four public bath houses in his hometown, "citing 
the appalling lack of hygiene char he had encountered on 
his recent trip to Egypt and his dismay at learning due 
similar conditions prevailed at home."1' A sub equcnc 
Narnda cruise cook Mr. Walters and a group of guescs ro 
Iscanbul, where he purchased several damasccncd sword 
blades and a blue-and-white Chinese porcelain boccie, 
dating from the K'ang-hsi era (1662-1722) and lacer turned 
inco a Near Eastern-style water pipe through che addition 
of gilc and jeweled mouncs.11

' 

Ir was also during rhe 1890s char Henry Walters first 
came into contact with Oikran Garabcd Kelekian, who was 
to play such an important role in Henry's transformation 
from a casual shopper for souvenirs into a serious colk'Ctor 
of works of art. The son of an Armenian banker from 
Kayscri, Oikran Kelekian and his brother Kcvork sec 
themselves up in the anciquicies business in l.stanbul in 
1892. 1 The next year, Oikran came ro the United latcs as 
a commissioner for the Persian Pavilion at rhc World's 
Columbian Exposition in Chicago. ' Evidently Lhis initial 



Fig. 2. Dikran G. Kdekian, ca 1944. Photo: Alfu.--do Valcnri. Af-cer Kekkian 
m the Arrisr Yl'S Him. 

American venture was a success, judging from Kelekian's 
primed invoices and srarements, preserved in the ard1ives 
of the Walters An Museum, which proclaim "Premiwn 
awarded in Every Branch ar the World's Columbian 
Exposition, Chicago, 1893."1

'' He soon established shops 
in New York, Paris, London, and Cairo, where he and his 
brother Aourished as vendors selling works of arr and 
amiquicies, and specifically "faiences, velvets, embroideries, 
rugs, sraruerres, oriental manuscripts, Greek and Roman 
coins and ancienr jewels."l<l In 1900, Kelekian apparently 
served as a member of the jury for the Unjversal 
Exposition in Paris,21 and, in 1903, he lenc a number of his 
works ro the massive "Exposition des Arts Musulmans" held 
ar the Musee des Arcs Decorarifs (PaviUon de Marsan), also 
in Paris.22 The following year, he parcicipared in the 1904 

St. Louis World's Fair, mourning a large display of his 
wares and accompanying the display with an illustrated 
catalogue. Already by this time Kelekian seems ro have been 
recognized by the shah of Iran for his efforts co promote 
Persian arr and culture, and he had added the honorific 
tide of Khan between rus first and lasr names . .!3 The tide 
page of rhe Sr. Louis catalogue gives rhe dealer's name as 
"Dikran Khan Kelekian" and identifies him further as 
"Commissioner~General for Persia," while the following 

page fearurcs a formal photograph of Kelekian wearing a 
dress uniform complete with a fez, sword, and a large scar­
shaped medallion on his breasc and another ar bis neck.2

i 

An issue of the World's Fnir Bulletin, published several 
months before che exposition actually opened co rhe public, 
includes a cropped version of rhe same photo, with his 
medals even more conspicuous, and characterizes Kelekian 
borh as Persia's Commissioner-General and as the Consul 
of Persia in America. "He came ro St. Louis by special edict 
of the Shah of Persia co arrange for a display of the industries 
and manufucrures of his [sic] country .... Commissioner 
Kelekian was one of the judges of award on Persian art at 
the Paris Exposition, and for char reason does nor desire 
ro enter into competition for awards with other Oriental 
exhibicors. Many medals were awarded him at the Colum­
bian Exposition in Chicago.'"~ Eventually Kelekian became 
an American citizen, adding another country of allegiance 
co chose of his heritage (Armenia), his birth (Turkey), and 
his professional interests and recognirion (Tran).26 

The 1904 catalogue was one of a number of publications 
char Kelekian published in the early part of cl1e century on 
aspects of Islamic and Far Eastern arr.27 Although some of 
these volumes are presented as monographic studies, wicl1 
scholarly introducrions and subscancive rexrs, they all feature 
objecr.s--primarily textiles, rugs, and ceramics--in Kelekian's 
own possession and undoubtedly were intended ro attract 
potential customers in Europe and the United States. 
Henry Walters cerrainly was among Kelekian's earliest 
American customers, and the two are reported to have met 
ac che 1893 Columbia World Exposition, where Kelekian 
sold Walters a group of Mesopotamian cylinder seals.28 

This purchase of a large number of small antiquities seems 
ro have been entirely consistent with che thrust of Walters' 
acquisitions up co chat point, and gives credence to the 
supposition that ir was his involvement wirh ancient, 
including Egyptian, Ancient Near Eastern, Creek, and 
Roman, arr and culture char laid the groundwork for hjs 
subsequenr interest in lslamic art. 

Within a few years, Walters started to frequent 
Kelekian's New York establishment on Fifth Avenue, and 
immediately began ro broaden the areas of his collecting 
and co step up the pace of his buying. A series of surviving 
invoices from April, May, October, and November 1897 

lists several hundred items representing a truly eclectic 
range of purchases from Louis XJV brocades to Greek 
intaglios. These invoices also document what probably 
were among Mr. Walrers' first acquisitions of Islamic arr, 
including manuscripts, textiles, ciies, ivories, knives, and 
scissors char are mostly described in very general terms: 
one Persian velvet, one ivory Turkish pen rest, one Arabic 
manuscript, and so forrh.29 
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Fig. 3. Invoice from Dikran Kelekian co Henry Walters, 8 May 1897. Fig. 4. Invoice from Dikrnn Kelckian ro Henry Walccr.., I Oaobcr 1897. 

Nowadays it is almost impossible co match the objects 
listed on these 1897 invoices wich catalogued works in the 
Walters Art Museum, but a few ofMr. Walrers' early Islamic 
purchases from Kelekian do stand out. These include a 
magnificent copy of the Koran, long amibured co Timurid 
fran, but much more likely to be from fifceenth~century 
[ndja on the basis of rhe sryle and palette of ics lavish 
ilJumjnation.'IO Mr. Walters prud Kelek.ian $2,750 for che 
Koran, an astronomical amounr compared t0 what he 
was charged by Kelekian for ocher works in 1897. More 
significancly, with this acquisition, Walters placed himself­
consciously or not- in the vanguard of American collectors 
of Islamic manuscripts and distinguished himself within 
char company by "his focus on che arcisrjc rather than the 
textual aspects of manuscriprs."31 Kelekian accompanied 
the Koran with a note declaring it co be "the handsomest 
and most richly illwninaced in che world having explanatory 
footnotes, probably the work of the best writer Yakood, 
taken from the Royal Bibliocheque. '' Another noteworthy 
work rhat jumps out of che invoices drawn up by Kelekian 
in April 1897 is an Ottoman tile panel, of extremely fine 
quality and condition, depicting the Great Mosque ar 
Mecca and inscribed with verses from rhe Koran exhorting 
Muslims to make the pilgrimage (sura 3:96-97). '2 Once 
again, Kelekian provided a commentary-which, like d1c 
note char accompanied che Koran, comprises more fiction 
than fucr: "Damascus tile of the fifceenth~enrury, having 
an inscription in early Arabic: 'This is the first temple scone 
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chat was put in Mecca, anyone who visirs chis magnificcnr 
place can see the wonders of God and become holy.'" 
Kelekian concinucs with infom,acion about the provenance, 
far more specific and today far more disconcerting than 
whar he mentioned about rhe Koran: "This was taken from 
the Kiosk Hirkai herif or Sacred Coat where rhe Bird [sicj 
of Mohamed is supposed to be, and where every ulcan 
has co pay a visit once a year." The Kiosk must refer to rhc 
1-lirka-i Saadet Oairesi, or Pavilion of the Holy Mande, in 
what was then sriH the Topkapi Sa.rayi Palace (now Museum) 
in Isranbul. Kelckian presumably shared chis informarion 
with Mr. Walters ro impress his client with the plaque's value 
(although he only charged Walters $125 for ir), bur it is inter­
esting char the dealer apparendy had no qualms in revealing 
its previous (or ar lease irs alleged previous) whereabouts. 

The significance of these cwo acquisitions norwich­
scanding, the surviving invoices for purchases made by 
Walters from Kelekian in 1897 confirm that Mr. Walcers 
did not give grearcr weighl LO works of Islamic an than co 
classical, medieval, or Renaissance art. Indeed, it is cempcing 
co imagine Walters coming inco Kelekian's Fifth Avenue 
shop searching for antiquities and emerging a few hours 
lacer having been persuaded by Kelekian co buy noc only 
Greek intaglios, bur also a few ocher thin~ from the general 
Medicerra.r1<."3.n koine and points <..'aSt chat happened to date 
from che Islamic era. On the whole, it was che region­
rather than the culrurc-thac seems to have been of 
paramounc concern to Mr. Walters. 



That Henry Walters' primary imerest remained the 
ancicm and classical world was confirmed when Dikran 
Kclckian represented his dienc in a major sale of antiquities 
from chc W H. Forman collection held ac Sotheby's, 
London, in June 1899. Acting on Walters' behalf, the dealer 
bought three Egyptian objeccs, as well as eleven Ecruscan, 
Greco-Roman, and Roman bronze scamettes.u 

Thar same month, Kelekian also bid for Walrers ar 
another signi11canr London sale, that of the collection of 
ancient and Renaissance carved and engraved gems owned 
by George Spencer, duke of Marlborough. Although Walters 
later regrcrccd not having attended the auction in person, 
his agenr Kelekian, whom he regarded as a "quasi-expert" 
on gems, did succeed in buying 107 gems for prices ranging 
from IO to 45 pounds . .H Some of these pieces were of great 
beauty and historical importance, such as a sixteenrh­
ccnrury lapis lazuli cameo showing Hercules and Omphale." 

Walters' passion for gems-and indeed for small-scale 
works of diverse kinds-provides yec anod1er conrex.r in whid1 
co LLndersrand his Islamic purchases. As William Joh.nsron so 
apcly observes in his comprehensive srudy of Henry's collecting: 
"Undoubtedly, given his castes [for precioLLs objects], he 
found the emphasis on exquisite craftsmanship and exacting 
detail inherenr in fslamic arc particularly congenial."!(, 

As Johnston also has documented, by the end of the 
ccnrury, Walters began co take annual spring trips co Paris­
a travel rourine hewoul.d follow for the rest of his lifeYThere 
he made the rounds of a few anciquarians, usually beginning 
at Kclekian's shop, first located on che Rue Rossini and later 
on che Place Vendome, where he also met other dealers, 
many of rhem Armenians who bad recendy lefr lsranbuJ for 
Paris. ''As they showed Walters their wares, Kelekian, standing 
nearby, would nod co Mr. Walrers signifying his approval 
or disapproval of potential purchases.".18 While confidant 
of his own tastes and collecting insrincrs, Walters dearly 
relied on Kelekian for advice and guidance in the selection 
of specific objects for bis ever-burgeoni11g collection. 

Kelekian conrinued ro be a major source of works of 
art for Walters during rhe first: three decades of the new 
cenrury, as evidenced by additional material in the Walters' 
archives (fig. 5). Of particular value is a set of five albwns, 
dating from the 1910s and conraining phoros of works of 
arc, which Kelekian assembled for Mr. Walrers.39 Although 
we cannot be sure today whether Kelekian inrended the 
photo albwns co cempc the colleaor wicb available offerings 
or to document what he already had sold to Walters, most of 
the reproductions can be identified with works in the muse­
um's colleccion. Many of the works are Islamic, including 
ceramics, glass, ivory and woodwork, metalwork, arms 
and armor, textiles, and miniarures, in addition ro ancient 
Egyptian wood and scone sculpture and Greek bronzes 
and intaglios. Kelekian identified each photo with a brief 

caption, generally providing the work's ride, dace, and 
place of origin and occasionally an exhibition ciracion. 
Kelekian's noracions arc not entirely accurate or reliable, 
tending, in particular, co dace miniatures a cenmry or so 
earlier than they acrually were painred. T his could have 
been a deliberate strategy on Kelckian's pare to enhance rhe 
work's appeal co Mr. Walters' antiquarian tastes. On the 
ocher hand, Kclekian did sometimes make mistakes, as in 
his rend1-century dare for a green glass weight with a Kufic 
inscription in the 1914 albtun (fig. 7). The dated inscription 
actually reveals chat the one pound (full racl) weight was 
made during che very short reign (126/744) of the Umayyad 
caliph Yazid 111 under the aegis of al-Walid ibn Abd al­
Rahman, financial director of the treasury in Damascus. 
The year of the weight's manufacture makes chis one of the 
earliest dared works oflslamic art in an American collection, 
a discinction rhac Kelekian surely would have touted to 

Henry Walcers had be known ic.~0 

The album pm rogecher in 1911 contains seventeen 
pieces of arms and armor, many of whid1 Kelekian identifies 
as "Saracenic, 14th century," and as originally in the 
"Arsenal of Constantinople." Again, as with the Koran and 
the ceram.ic plaque representing the Grear Mosque of Mecca 
d,ar Kelekian sold ro Mr. Walters in 1897, the dealer seems 
to have had no compunction abour revealing the original 
source of his offerings. Occasionally, he notes other owners, 
as several helmets from the "d'orviUe coUeccion."•1 Two 
other helmets, documented in the album of 1913- 17, have 
an even more intriguing provenance (fig. 8). In addition co 
citing that they came from the Arsenal of Constantinople, 
Kelekian stares they were in the Gerome collection. The 
by-then well-known French painter was an inveterate 
traveler, and cook a half-dozen trips to Egypt, Turkey, and 
the Maghrib during che l 850s through early 1880s.42 Dllfing 
his travels, Gerome probably acquired the rwo helmets 
that Kelekian included in his album of 1913-17. Gerome's 
trips also resulted in numerous paintings of orientalist 
subjecrs, including compositions with armed figures wearing 
helmets that may very weU be the ones that Henry Walters 
subsequendy acquired.•J Part of the added appeal of these 
objects for Henry must have been the fact chat his father 
William had been an admirer of Gerome's oriencalist chem es, 
even commissioning cbe artist co paint a scene of a Nubian 
walking rwo whippets in a barren wind-swept desert.44 

About half of the objecrs included in the Kelekian 
albums consist of ceramics, a percentage chat corresponds 
to the overall proportion of ceramics to ocher Islamic 
objects chat Walters bought from the dealer over the years. 
This concentration is hardly surprising given Kelekian's 
expertise in ls lam ic, and particularly Persian, pottery and 
his active involvement in the sale of medieval Islamic 
ceramics following the sherd finds in Rayy (then called 

107 



Fig. 5. Page from a photo album prcp:u-cd by Dikr:m Keleki:m for 
Henry Walrers, dated summer 1913-17. 

Rhages) in the late 1880s-early 1890s, and excavations 
begun in Raqqa in 1896 and Sultanabad and Veramin in 
1905.41 Kelek.ian took advanrage of rhe newly available 
finds to put rogether his own large collection, which he 
used as the basis for a brief survey of Persian and Near 
Eastern pottery in 1909 (one of rhe first such introductions 
published in English) and a lavishly illustrated collection 
catalogue in 1910 (fig. 6).46 Many fumiliar pieces, now in 
the Walters as well as ocher U.S. museums including the 
Merropolican, the Freer, and MFA, Boston, made their first 
appearance in Kclek.ian's 1909 publicacion. Among Mr. 
Walters' possessions reproduced in the 1909 volume were an 
Ottoman mosque lamp, described by Kelekian as Rhodian 
and long since recognized as a fine example of lznik ware 
(see fig. 7 in che article by Sheila Blair in chis volume);'' an 
impressive turquoise plate dared 885/ I 480- 81, called 
Koubatcha by Kelekian and now attributed co Nishapur; 11 

and cwo Hispano-Moresque places. 1'1 

Kelekian wrote the texts in his rwo ceramk publications 
in a prose sryle bordering on the fulsome. In addition lo 
laying our a historical chronology and artistic classificarion, 
he seems co have cwo principle aims: ro convince che reader 
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Fig. 6. Tit.le p-.igc of The Kelt:kin11 Collmio11 of l'muw arul A1111logous 
Potterits, with Kelckian's dedic:uion to Henry Walters. 

of the aesthetic qualicies and human "relevance" of Persian 
arr in general, and portcry in particular, and co valid.ace 1.hc 
taste of collectors who already had been persuaded to 

acquire Persian arr and ro encourage chem co continue in 
their acquisitions. Two passages, one excerpted from rhc 
1909 survey and the ocher from the 1910 caralogue. may 
suffice to make chis poinc. 

The Persian arc is nearer co che spirit of lhc time in whid1 
we live. Ir is more hun1an chan ics predecessors .... 
Discriminacing collectors who have come co know it 
in recent rimes, have grown co love it with a deep and 
abiding affection as something quire within che scope 
of their own emotional experiences."' 

My object in seleccing che specimens which make up 
my collection has been co esrablish chc right of the 
Persian potteries co be rt:garded as one of the powerful 
artistic impul~ of all rime .... Persian an is Dl'coracion 
in irs highest incerprecacion .... It onl)' remains for Lhc 
beautiful potteries co be recognized as the lovely works 
of art they undoubtedly arc, for rhcir beauty and chcir 
charm co be fclr. 1 



Fig. 7. Pound Weight. Syria (Damascus), daced A.H. l26IA.D. 744, glass. 
B.ilcimon:, Walters Arr Museum, acc. no. 47.6. 

Mr. Kelckian's few surviving letters contain comments in a 
similar vein about specific works char were either offered co 
or acquired by Henry Walrers. On 20 May 19 I 5, Kdekian 
wrote a long missive from Paris: 

The fine large plate you saw in my place was discovered 
four yea.rs ago and caused an enormous sensarion 
throughout Persia. The owner wanted a very big price 
for ir. Finally I bought ic lase year and sent ir co my 
brother, after bargaining for ir during four years. l do 
nor say chis boasringly from a financial point of view, 
bur simply co show you that it is for the love of these 
beautifol potteries that I desired co control chem. 

The same letter concains a reference to another piece: "I 
was very glad to hear news of you from my brother. He 
said char you had called on him lprobably in New York] 
and that you had boughr rhe very besr luster vase char l 
have ever seen. Please accept my congrarularions. Your 
Persian collection now ranges amongst the few most noted 
in the world.''~2These blandishments were, however, coupled 
with admonishments, in an apparent effort co reinforce his 
expertise in Persian ceramics and co justify the prices he 
was charging Mr. Walters: 

Although I have been cdling you char there are no 
more Persian potteries co be found, you said ro my 

Fig. 8. ]urban Hdmec, Northwestern lmn. ca. 1450-1500, Steel engmved 
and inlaid in silver. Baltimore, Walters Arc Museum, acc. no. 51.70. 

brother char ch.ere were many co be had in America at 
very moderate prices. I am quire ready co confirm my 
sraccment wh_ich l can prove by 30 years of personal 
experience and by that of my brother and father before 
me .... I have scudied this question most carefully and 
have been myself and am sending people continually 
to the spot of excavations co study the matter. ... 
I have come co the conclusion and am quite convinced 
char there is practicalJy nothing more co be found. 

Kelekian goes on to caution Henry Walters chat th.e pieces 
then on the U.S. marker were fragments and tO imply chat 
rhey were not wonhy of th.e coUeccor's consideration.~3 

The courage of his convictions notwithstanding, 
Kelekian hardly could have written Walters in such an 
admonitory cone were ir not for the long and fruirfol rela­
tionship between dealer and collector. Indeed, Henry 
Walters continued to acquire objects of all kinds from 
Kelekian ch.rough the late 191 Os and 1920s, as documented 
in a handful of invoices and notes, and a series of inventory 
l.isrs that were made as cases of objects were unpacked in 
Baltimore. Among the more notable Islamic acquisitions 
chat Walters made from Kelekian in this era was a brass 
ewer, inlaid with silver scenes in 644/1246-47 by the 
"decorator" Yunus ibn Yusuf al-naqqash al-Mawsili.54 As in 
the past, Kelekian revealed details abour the work-including 
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Fig. 9. Prayer Rug, lran (Kashan?), second half of rhe sixr<.-enth cenmry, 
silk and wool. Baltimore, Walters Arr Museum, acc. no. 81.6. 

its former owner, scholarly significance, and comperition 
for its purchase--presumably in a (successful) effort co 
encourage Mr. Walters: 

I am delighted you are interested in che great Arabic 
Ewer (Persian) char T bought many years ago in 
Constantinople from Chazy Mahmoud Mauk.hear 
Pasha ex-Grand Vizier who owned nearly all the inlaid 
bronzes bought by Baron Delore and Moore (of 
Tiffany) but he had kept this piece always refusing co 
sell ic. When 25 years ago he was a great soldier he 
conquered all Yemen and had gathered these pieces (as 
his share of che loot). I bought chis piece with a choice 
[ ... ]shield.Will cell you when I shall have the pleasure 
ro see you. This piece is absolurely the finesc piece 
known. lt is dared end of 13th century and signed. 
Van Berchen che grear Suisse orienralisc came and 
rook che photo before the War. He wanted ro publish 
[it]. buc l have no news from him since. Louvre 
Museum wanted ofren co buy [ic,] bur we never came 
roan understanding.\~ 

fn addition co ceramics and mecaJwork, Kelekian had a 
long-time involvement with Islamic re..x:riles and ceramics. 
In April 1910, he acquired several fine rugs at chc celcbrared 
sale of che Charles Tyson Yerkes Collecrion in New York 
(fig. 9). He also may have encouraged Mr. Walcers co take an 
interest in chis sale, ar which Henry purchased five carpecs­
acrually more than any ocher dealer or private collector.~ 

1n one area of collecting, Dikran Kelekia.n's persuasive 
powers seem co have had no effect whatsoever on Henry 
Walters. Sometime in rhe l910s, well into his fruirfuJ rela­
tionship with Mr. Walters, Kclekian curned his :mention to 
modern arr, panicub.rly che work of French impressionist 
and post-impressionist painters. By 1920, he had built up 
an impressive collection of works by artists ranging from 
Cezanne co Toulouse-L1.urrec, and including Living painters 
such as Bonnard, Derain, Matisse, Picasso, and Vuillard.\' His 
holdings accracced che admirarion of no less a critic than Roger 
Fry, who opined: "Here is a man whose wholt: life has been 
spent in the smdy of early an, who ac a given momem has had 
the grace co see ics implications, ro see that principles precisely 
similar ro those employed by early Persian porters and Facimite 
[sic] craftsmen were being actually put into practice by men 
of the presenr generarion."$1j Henry Walters obviously did noc 
share Fry's views of the connecrions berwecn contemporary 
arrisrs and lslamic arrisans, and, even more cellingly considering 
chat his father had been a great champion of the arr of his 
rime, did nor avail himself of rhe opporcunicy co expand 
his colleccion's scope when a large selection of Kelekian's 
"modern pictures" was sold in New York Cicy in January 
1922.\9 Noc even the fact rhac KeJekian himself e.xprcssed 
an afr,nicy berween the arr of pasr and presenr, and chat he 
had received the French Legion of Honor for arranging 
the first exhibitions of modern art in Paris, seems to have 
convinced Henry Walters to vencure into this field.'" 

This is not co say, however, char Henry Walters com­
pletely rejected the "contemporary" arr and anises who had 
so appealed to his father. [ndeed, Henry inherited all of his 
father's ninececnch-cemury (i.e., contemporary) paintings 
and displayed chem in the Pala1.1..o-scylc gallery he builc on 
Mr. Vernon Place in Baltimore bcrween 1904 and 1909. 
Among rhe nineceench-cenrury compositions amassed 
by Willjam and passed along ro Henry were quite a few 
depicting orienralisr themes, including "On rhc D~en" 
chac William commis.siomx:I from Gerome in 1867 (fig. I 0), 
''Collision of Moorish Horsemen" by Eugene Delacroix, 
"Arabs in Egypt, Sunrise'' by Adolph Sdireyt:r, "The Slipper 
Merchant" by the panish anise VJlcgas. and a quint~'llcially 
orientalisc work, "Entering che Harem," by Georges-Jules 
Yiccor Clairin."1 Over rhe years, Henry made his own 
acquisirions in the oriencalisr genre such as "Arab Fantasia" 
by Mariano Forcuny y MarsaJ, "Bashi-B:izouk Singing" by 



Fig. I 0. Jcan-u.lon Gerome. On rhe Desert, before I 867, oil on pand. 
Balrimon:, Waite~ Art Museum, acc. no. 37.34. 

Gerome, an enormous compos1t1on depicting rhe 
" Interior of the Mosque ar Cordoba" by the American 
artisr Edwin Lord Weeks (fig. 11 }, and-perhaps mosc 
celebrated and daring of all-"Odalisque" by lngres.62 

That Henry Walters was exposed as a youth co works 
depicring-adminedly in very fanciful and romanticized 
modes-peoples and places in the Islamic world, and rhac 
he continued co acquire such paintings chroughour his life, 
surely must have some bearing on his collecting of actual 
works oflsL-unic art. For Henry WaJters, these "exotic" scenes 
of harems and bazaars, Moorish battles, and mosque inreriors 
offered an enrree ro another world, one filled not only with 
unusual personages and settings, but with strange and 
be-auciful objects of aJI kinds, including arms and armor. 
Thus it might have been natural~r ar least nor too much 
of a screech-for him to wam ro possess d1e ceramics, glass, 
metalwork, weapons, and textiles depicted in paintings he 
had known since youth. And, aJchough Dilcran Kelekian had 
quire di.fferenr castes when it came ro contemporary European 
painting, he presumably would not have discouraged­
and perhaps even encouraged-his long-standing client 
from acquiring works chat evoked the world-or perhaps 
more accurately-the mood of Kelekian's origins and of so 
rnany of the pieces the deaJer purveyed. 

In short, Henry Walters collected Islamic art for several 
different reasons: as an extension of his fascination with 
the history and culcure of d1e ancient world and classical 
a.miquicy, as a response co the aesthetic appeal of small­
scaJe objects decorated with dense and colorful designs, 
and as a physical manifestation of the fantastic sights and 
soWlds depicted in orienralisr paintings that Henry knew 
from cl,ildhood and chat he experienced .firsthand on 
occasional visirs to Constantinople and Cairo.''\ 

Fig. 11. Edwin Lord Weeks. fmerior of the Mosquerrr Cordoba, ca. I 880, 
oil on canvas. Baltimore, Walrcrs An Museum, acc. no. 37.169. 

Whatever rhe motivations, Dikran Kelekian was a 
continuous influence throughout the formation and 
expansion of Henry Walters' Islamic holdings and, as we 
have seen, had a major impact on this developmenr.6" That 
Kelekian could have been a dominant, even domineering, 
force is borne out by a character sketch written in the dealer's 
latter years: "He is a creature so curiously compounded that, 
tmder h.is grim and sometimes awesome visage, be combines, 
in one person, the qualities of a Persian satrap and a properly 
accredited archangel, of Ghenghis Khan and the Chevalier 
Bayard, ofThor, the God of Thunder and Saint Francis of 
Assisi."1·~ That Kelekian and Walters enjoyed instead a 
relationsh ip of mutual respect and rrusc-in keeping with 
notions of conduct among gentlemen of affairs of their 
day-is attested co much lacer by Dikrao's son Charles, 
who was actively involved in the Kelekian business.66 

"Mr. Walters was a quiet, most likeable and honest 
man-a man to whom you could do no disservice. 
Dikran Kelekian liked him and ad.mired him and 
therefore supplied him with the best that could be 
found .... Of course, times have changed now, but I 
still chink char collectors of his [Walters'] kind would 
be difficult to imagine, even if the circtunsrances 
were closer co those prevailing at the beginning of this 
cenmry. le was, indeed, a gallant era. " 67 

The Walters Arr Museum 
Baltimore, Maryland 
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NOTES 

A somewhar longer version of chis article was first published in A,,. 
Oriema!is, 30 (2000): 91-1 l2. I am grateful co the Editorial Board for 
permissioJJ to reprint it here. 

l. Much of whar follows here depends upon research abour Henry 
Walters and d1e Walters An Gallery undertaken over many years by 
William R. Johnston, Associate Direccor and Curaror of I 8th- and 
I 9th-Century Arc. I am indebted co Bill fo r his interes1 in my work on 
the Wamic collection and for his generosity in answering a myriad of 
questions and sharing mareriaJ in advance of publication (see note 2). T 
also would like ro acknowledge, with appreciation, the assistance of Barry 
Wood, Carol Baccs Fellow ar rhe Walcers in 1998-99 and Michde 
Roo1, a W.1Jcers' lnrern in the summer of l 999, in the research on 
Dikran Kelekian. 

2. For a detailed srudy of William and Henry Walrers and the founding 
of rhe Walters Arr Gallery, see W. R. Johnston, Willit1m and Henry 
Wialrm, The Rt'ticem Collectors (Baltimore and London, 1999). A concise 
account, also by William R. Johns1on, appears in The \'(/a/tm Art 
Gallery. Guitk to the Colkctiow (London, 1997), 9-18. 

3. Kelekian's life and career remain ro be smdicd fully, including his 
dual role as a dealer and collecror of sucli varied works as Ancient Near 
Eastern arrifucts and modern European and American paintings. Basic 
biographical information appears in his obiruary in the New l0rk 77mes 
(31 January 1951) and in a follow-up :micle also in rhe obiruary seccion 
("Bank to Administer Art Expert's Esrare," New ~rk Times, 3 February 
I 951). Sec also \ti'ho Was \\'1/ho in Egyptology (London, 1995), 227: s.v., 
Kelelcian, Dikran Garalx.-d; and The DictioruzryofArt(London, 1996) 10: 
91, s.v., Egypt, ancient, section XX, 2: Dealers. Additional biographical 
information, including Kdckian's relarionship wi1h donors co The 
Metropolitan Museum of Arr, appL-ars in M. Jenkins-Madina, 
''Collcccing the 'Oriem' al the Mei: Early Tastcma.kcrs in America," An 
Orimtnlis, 30 (2000), 73-76, 84-85. See also A. Cooney Frelinghuysen, 
G. Tintcrow, ec al., Splmdid Legacy: The !-/n,,emeyer Coll1:ctio11 (NL•w 
York. 1993), 99, l 05, 107-8, 110, 133, 242, 253, 255. 258, 268, 272, 
274, 276. Kelekian's purchase and saJe of an imporninr group of 
Assyrian reliefs from the famous "'Nineveh Porcli~ ar Canford Manor, 
England, to John D. Rockefeller, Jr., who subscquendy gave chem co 
the Merropoliran, is documented in J. M. Russell, From Ni/lt:l)('h ro New 
l0rk: 71J,. Smmge Story of the Metropolitnn Museums ksyri1111 Q,/kction 
and the Hiddi!II M,zstl!rptect 111 Ctn.ford M1111or(Ncw Haven and London. 
1997), 129-52, 159, l 64-65, and 197-98. See also below, notes 17-20. 
Over the years, Kelekian published various exhibition and sales cicaJogues. 
Th<.'$C are listed in clironological order, along with the Kdehw Collection 
sales hcld after his d~.uh, in rhe appendix co the extended version of this 
arride in Ars Orirn11dis. 

4. There is no published c:icaJogue of the colk'Ction. For an overview. 
sec Guide 10 thf' Coll«tio,zs, 99-108. 

S. Several of che manuscriprs arc rcproducecl in Guidi' to the (',Q//ert;o11s, 
122-2S, 127. There are two other imporram and well-known Islamic 
manuscripts which often have been associatl.'O wich che Walrcrs: volume 
one of the GoJJ Koran and the Z,famnmn made for Sulca.n Husayn 
Bayqara. Although both these volumes once were on long-cerm loan co 
the museum and ocaisionally exhibited there, chcy accuaJJy h:ivc bclong<.-d 
since 1942 to Johns l lopkins University (Mil con S. Eisenhower Libr.iry. 
John Work Garrett Collccuon). In February 2000, the uniwrsiry trans­
ferred ownership of I he Gold Koran co the Republic of" lurh1• in or<lcr 
co uni1c ic wich ,-olw11e cwo in the Nuro~m.u,iyc Library, Istanbul. 
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6. for Wi.lliam's development as an arr parron and collecror, sec Johnsron, 
Reticent Collectors, 12-21. 

7. Guidi! 10 the Colkctiqns, 77; JohllS(on, Reticem Colli!ctors, I~ and pl. I. 

8. Ibid., Chapter Two. 

9. Ibid., ChaprerThrcc. 

JO. Ibid .. 73-75. 

11. Thac WiJliam's incerescs were actually broader than his purcl,ases is 
rcvcalc..-d by his visit to the I 878 universal cxhibirion in Paris where he 
was amacccd by works of Islamic an from private collections on view ,u 
the Galerie Orienrale. lbid., 77. 

12. For an account ofHcnry's acquisition of Giu:k and Roman anciquitio, 
sec D. K. Hill, ''The Cl.tsSietl Colk·ction and its Growrh," Apollo, 100 
(November, 1974). 6-13. 

13.Johnston, Rcrium Col/mo!!, 129-31, 137. 

l4. Ibid., 119. 

1 5. Ibid., 128. 

16. Walters Arr Museum, acc. no. 49.2199. Ibid .. 121. 

17. Ibid., 144. where Kelekian's fu.d1er is described as a goldsmith. Russcll. 
in From Ninez,eh 10 New York. 136. menrions a brother nan1cd Hov:mncs 
Garabcd Kelekian. Much of the hiscory of Kelekian's business c:in."'l!r 
chac follows here has been pieced together from various invoices and 
scmemenrs of account, dated from 1897 through 1921 and prc..-scm.-d 
today in the archives of the Walters An Museum, thac icemi1.c Kelekian's 
sales ro Henry Walters. One such invoice, dared 29 December 18?8, 
refers ro the Kdekian f.unily business as "Le M~ de Bosphore," and 
gives 1830 as the year of its escabli.shmem in Turkey. "lnrough 1hcsc sale.-. 
documents, as well as a few surviving lcuers from Kdeki.m ro Walters, it 
is also possible ro u-ack che location of Kelckiani. variow. mops, espcciJ.lly 
in New York (sec note 20), and even to deterrnine when t..lr. Kelcluan 
insralled telephone service, Far more fascinacing is rhe glimpse rha1 
these documents give w. of wh,u 1oday might be called Kclo!kian's ..elf­
image in rhc early part of his career since rhosc of 1897 ch rough 1909 
include promotional notices, titlQ,, and v:irianrs on the dt-alcr's name. 

18. I have not yet been able co verify either the me.ming of 1hc tcm1 
"commissioner" or Kclckian's nppoimmcnr a.<t commi-.sioncr of the 

Persian Pavilion in Chicago in 1893. 

19. Invoice dated 2 April I 897. 

20. Invoice dm.-d 8 May 1897. Kdckian's e;tabli..hmcms changcd locnions 
n:.-gularly, judging from the addrcs.'il.-s chat ap1'1Car- '>Ometim~ \\ 11h 
handwrinen corn.·e1ions--0n 1his and other Kdekian invoice!\. Before 
April 1897. che Kclckian Nt.-w York ~hop, calk-<l Le M~-c de Bmphorc, 
w.u located at 303 Fifth Avenue. A handwritcen chJJ1gc on Jll invoice 
of2 April l 89~ documen~ Kclekian'~ move 10 390 lifih Avenue. (Nor<' 
that Jenkins-Madina, "Collecting chc 'Oncm.'" 74, daro th1\ mmc 10 
1895.) By early May I 897 , Kclekian had had nt.-..v fonm m.1de with 1hc 
addrc.-ss dearly primed as •390 fifih Avenue, cor. 361h Strccc: ThC' 
ciric.-s of Pans and C::01u1an11noplc are lisced, bu1 wuhout ,pcc11t .. 
addn:$C5. A scaccmcm d.ucd 28 November 1898 1w the 390 l·ifih 
Avenue ad<ln:ss cros.'il.'tl om anJ replJuJ wich 30} Fifth \venue "hi,h 
1hcn appcar'I in prinr1.c-cl forrn on .i ~1a1cmcm J.ut.-d 29 D,-cembcr 1898. 
In June 1903, Kdckian \l.'nl W.i.hcl"\ a ,wtemcm from I 0. rue Ro~,mi, 
Paris; the \ame d0c;umcnt gi~ the .idd~ofhi~ NC\\ York ,hop .i.., .?S.! 



fifth Avenue, indic mng yc1 another dungc: of venue. A statemem or 

13 October 1906 has his cw York Jdd~ as 252 Fifth Avenue, near 
18ih Scrccr am.I the Paris .iddrcss ~ 2 Place Vend6me. By 1921 Kdekian 
had rclocared ro 709 Fifth Avenue, berween 55th .ind 56th Strt.'elli, 

whale remaining ;11 2 Place Vcnd6me, Paris, and wich cscablishmems 
.iho in Consrancinoplc and Cairo. 

21. Kdckiani. role a1 che 1900 cxposirion is documeurcd in an invoice, 
primed in Frend, and dared 5 June 1903, char gi~ his name as Dikran 
Khan Kdekian, followed by "Mcmbrc du Jury, F.xposirion Univcrselle 
de 1900." S<.>e abo below, note 25. 

22. G. Migeon, M. van Bercham, and C. Huarr, frposition des Arts M11S11l-
11U11u: Cm,1/ogue Dl'Jeriptif(Paris, 1903), pis. SO, 5 1, 87, 88, 89, and 96. 

23. I have not found any independent verific:nion about che award of 
ihe tide of Khan or the honorary appoimmencs as Consul-General of 
Per;ia and Cornmis.sioner-Gcncral by che then-shah of lr:m, Muz..iffar 
al-Din. On the French invoice of5 Jw1c 1903 (see note 21 ), however, die 
dealer adds an honorific title between his firsc and lase namcs----Dikran 
Khan Kclckian--suggcsting char the royal n.>cognicion came in char year. 
An invoice of 13 Ocrober 1906 adds a new adjective ro his already grand 
tide: Imperial Persian Commi.s:.ioner-GcneraJ. His 195 1 obiruary (see 
norc 3) srarcs char Kclekian got the tide of Khan "from rhe Shah of Persia 

for services as honorary consul general more than thirry yea.rs ago.n 

24. &--c Cat11logue ofvr,11111rs, Textiles, Rarr-Rugr,J=lry and Manusmpis 
from the Priv,1te Collection of Dikmn Khan Kelekim,. Commissioner­
Cmeral for Pmia, &hibited nt rhe Imperial Persian P111,ilio11. lousiana 
Pmr:hase Expotition, Saim Louis, 1904 (New York and Paris, 1904), and 
Jenkins-Madina, "Collecring the 'Orient.'" fig. 4. 

25. MPcr.,ia's Participation: Oikran Khan Kelek.i3.ll, Persia's Commissioner­

GeneraJ, visirs World Fair," t'(lo,-/d's Fair Bulletin, 5 {February 1904), 4 1. 
The article also reveals char "Mr. Kclekian will display his privare 
colkction (concaining] many fine rugs, velvets and porreries ... which he 
will bring ro Sr. Louis under bond.» 1n truth, rhe Bulletin article sounds 
a bi1 like a personal press release. 

26. Kclckian evidently became a U.S. citizen before November 1921, 
judging from a letter he wrote to Edward Forbes, director of the Fogg 

Arr Museum, Harvard University, in whicl1 he says "As I am an 
American .... " Russsell, From Nineveh ro New l-ork, 134. By that rime, 
however, his original heritage seems ro have gorren blurred, and he is 
described in a 1922 publiettion as a native of Persia. S. de Ricci, "TI1e 
Kcleki:111 Collccrion. A Foreword,'' in lllusrmted Cttalogue of the Not11bfe 
Collection of Modem French Picmres ,md a Group of tfforks of the Noted 
American Artist Artlmr B. Davies Fom1ed by and Belonging to t}g Widely 
Known Antiquarian Dikmn Khan Kelekian of Paris and New !'Ork (N <..>w 

York), n.p. 

27. See the appendix in Ars Orimtalis for a full list of Kelekian's publi­

carions from 1899 onwards. 

28. Johnston, Retit-em Colkctors, 137, 144. See also note 38. Walters 

evemuallyamassed impressive holdings in cylinder seals, and me W.-urers 
Art Museum long has been renowned for its srrengrh in chis area. The 
precise pieces char Kclekian sold co Walters in 1893 have never been 
idenriticd, however, and it may be that they were no longer parr of rhe 
collection when Walters died in 1931 and left his bequest ro Balrimore. 

29. A couple of the m:muscriprs are identified by their amhor or tide. 

An invoice of7 April 1897, fur instance. lists" I Gulistan Sheikh Saadi" 
and "one Hafi1.." 

30. Walters Art Museum, acc. no. W.563. Guuk to dJf• Colkctiow, 122; 
John~ton. &ricenr Colkcton. pl. 9. 

31. Ibid., I 45-46. 

32. W.1lters Art Museum, acc. no. 48.1307. Guide to rhe Collections. I 08; 
Johnsron, Reticmt Colkctors, 146. 

33. Ibid., 146. See also Hill, "771c Classical Collccrion,» 8. 

34. Johnston, Rericmt Collectors, 146-47. 

35. Walccrs An Museum, ace.no. 42.1057. Ibid.. 147. Hill, "The Classical 
Collccrion," 10-11, documents ocher dassical sales in which Kclekian 
served as Mr. Walrers' agent. 

36. Johnston, Reticent Collectors, 146. 

37. Ibid., 147. 

38. This revealing anecdote about the Waltcrs-Kcl,:kian relationship 
was reported years larer by Dkirans son Charles D. Kclek.ian, who visiced 
the Walters Arr Gallery in April 1970. A staff memorandum of this visit 
in the museum's archives also is rhe source of the information chat 
Henry Walters first met and bought his first cylinder seal from Dikran 
Kclckian at die Columbian Exposrion in Chicago in 1893. Sec also 
Johnsron, Re1ice111 Co!kctors, 147. 

39. Four of the albtuns are dated 191 1, 1912, 19 13-17, and 1914. TI1c 
fifrh is undared bur is likely to be part of the same sequence. 

40. WalrersArt Museum, 3cc. no. 47.6. R. Ectinghau&n, "An Umaiyad 
Pound Weighr," }oumal of the \¼ltm Art Gallery, 2 (1939), 73-76. 
Kclck.ian made what today we ca.n recognize as another striking mistake 
in the 19 I 2 album whe.re he identified a 12th-century mirror from Iran 
{Walrers Arr Museum, acc. no. 54.520), decorated in relief with two 

addorsed sphinxes, as Arab from 11 ch-century Baghdad. 

4 I. Waite.rs Art Museum, acc. nos. 5 l. l , 51.3, 5 1.72, 51.75. Kclekian 
also notes cha1 rwo of these lace. nos. 51.3 and 51.75) wereexhibitt-d at rhe 

Musee des Arrs D&:oraci& in Paris, although only 51 .75 ii, reproduced.in rhe 
exhibition catalogue (see Migeon, van Berd1em, and Huarc, Exposition 
des arts 111usulma11s, cat. no. 69, right). The caprion gives the collector's 
name as "M. Orville,'' as opposed co Kelekian's rendition of"d'orvi lle." 

42. G. M. Ackerman, The life and \,'(fork of jean-Leon Gerome with ti 

C,ta/ggue Rt1isom11' (New York, 1986), chapters 5---8 and 11. For a more 
recem summary of scholarly views of Gerome as an orienralist painter, 
see H. Edwards, Noble D,-,nms, tY1ickud Plet1.mres: Orientnli.rm in America, 
1870-1930 (Princeron, N. J., and Williamsrown, Mass., 2000), 128-30. 

43. \'q,-tlcers Arc Museum, acc. nos. 51.70 and 5 1.74. Boch works bear 
rhe mark of the Orroman armory (arsenal). Acc. no. 51.74 seen .. 1s to be 
depicred in Gerome's The Snake Cht1rmer (Ackerman, Lift and Work, 
car. no. 282; Edwards, Nobk Dnum,s, car. no. 5). For od1er possible 
associarions bcrween rhe C\-VO Walrers' helmets and Gerome's paimi11gs, 

see also Ackerman, Lift nnd Wo,-k, cat. nos. 161, I 90, 194, 21 1, 269. 

44. Walrers An Museum, acc. no. 37.34. W. R. Johnston, The Nineteenth­
Century Paintings in rhe WzltmArt Callery (Baltimore, 1982), car. no. I 09. 

45. Johnston, Re1icem Collectors, 146. 

46. See appendix in A11 Orimtalis. Keleki:tn sent copies ofborh publi­
cations, today iu the Wakers' library, to Henry Walters, inscribed with 
his compliments. The works published in the 1910 volume are now in 

the Victoria and Albert Museum, London. 
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47. Walters Art Museum, acc. no. 48.130 l. N. Acasoy and J. Raby, lznik 
(London, 1989), no. 569; S. Blair andJ. Bloom, eds., Images of Pnrndisl! 
in 1.damic Art(Hanover, N. H., 1991), cat. no. 30a. 

48. W:1.lcersArr Museum, acc. no. 48.103 1. Guide to rht! Colll!ctions, I 01; 
L. Golombek, R. B. Mason, and C. A. Bailey, Tanu:rlanl!'s Tableware: A 
New Approach to the Chinoiserie Crramics of Fifteemh- and Su:1eenth­
Ce111ury /nm (Cosca Mesa, CA, l 996), 290 (pl. SO) and 250 (pl. X). 

49. Walters Arc Museum, acc. nos. 48.1100 and 48. 1300 

50. Kclckian, The Poneries of Persitt (Paris, I 909), 8-11. 

5 I. D. Kelckian, The Ke/ekian Collecrion of Persian andAnalogrms Potteries 
1885- l9J0(Paris, 1910), unpaginared preface. Inasmuch as "the beaucifol 
ponerics" were pan of Kelckian's inventory as a dealer, his hyperbole here 
probably should be understood a5 a marketing or promotional raccic. 

52.111c luster vase may be \)½Jrcrs Art Museum, acc. no. 48.1246, although 
rhere is otherwise nothing that dclinitely links this piece m Kelekian. 

53. Notwithstanding chis advice, Walcers did acquire quire a number of 
object.~, pa.rcicularly mina'i, chac are composed of um-elated fi-agmems 
and heavily overpai.nred. See also Johnscon, Retirmt Collectors, 195. 

54. Walters Art Museum, acc. no. 54.456. Guide to the GJ/lmions, 99 
and 106-7. 

55. Walters' archives, lecccr dared 15 February I 9 I 7. The documcnc is 
cyped and may have been transcribed from a handwrirren original, which 
may explain irs somewhat fracmred epistolary scyle. The parenthetical 
commenrs-induding che seemingly co.nrradicrory characcerizacion of 
rhe Yunus ibn Yusuf ewer as "Arabic Ewer (Persian)!!.....:irc caken directly 
from the cyped document. Noc surprisingly, Kelekian also stressed what 
Russell, From Ninevl'h to Nl'w York, 132, apdy has cal.led the "noble 
pedigree" of works offered to other clients. Edward C. Moore-whom 
Kelekian refers to as "Moore (ofliffuny)!!.....w:is responsible for introducing 
1iffuny and. Company's "Sarnccnic"' line of silvcrw:ire based on Islamic 
meralwork. I am grarefol to Bill Johnston for this gloss. Moore WJ.S also 
an avid collecror and a great bcnefucror of rhe Metropolitan Museum 
in New York-an inscimcion d1:1t Henry Walters also supporccd as a 
member of the Board of Trustees for many years (sec Johnston, &1icm1 
Collectors, 131-32, I 75-76, 198; Jenkins-Madina, "Colk-cting the 
'Oricnc,"" 76-80). 

56. T. J. Farnham, "The Yerkes Collection," Hnli, I 01 (November 1998), 
82- 83, 85. As Farnham has documented, 83, Henry used someone 
ocher than Kclekian ro bid for him at the Yerkes sale. His agenc outbid 
rhc Merropolimn, exasperating Wilhelm Valenriner who represented 
the New York museum. Four of Henry's five purchases belong today co 
the Walters Art Museum (acc. nos. 81.3, 81.5, 81.6, 81.7); apparently 
the fifth rug. originally in Henry's living room and sold in 1941 as part 
of his widow's escare, is now lose. 

57. Co/lertio11 Keltkia11. 7t1bleaux de /'£role Franmist: Modmu (Paris. New 
York, and Cairo: n.p., 1920). 

58. R. Fry, "Modern Paintings in a Coll1.'Ction of Ancient Arr," 77,l' 
B11rli11gw11 Mtig,reine, 37 (December 1920), 303-9. lkprinrcd in /Uusm11<d 
Cntn/,ogue of the Notable Privntt Collection. 

59. Jllustmtl!d Cn11dog11e oft!Jt' Notable Pri/ltlll! GJ/kctio,L t-.-lr. Walters' lack 
of interest in this sal~nd presumably III iis contencs--is reinforced 
by the fucc rhac che catalogue was noc in the exteru.iw reference library 
rhar form1.>d pan or his 1931 bequest. 
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60. See the passage from Kelekian, Pourrics of Pm-ia. ·nie Legion of 
Honor award is menrioned in Kdekian's New }~rk 7ima obituary, 31 
January 1951. ·nie dealer had his porrrait painced numerous times by 
artists whose careers he supported. Many of rhesc paintings were exhibited 
in New York in 1944. The imroduccion co che exhibirion caulogue 
emores that "no colleccor in America, during the first two decades of the 
cencury, was more alive ro che importance of modern French painter..: 
no one more convinced dm Cezanne and his followers were n1.151en. of che 
first and mosc indubitable order." F. Crowninshield, in Kelekinn ,,s the 
Artist Sm Him (New York, 1944), n.p. Ocher publications rela1ed 10 

Kelekian's modern collccrion are ciced in the appendix of An Orimr,1/is. 
Sec also J. Rewald, Clzam1t! and Ammr,1: De,tlers, Collectors. Anises 111ul 
Critics, I 89 l- 1921 (Princeton. N. J .. 1989), 319-21, 341-42. 

61. For che painting by Gerome (Walters Arr Museum, acc. no . .i7.34), 
S(.'e note 44. The other painrings referred co here are acc. nos. 37.6 
(Delacroix), 37.136 (Schreyer), 37. 105 (Villegas), 37.82 (Clairin). Sc.-e 
Johnston, Ninmemh-Cm111ry Pni111ings, cac. nos. 13, 195, 219, 134. 

62. Walrers Arr Museum, acc. nos. 37. I 9 I (Forcuny, purcha.'1.-d 1898); 
37.883 (Gerome, purchased 1917); 37. 169 (Weeks, purchased from the 
artist's cscare in I 905): 37.887 (Ingres, purchased 1925). :c Johnston, 
Ninmemh-Cnuury Pt1111ti11gs, cat. nos. 215, 110. and 6: ai1d Edwarth, 
Noble Dre,mu, car. no. IO (for Weeks' !11tmor ofrhe Mosq11,-nt Cordoba). 

63. The essays in Edwards, Noble Drl'ams, offer addicional cont~cs 
within which co consider the impact of che Islamic ~orient on the 
Uniced Scares. See also S. Vcrnoic, ed., Disrovering Mnmir Art: Scholars, 
Co/kctors mid Collmions, 1850-1950 (London and New York, 2000) 
where the focus is primarily on Great Britain and Europe. 

64. lne museums current :i.urom:ued provenance records specify Kelekian 
as a source for only 3bout one-quaner of the mral Islamic collection. 
William Johnscon agrees, however, that chc acrual cally oflslamic worb 
sold by Kelekian ro Walters \V-JS doubtless much higher. The museum 
also acquired objects from the Kclckian cscare after his death, such as an 
lz.nik plate decorated wich a cypr=, tulips, and roses (acc. no. 48.20S7). 

65. Crowninshield, in Kl'ltki1111 ,u thl' Artist Sers Him, 11.p. (sec .tbove, 
note 60). 

66. According 10 a Jeerer he wrote Dorothy Kent Hill, Curator of 
Ancient An at the Walters, on 12 Febru31) 1975, Charles Kclckian fir.c 
meet Mr. Walters in France in 1919 wand from then on, I helped him 
in his selections and rransactions with my F.uher, up 10 rhe time or his 
dt:ath." Omles carried on the Kclekian fumily bu.\inos long :mer both 
Dikran and Henry had passed away, and in 1966 he: sold the W.1Jce~ 
An Gallery a so-called Golden I lorn plate \,ith fine ~piral designs (:ice. 
no. 48.2251). The \V.1.1,ers also own~ J charming p:i~cd portrait of 
Charles Kdekian ar age rwdvc by Mary ~salt (acc. no. 373656), who 
had been n friend ofboch Dikran Kdekian and Henry \'q,tlcm. William 
R. Johnsron, •Reo:111 Acquisition: Mary Ca55att's PonrJJt of Ch.ull:$ 
Dikran Kelekian,~ \'(lafurs Arr C,1/kry 8111/mn, 46 (f.cbruary 1993). 2. 

67. The first pan or rhis quotation comes from a \raff mcmor.mdum 
rt.'Cording Charles's visic (~ note 38). The 5«on<l half como from 
Charles's letter LO Mi~ I lill, cited in the previous nou:. Admi1tedly the 
younger Kclekian would wane to c.1st the rcl;11ion~lt1p bccwa:n hii 
father and I lenry Walters, one of the i,enior Kc:leki,m\ nuin cw,wmers. 
in ~mpa1hc11c and l'VCn nostal~i.: tc:rrm, especial!\ in light of hi~ own 
interest in conrinuing co do bu.,mos Wllh the \'<falters Art (,.tllery. 

r110 roe R \PII \: fig. I. 1cw York. Pierpont Morgan Libr.uy. fig. 2. 
Alfredo Valenti; Ii~. 3-12, B.ilcimore, Walter. <\rt ~lw,cum. 



«Searching for the New": Later Safavid Painting and the Suz u Gawdaz 
(Burning and Melting) by Nau'i Khabushani 

MA S SUMFII FARHAD 

Nau'{ Khabushani's Suz u G~wdaz (Bu ming nnd Melting) WtlS 

one oft he most .fi-equently iliusmued texts in mid-seventeenth­
century Safovid Iran. Set in Mughal India, it recounts the 
story of n Hindu bride who decides to join her husband on the 
fimeml pyre. A copy in the Walters Art Museum (w.649), 
owned and illustrated by Muhammad Ali, one of the lettding 
painters of the period. highlights the artistic and historical 
importance of this text within the Inter Snfavid period. 

'7-1he SaF.wid dynasty (1501- 1722) is associated wich some 
l. of che most excraordinary paintings and illustrated 

manuscripts ever produced in Iran. Apa.re from che cele­
brated Tahmasb Shah11111na (Book of Kings) completed 
ca. I 522-45 and Sul can Ibrahim Miruis Haft nwrang 
(Seven Thrones) dared ro 1556- 66, che work ofSadiqi Bek 
(A. l 570s-t610), RizaAbbasi (A. 1587-1635), and Ali Quli 
Jabbedar (active in che lase half of the seventeench cenru.ry) 
arrest co rhe richness of che arts of book during rhis period. 
While recent scholarship has offered invaluable new insight 
into rhe production and patronage of several sixreen rh­
cenrury manuscripts, it has paid relarively lirrle attention 
co the sevenceench century, wirh che exception of rhe work 
ofRiza Abbasi, rhe celebrated painter ac the court of Shah 
Abbas (r. 1587-1629).1 

Particularly admired for h.is inventive use of line and 
bold experimenrarion with color, Riza Abbasi's work is 
considered rhe embodiment of sevenreenth-cenmry 
Persian aeschetics and the standard for assessing, and often 
dismissing, lacer Safavid pictorial arts (fig. I). le has even 
been argued chat Rizas impact upon the seventeenrh 
cenntry left subsequent artists little akemative but co work 
in the "European mode," which ultimately led to rhe 
decline of traditional Persian painting.? 

Riza Abbasi's artistic legacy norwichscanding, a 
manuscript such as che 1068/ 1658 Suz u Gttwdaz (Burning 
and Melting) by Muhammad Riza Khabushani, known as 
Nau'i, 1 now in the collecrion of che Walters Arc Museum 
(W.649), suggests that lacer sevenceemh-cemury painting is 

a far more complex and nuanced tradition chan one simply 
emulating western arcistic concepts. 1 

Fo llowing Riza Abbasi's death in 1635, nor all 
seventeenth-century arrisrs embraced European pictorial 
conventions with equal enchusiasm or to the same degree. 
For insrance, Riza's best-known srudent and follower, 
Mu'in Musawir, who enjoyed a remarkably long career 
from ca. l 630s co L690s, seems to have rejected western 
ideals altogether and, like bis master, continued to explore 
rhe artistic potential of pure line and color.' Shaykh Abbasi 
(fl. ca. 1645- 85), on the ocher hand, looked towards India 
as a new source of inspiration. Favoring idealized figures in 
Indian costume, his paintings are notable for their soft 
palette, smoothly graded modeling, and receding landscape 
setting." Riza Abbasi's son, Sha£ Abbasi, (A. 1634-56) 
specialized in elegant bird and flower compositions, 
inspired by similar Mughal models and European herbals 
chat had become readily available in seventeench-cenmry 
Iran." TheworkofMuhammadAli (che artist of che Walters' 
Suz u Gawdttz), Muhammad Qasim, and Muhammad 
Yusuf, all active in che m id-sevenreench cennuy, represents 
yet another piccorial sryle--an amalgam of botb Indian 
and European formal and iconographic conventions 
adapred to Persian aeschetic norms. It was nor w1til the 
1660s that artisrs such as Muhammad Zan1an and Ali Quli 
Jabbedar began to focus sysrematically on European­
inspired mythical, religious, and hisrorical subjects, furcher 
enriching che formal and rhematic range of later Safavid 
painring.8 In addirion, most later seventeenth-century 
painters worked simultaneously in diflerent techniques 
and formats, ranging from lavishly painted manuscript 
illustrations ro individual colored drawings and quick ink 
skecd,es intended for albums (muraqqa's).9 More impor­
tancly, chey no longer relied solely on royal support, but 
worked independently for a broader, more diverse group 
of patrons beyond che courc.10 These included wealthy 
merchants, sud1 as Muhammad Taqi Tabrizi,11 or Qarachqay 
Khan, rhe governor of Mashhad under Abbas U (r. 1642-66) 
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Fig. I. "Barefoot youth," signed by Riza Abbasi, Iran, ca. I 600. 
Lichrensrein, Art and History Trusr. 

and a member of the corps of royal slaves (ghulam-i khassa), 
che new adminisrrative dass created by Abbas l. Trained 
and educated at the court, rhese Armenian, C ircassian , 
and Georgian converrs to Islam becam e active patrons of 
boch ardtitectu.re and painting to express their growing 
policical, social, and economic starus. ii T he sheer number 
of seventeenth-century single-page compositions also suggesrs 
char many were intended for sale on the open marker and 
to anonymous patrons, which explains in pan the greater 
need for artists to identify themselves by signing and 
inscribing their work, a practice chat became common in 
seventeenth-century Lran. 11 

Although some of the changes in Lhe practice and 
patronage of sevenceench-cencury Safuvid painting can be 
traced back to ac least the last quarter of che sixteenth 
century, they became increasingly predominant after the late 
1630s, giving rise co a new arriscic idiom, as is manifesLed 
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in the Walters' Suz 11 Gawdaz To consider the manuscript 
according co the norms of the past or within a framework of 
culntral and arriscic binaries, therefore, undermines its dislina 
features and historical importance within the remarkably 
heterodox visual and literary cturure of ics own period. 

The text of the Suz u Gawdaz' presents a significant 
departure from earlier Safavid illustrated manuscripts, 
whid1 tended ro be familiar literary classics, such as 
Firdawsi's Shrt.hnama or the lyrical poetry of Nizami, 
Hafiz, and Sa'di. Ser in India, the rexr recounts the story of 
a young Hindu woman who commirs snti, the Hindu 
practice of self-immolation or widow-burning, by joining 
her deceased groom on the funeral pyre--a rather unusual 
sub jeer for a Persian text.'' Curiously, the Suz 11 G,twdaz 
enjoyed far greater popularity in l ran than in India, a fucc 
char will be discussed shortly. At least five copies and two 
decad,ed iUusrrarions of d1is story were commissioned 
between the lace 1640s and 1650s in Safavid Iran: cwo 
manuscripts are housed in the collection of the Chester 
Bearcy Library, Dublin, and one each in the collections of 
the Israel Museum, Jerusalem, and rhe Bibliocheque 
Narionale. Paris."· The climax of che narrariv~thc scene 
of sati-is also d,c subject of a lunerre in Lsfu.han's Chihil 
Surun palace, completed by Shah Abbas If in 1647, funher 
arcescing the impon ance of Nau ' i's ccxt in rhc mid­
scve nceenth cencury (fig. 15). 1 In con trast, only one 
Mughal illusaaced copy of the Suz II Gmvdnz is known, 
which has been arrribuced to a provincial workshop." 

The author of the rext, Muhammad Riza Khabushani, 
was one of the many Persian poets who migrated to lnd ia 
during the sixreench ccnrury. Mosr scholars have aurib­
uted chis exodus ro economic reasons, arguing that rhc 
legendary wealth of the Mughal courts provided Persian 
poets wirh an arrracrivc inccncive ro seek their fortunes in 
lndia. 19 By che sixteenth century, professional poet~ in Jran 
were also competing for patronage with both amaceur and 
parc-cime poets, among chem craftsmen, anises, and 
merchants, and may have been therefore "lured away by 
the new, rich markets of India." ,., 

Nau' i Khabushani figures prominently in ~evcral 
contemporary Indian and Persian sources. According co 
Mu Ila Abd-al Baqi Nahavandi's Mniithar-i rnhinu 
(Tradi tions of Rahimi), wrirten in India in 1025/1625, 
Nau'i was born inro a mercantile fumily in Khabushan, 
present-day Quchan, in rhe norch~tern province of 
.Khurasan.21 In his youth, he moved wich his fucher to 
Kashan, one of che important commercial ccncer., in Iran 
for borh Indian and European cradcrs, where he studic..-d 
with the great poec Mullana Muhrasham (d. 1588) before 
recuming co Mashhad. 1• l11c fizzlmu-y, mnykh1111,1 (Mt.1moir.. 
of the Tavern), composed in 1028/ 1618 by Ab<luJ- ab, 



Fakhr-al-Zamani Qazvini, maintains char Nau'i rhen left 
wirh his father for Gujarat, where a prosperous relative 
supported rhem and evenruaJly financed rheir return co 
Khurasan. Following his father's dearh, Nau'i reportedly 
squandered his inheritance and decided to leave once 
again for India. In L-ihore, he encered the service of Mirza 
Yusuf Khan (d. 1601), a highly respected Persian emigre, 
whom Akbar appointed governor of Kashmir in 1587.iJ 
Accompanying Mirza Yusuf Khan co Kashmir, Nau'i 
esrablishcd a repurarion for both poetry and archery as 
well as his excesses (iftnt), lack of principles (bi-qaydz), and 
free spirir (/,n.vnnd1V4 Norwithscanding these characreriscics, 
when Prince Oaniyal (1581-1614), Akbar's youngest son, 
visited Burhanpur, he was greatly impressed with Nau'i's 
lircrary calencs and asked him co join his court. Here, the 
poet composed a Saqinamn (Book of the Cupbearer), for 
which he received 10,000 rupees, special robes, an Iraqi horse, 
and an elephant chai n (znnjir-i fi~. i\ Shortly afterwards, 
Nau' i wrote che Suz 11 Gawdaz, in which he identifies 
Daniyal as its parron.21• 

Prince Daniyal died in 1614, ac che age of thirty-three, 
from excessive consumption of wine, and Nau'i spent the 
lase years of his life ac chc court of Mirza Abd al-Rahim 
Khankhanan (1556-1627), rhe most inAuential noblemen 
and patron of both painting and poerry under the emperors 
Akbar (r. 1556- 1605) andJahangir (r. 1605- 27). Raised ar 
Akbar's court, Abd Rahim was appoimed governor of 
Gujarat in 1575 and in 1584 received the title khan­
khanan (lord of the lords), a ride also held by his father 
Muhammad Bayram Khan, who had been murdered in 
1561. Five years later, he was appointed vakiL al-snltantt 
(vice regent of the empire) and spem much of the lase cbircy 
years of his life assisting various royal princes, including 
Daniyal, in subduing the wealthy kingdom of the Deccan. 

A passionate bibliophile, Abd Rahim's personal library 
was reputed as one of the marvels of the age and reportedly 
received some one hundred visitors daily. In addition to 
the celebra.ted copy of the Ramayana (1587-98), now in 
rhe collecrion of the Freer Gallery of Art, Washington, 
D.C., he commissioned and refurbished a number of ocher 
rexes, such as the 1616-17 Rttzmnama (Book of War) and 
a copy of che Shahnama (Book of Kings).0 Proficiem in 
several languages, Abd Rahman wrote poetry in both 
Persian and Hindi under the pen name "Rahim" (the 
Compassionate) and translated the Baburnama from Turki 
inro Persian, which he presented to Akbar in 1589. His 
courr became the refuge of poets, painters, and calligraphers, 
and his lavish support of proreges became proverbial. 
Nau'i Khabushani was also among chose who enjoyed the 
Abdul Rahim's generosity and reportedly was weighed in 
gold for his qasidas, long monorhythmic odes.u The poet 

Fig. 2. "Nau'i promarcs himself in fronc of Prince Daniyal," from a 
manuscripc of the Suz u Gaiudaz by Nau'i KJ,abushani, Iran, A.H. 

I 068/A.D. 1657-58. Balrimore, Walters Arc Museum, W649, f. 5. 

died in 1610 at the age of forry-nine at Abd Rahim's court 
in Burhanpur.29 

1n general, Nau'i's work is praised by his comemporaries. 
Nahavandi scares chat among the taza guyan (fresh/new­
speakers), his poetry is refined (na.fis),J1J although some 
people refer ro ic as shutur u gurba, literally, camel and cat, 
"meaning chat you find chaff and grains togecher." 11 The 
term taza guyan refers to poets composing in what is more 
commonly known as the Indian sryle (sabk-i hindi), which 
was particularly favored at the court of Abd al-Rahim 
Khankhanan. Coined only in the cwemietl1 cenrwy, the 
term tends ro be misleading since the scyle was actually 
developed by Persian poets in the lace fifceend1 century, 
even if many subsequently moved ro India. Equally popular 
in Iran, Cenaal Asia, and Ottoman Turkey, in addition to 
India, chis poetic scyle is known in concernporary sources 
as the "new sryle" (shiva-yi taza).32 
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Fig. 3. "The youth confesses his love ro his father," from a manuscript 
of chc Suz II Gawdaz by Nau'i Khabushani, W.649, [ 9. 

Like rhe conventional characterization of later 
sevenreench-cenrury painting, Safavid-Mughal poetry has 
often been viewed as "a licerarurc of decline.'' lts use of 
convoluted syntax, colloquialisms, and unusual similes 
and metaphors, what Nahavandi perhaps means by the 
term "camel and cat," has been criticized for an excessive 
preoccupation with style and rhetoric at the expense of a 
dear expression of ideas and emotions, which characterized 
earlier poecry.1' In his srudy oflater Persian poeric rradfrion, 
Losensky has maintained thar the pcrsisre.m focus on 
rhetorical flourishes within Safuvid-Mughal poetry has 
undermined its communicative and arriscic aspccrs, not to 
mention ics remarkable literary djversity." '-1 It is re.mpring 
to argue that lacer sevenceenth-cenrury Sa.fuvid painting 
has also suffered from a similar narrow approach, one char 
has disregarded irs tremendous stylistic variety and hybrid 
pictorial language as innovations towards a new an<l 
broader pictorial idiom. 

Nau'i modeled his matlmavi" on Ni1.ami's celebrated 
lace cwelft:h-cenrury Khu.sraw u Shirin, both in terms of irs 
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Fig. 4. "The bride wirh her mochcr prepares hcrscfffur chc wedding," from 
a manuscript of Lhe Suzu G,11~by Nau"i Khabushani, W.649, [ IOv. 

literary mode and choice of cicle. According co Losensky, 
in Safavid-Mughal poetry, rhe binary pairing of metaphors 
either in the form of actual names, such as Asifi's Daston­
i Jnmnl u jn/11/,, or abstracted examples, as in chc case of 
Nau'i's Suz u G11wcktz, refer back ro Nizami's models, 
including borh his layli u Majmm and Khusmw u Shiri11. 

ln his introduction, Nau'i explains che underlying 
reasons for composing the Suz u Gawdaz. One night, his 
patron, Prince Daniyal, summons him into his presence 
and complains char, 

The old songs weary my heart, they case diamond 
dust on rhe ear of rhe lover, How long must we rL-:id 

the tale of the nightingale and Lhc morh? And how 
long shall chese drt>a.ms suffice? 

lr is better far co hear none ar all chan ro read these 
wearisome rales: lf we read ar :ill, lcr it be what we have 
seen and beheld ourselves. . . . ing a new song with 
chy sweer voice, so char rhe flower may mdc in the 
flower and rhe thorn in rhc thorn. 



Fig. 5. 'The bridegroom is buried under rhe collapsed building," from 
a manuscripr of the Suz II GnwdJzz by Nau'i Khabushani, W.649, f. 13. 

The love-story of Farhad and Shirin has grown old 
and lose ics savor, like the remains of a feast or lase 

year's aJmanack .... Create for me a new spring of fire, 

and light such a torch wi.th your pen as shall cmer 

every heart/' (fig. 2) 

In response, Nau' i composed a tragic story of a young 
Hindu couple set during the reign of emperor Akbar (r. 
1556-1605), Daniyal's father.JS The accual narrative begins 
with the description of the ardent love of a Hindu youth 
for his childhood companion. On reaching maruriry, he 
confesses his love ro his father (fig. 3), who consents to his 
wishes co mru·ry the young woman and sends a messenger 
co her parents. Overjoyed ac hearing the news, the young 
woman and her mother prepare for the wedding (fig. 4). 
On the morning of the nuptials, the youth is overcome 
with a sense of foreboding, and as he rides cowards his 
beloved's house, he scops under a tall mud building co rest. 
Unbeknownst co him, years of rain had weakened the 
structure, and as soon as the u-wnpets and drums are 
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Fig. 6. ''17-ie bride accompanies die youd1's coffin," from a manuscript of 
the Suz u GnwMz by Nau'i Khabushani, W.649, f. 14. 

sounded co annow1ce his arrival, the building collapses, 
burying him and his companions alive (fig. 5). Shattered 
and discraughc, the bride accompanies her groom's coffin 
ro the fi.meral pyre and decides co commit sati (fig. 6). 
When her family and friends fa.ii co dissuade her, Emperor 
Akbar, who had heard about the incident, decides co inter­
vene. He promises co adopt the young bride and provide 
her with every possible comfort, but she remains steadfast 
in her decision, preferring death co a life of luxury and 
privilege (fig. 7).39 Finally, Akbar accedes to her wishes ru1d 
asks his son Oartiyal to accompany the girl to the pyre. On 
route, Da.niyaJ pleads one lase time with rhe youngwomru1, 
bur she remains resolved co join ber deceased groom (fig. 
8). At the sire of the pyre, she bids her companions 
farewell and climbs into the fire (fig. 9). 

The only known Mughal copy of the Suz u Gawdaz 
includes three illusrrations thac are executed as tinted 
drawings (nim-qa/,am) and have been amibuted co the 
1630s. Although this manuscript constitutes the earliest 
illustrated Suz u Gawdta., neither irs style nor choice of 
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Fig. 7. ''The bride before Emperor Akbar," from a manuscript of the 
Suz II Gawdnz by Nau' i Khabushani, Iran, W.649, f. 16. 

compositions bears any resemblance ro those illustrated in 
Safavid [ran, wh.icb muse have been created independently 
of the Mughal version.•0 

The Walters' Suz u Gawdaz is one of the most 
elabome copies of the text. lrs signed and dared colophon 
(fig. l 0) reads, 

The lowly lbad-allah ibn Sa'id Murad al-Husayni 
copied it with his broken pen as a souvenir lyadigan] 
for the Mani of the rimes, the greatest of painrers, 
master Muhammad Ali the painter from Mashhad. Ir 
was copied at tl1e end of che monrh of Safar I 068 
[November 1657). 

While me callig rapher of the Suz II Gawdttz is otherwise 
unknown, Muhammad Ali, to whom the manuscript is 
ded icated, was one of me most prolific painters of mid­
seventeenrh-cenrury Iran. None of che paintings in the 
manuscript is signed, bur stylistically they are consistent 
with Muhammad Alis identified compositions, suggesting 
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Fig. 8. wDaniyal accompanies rhc bride co the funeral pyre," from ,l 

manuscript of rhe SttZ II Gau,dm. by Nau'i Khabushani, W.649, f. 17v. 

char he was born the owner and artist of the \X/alrers' Suz 
u GawdhZ The only omer Safuvid painter co have illusrrared 
his own manuscript is adiqi Bek, whose personal copy of 
tl1c 1593 Anvar-i S1dJOy!i (Ligh c of Canopus) includes 107 
of his pa inrings.i 1 Alrhough Muhammad Ali is not 
mentioned in any of the contemporary historical or literary 
sources, his comparison co d1c "Mani of time," the mythical 
Persian painter pnr excellence, confirms the high social and 
artistic srarus he musr have enjoyed among his peers. 

Muhammad Ali was active from ar least the 1640s co 
the 1650s, and his nisbn (d1c descriptive parr of a Muslim 
name chat refers to a geographical locarion, a family, or a 
profession) "al-Mashhadi" suggesrs that he was associatt.-d 
with the city of Mashhad in norrhcasrcrn Iran. According 
co a drawing signed "Muhammad Ali ibn Malik al-Husayn 
Tsfahani,"•' the artist was also rhc son of Malik aJ-Husayni, 
another paincer and a contemporary of Ri1.a Abbasi. Mal ik 
al-Husayni conuiburcd a signed, double-page fromispit.-ce 
co a Shalmnmtl, dated 1058/1648 and commissioned by 



Fig. 9. "The union of rhe couple on rhe pyre," from a manuscript of chi: 
Sta u Gnwdttz by Nau' i Khabushani, WG49, f. 19v. 

d1e Armenian ghulam Qarachqay Khan, previously identified 
as the governor of Mashhad under Shah Abbas fl. This 
manuscript, one of che most lavishly illustrated rexes of the 
mid-seventeenth cenrury, also includes numerous illustrations 
by Muhammad Ali."' According ro the introduction of a 
Persian cranslacion of Abd al-Rahman al-Sufi's Kitab-i 
knvnkib nl-snbitn (Book of Fixed Scars), completed in 1042/ 
1632 and prepared for Manuchihr Khan, Qarachqay Khan's 
father, Malik al-Husayni was responsible for the text's 
extraordinary tinted drawings. On purely scyliscic grounds, 
ic has recently been suggested chat chese large-scale 
compositions are more cypical of Muhammad Ali's work 
and should be arcributed co him. 1·• 

Following tradirional artistic practice in Iran, Malik 
al-Husayni was probably responsible for his son's artistic 
training and therefore influential in the formative years of 
Muhammad Ali's career. By the 1640s, however, Muhammad 
Ali had dearly developed his own disrincc style, which 
underwent little change in che next decade. With che 

Fig. 10. Colophon, from a manuscript of rhe Suz u Cawdaz by Nau'i 
Khabushani, Iran, W.649, f. 21. 

exception of che Wal cers' Suz u Gawdaz, om scant knowledge 
of Muhammad Ali's career is gleaned from his signed, 
single-page drawings, often highlighted with light washes 
of color and gold.1

~ A competent draftsman, Muhammad 
Ali emphasized line over color, and his relatively simple 
compositions are notable for their strong graphic qualicy. 
Small and intimate in scale, they frequently represent ide­
alized youths, young women, or elderly shaykhs, either 
shown seared or standing in a landscape. Some of his 
drawings were inspired by rhe work of Riz.a Abbasi or the 
lace sixteench-cencury painter Muhammadi, which he 
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Fig. I I. "A bearded man and a woman in a landscape," from a dispersed 
copy of the Div,111 of Hafiz, dared A.I I. I 069/A.D. l658-S9. \½shingcon, 
D.C., Arthur M. Sa.cider G-allery, Smithsonian lnstiturion, $86.3 18. 

reimerpreted in his characteristic scyle. 1
h In most instances, 

however, he repeatedly refers to his own idealized cypes 
and compositions with minor modificacions co the pose, 
props, or landscape setcing, lending his work a distinct 
visual homogeneity. These album pages appear less as 
in dependent, self-contained images and more as variations 
on certain circumscribed subjects, which muse have been 
parcicularly in demand by his patrons. 

Like ocher leading sevenreemh--cenrury Safavid painters, 
Muhammad Ali also conuibured co several manuscripts. 
ln addition ro che Walters' Suz u Gawdaz, he worked on a 
text devoted co the barcles of Imam Ali (Akhbar-i ulyn 
fi ghazawat-i murtiziyya), compleced in 1047/ 1657, and 
che Windsor Shahnama (1058/1648), which opens with a 
double-page fronrispiece by h.is father Malik al-Husayni, as 
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already mentioned. The largest number of his composirions, 
comprising lightly tinted drawings, are found in rwo 
manuscripts of the Divan of Hafiz, one in rhe Topkapi 
Sa.ray Library, dated 1050/1640, and a second dispenied 
copy from I 069/ I 659 (fig. I J ).'' While Muhammad Ali's 
text illustrations show greater thematic and compositional 
variecy, they also tend to be relatively simple and focus on 
che mosc essential elements of the narrative. The originality 
of Muhammad Ali's manuscript illusrracions, like char of 
his album-pages, depends less on his choice of subjecr 
matter or composition and more on rhe adaption, trans­
formacion, and "persianizacion" of new arrisric conventions, 
in particular the concept of modeling and shading. 

Safavid fascination with these novel pictorial ideals has 
been generally amibuted to the in Aux of European adven­
turers, merchants, diplomats, and clergy, who visited Iran 
in increasing numbers following the accession of Shah 
Abbas I in 1589, drawn in large part by his attempts co bolster 
trade with the Wesc.•i Demand for European luxury goods 
in lra.n also increased after cl1is period. In his Etat de /11 
Perse en !660, Raphael du Mans, the head of rhc Capuchin 
order in Isfahan, recommended Frend, luxury goods such 
as clocks, watches, crysrals, chandeliers, and paintin~ of 
bartle scenes and of princes and princesses ro be exported 
co Jran.1'' Several European craftsmen and painters, such 
as che Dutchmen Philip van Angel and Heindrick 
Boudewijin van Lockhorst, also serried in Iran in the later 
seventeenth century co satisfy the new demand for western 
works of arc.'° Yet another source for European-scyle pain tin~ 
was the Armenian suburb of New Julfa, notable for its 
many churches and private residences, embellished with 
lavish religious and secular paintings. New Julfu was also 
home co numerous painters, manuscript illuminacors, gold­
smiths, and silversmiths, who worked either independently 
in local workshops or ar the afuvid court arcliers." 

To enrich this visual mix even funher, Indian painting 
from both the Mughal and Dcccani courcs, which had 
embraced European picrorial conventions and subject mmcr 
since the larcer part of rhe sixteenth cenrury, probably served 
as one of che most import.am cicalysts.'' Anises and craftsmen, 
like poets, moved frequently back and forth between India 
and Iran, and the long-standing commercial, diplomacic, 
and artistic ties between rhe two powers fucilirarcd chc Aow 
ofluxury goods and works of art. ' The "indiani1..cd" com­
posirions ofShaykh Abbasi and Bahram ufrakish or hafi 
Abbasi's bird-and-flower compositions, not ro mention the 
the large reception scenes of the Chihil urun p:ibcc, all aucsc 
co Safuvid inrcresc in and fumiliariry with Indian pictorial 
convencions in the scvemcench century. As a tradition that 
had already selected, uansfonned. and inrcgr.1red Wl.~tcrn 
artistic ideals into ic:. pictorial language, Indian painting 



Fig. 12. "The bride with her mochcJ prepares herself for the wedding," 
from a manuscript of Lhc S11z u Garudaz by Nau' i Khabushani, Lran, 
auributable co the early 16S0s. Dublin, Chester 8<..'3tty Library, MS 
268. f. 16. 

may well have served as an intermediary for w1derscanding 
European convenrions for the same Safavid artists.~1 

The sources for d1e hybrid scyle of che Walters' St!-Z u 
Gmvdaz illustrations, however, defy clear identification, 
for che principles of modeling and shading served a 
different purpose for Muhammad Ali rhan for either his 
European or Mughal counterparts. Instead of using chese 
conventions uniformly to create a sense of optical naturalism 
and co approximate che visual appearance of the figures and 
their sercings, he has O'ansformed them inro cwo dimensional 
decorative designs, employed co draw attention ro select 
composirional features. As is evident from the paintings of 
the Suz u Gawdaz, modeling is generally relegated co che 
secondary feacures of the composition, in particular co the 
background. ln the scene of che bride and her mother (fig. 
4) or Daniyal accompanying the young woman to the 
funeral pyre (fig. 8), Muhammad Ali has lighdy stippled 
che grass and highlighted the tree's lush foljage and gnarled 

Fig. 13. "The bride prepares for the s,u~" from a manlllicript of the Suz 
11 Gawdnzby Nau'i Khabushani, Iran, amiburablc co che .::arly 1650s. 
Dublin, Chester Beatty Library, MS 268, f. 31 v. 

bark, wh ile che figures are devoid of any suggestion of mass 
and volume. For me a.rrisc, modeling served nor co create 
a sense of depch bur to define che individual forms and co 

enhance their surface design.'' Far from recedi ng visually 
and conceptually in his compositions, me secring has gained 
greater visual weight, suggesting a new picrorial balance 
between rhe figures and their background that runs 
counter to western notions of pictorial hierarchy. Thus, 
Muhammad Ali's paintings still conform co traditional 
Persian pictorial norms in which disparate elements were 
given equal emphasis and defined by their relationship co 

each omer rather than by a perspectival scheme. His selecrive 
use and "persianizarion" of modeling and shading seem 
less an attempt co emulate che European or Indian mode 
than an effort co forge a new, hybrid pictorial idiom. 
While drawing on the past, rhis new scyle also expanded 
the traditional norms of Persian painting. 
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Fig. t 4. ~The bride prep= for lhe snri,,'' from a manuscript of chc S11z 
11 Gttwdnz by Nau'i Khabushani. Iran, attributable to the 1650s. 
Dublin, Chesrer Bean:y Library, MS 269, f. 26. 

Muhammad AJi's treatment of chc figures also 
suggests his indebtedness co new pictorial sources. As 
Nau'i's narrative unfolds in Mughal India, rhe men are 
depicted wearing Indian-style turbans, which tended ro be 
smaller and flatter than contemporary Safavid rypes. For 
his female protagonist, Muhammad AJj has used his artistic 
license to imroduce a new and mildly erocicized female 
figure into the piccorial cyde. In al1 bur one illu.marion, 
the heroine is shown bare-breasted, an iconographic feature 
chat was nor required by the text. 

Single images of seductive or sca.ncily dressed females, 
created for albums, became increasingly popular in lran 
after the lace sixteenth century. Some were inspired by 
European models, such as Riza Abbasi's 1595 Sleeping 
Woman, based on a print by che lralian artist Marcantonio 
Rrumondi,~· while others, like Muhammad Qasim's Standing 
Nude and lovers, suggest that Safuvid painters soon dc..-vcloped 
cheir own eroricized types, which became parr of the 
standard repercoire of later Safavid subject macter. 
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The heroine of Muhammad Ali's Suz u Gawdaz illus­
trations was probably based on a European or more likely 
Mughal model of an allegorical figure. Such images were 
first imroduced co India by the Portuguese in rhe 1580s 
and became an important piccorial source for several 
artists, including the celebmted court painters Baswan (A. 
L560s-90s) and his son Manohir (fl. I 580s-l 620s).~Their 
subtly modeled drawings are faithful copies of European 
originals, whiJe Muhammad AJi has transformed the 
figure both formally and conceptual1y according co Safavid 
aesrherics and inserced her inco the Suz u Gmudnz picrorial 
narracive. He may simply have been intrigued by the figure's 
appearance, bur ir seems more likely that he ,-vas unfamiliar 
with Indian female guise and miscook the Mughal aUegorictl 
representations as chose of actual Indian women. By trans­
forming the figure and inregraring her inro his cycle of 
illustrations, rhe Safavid painter has enhanced d1e picLOrial 
novelty of rhc Suz u Gawdnz and perhaps also satisfied 
contemporary caste for more eroticized female imagery.\9 

The adaption and inregrarion of new formal and icono­
grapb ic principles into Persi.m painting in rrud-sevenrccnth­
cenrury Iran finds an apt parallel in the early fourteenth 
ccnnuy, as is evident &om Rashid al-Din's Jami' nl-tau1nrikh 
(1314) and the Mongol Shalmama of ca. 1335.w Exposed 
co Chinese and western works of art, fourtcenrh-ccncury 
painters also drew on new formats, techniques, and de.c;ign 
elements co create a piccorial language chat echoed che 
historical, cultural, and artistic realities of their period. For 
both ll-Khanid and later afavicl arrists, tl,ese foreign 
sources provided an impetus "to search for the new" and 
invigorate the existing pictorial language according ro 
contemporary needs and perspectives. 

During the 1640s and 1650s, Muhammad Ali collab­
orated with Muhammad Qasim and Muhammad Yusuf. 
whose work cogecher offers a fascinaring synchronic view 
of Persian pai n ring practices in che mid-sevenreench 
century. Their individual paincings, drawings, and manu­
script illusrracions share many of the .same themaric and 
stylistic elements, especially a preoccupation with adapcing 
and incegracing new arciscic concepts inro traditional 
Persian painting. 

According to a now lose notarion, the Suz u Gawdaz 
manuscript in che lsrael Museum, Jerusalem, was signed 
and dared by Muhammad Yusuf in 1067/1657.•1 Active 
from ca. 1635 co rhe lace L650s, Muhammad Yusuf worked 
closely "~ch Muhammad Ali d,roughout much of his can.'Cr, 
as is evident from their conrriburions co chc Windsor 
Sha/mama, the Topkapi aray Divan of Hafiz, and the dis­
persed copy of the same cexc. If indL-cd earlier chan che 
Walters' Suz II Gau,daz, the Jerusalem copy may have served 



Fig. 15. "The bride prepare:. for the snti,"' from the Chihil Surun Palace, Isfahan, Iran, completed in 1647. 

as the model for Muhammad Ali's compositions. The rwo 
manuscripts share an aJmosr idenricaJ p.ictorial cycle, while 
their individual illustrations follow the same formar, with 
the exceprion of some minor modifications, such as the 
number, pose, and orienracion of some of the 6gures.c.i 

Muhammad Ali's Suz u Gauldaz illustrations also suggesr 
his awareness of a third unsigned and undaced manuscript, 
now in rhe collecrion of the Chescer Beatty Library in 
Dublin (MS 268), chat includes cen illuscrations securely 
arcribuced co Muhammad Qasim.M 

Amo ng these three painrers, Muhammad Qasim, 
known both as an accomplished poet and a painter,',., 
was probably the first co introduce modeling and shading 
into his works, as demonstrated by his 1036/ 1627 signed 
timed drawing of"Shah Abbas and a page."6~This sryliscic 
innovation, a d eparture from Riza Abbas i's more 
schemacized crearmenc of the setting must have clearly 
insp ired Muhammad Ali and especially Muhammad 
Yusuf, whose earlier works tend to be more traditional 
in sryle and concepcion.t,c; 

The affinity of Muhammad Ali's and Muhammad 
Qasim's styles is most apparent in the scene of the young 
woman with her mother in the Walters' and Chester 
Beatty Suz u GawdLZZ manuscripts (figs. 4 and 12). Relying 
on an idencicaJ composition, both painters have devoted 
considerable attention to rhe landscape, and their idiosyn­
cratic modeling of the foliage, grass, and tree bark enhances 
its decorarive character. 

The Chester Bearcy Suz u Gawdaz, however, also 
exhibits cen:ain norable differences. Muhammad Qasirn 
has included rwo additional illustrations, but curiously has 
omitted a representation of the bridegroom's tragic dearh.67 

Moreover, his final painting focuses on the preparations 
for rbe sati rather than the more dramatic union of the 
couple on the funeral pyre (fig. 13). Disheveled and dis­
traught, the young woman is shown raking leave &om 
Prince DaniyaJ as rwo figures in the background are carrying 
wood and feeding the billowing Aames. In comparison to 
the five extant copies of the Suz u Gawdaz, Muhammad 
Qasim's paintings seem almost incomplete withour che 
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rcpresen.cations of the cwo key episodes in the narrative. 
Interestingly, rhe detached painting in the collection of the 
Museum of Fine Arts, Bosron, depicts a scene of stt.ti. i.n 
Muhammad Qasim's style. Neither the folio's dimensions 
nor irs colwnns of texc, however, correspond co those of 
the Dublin Suz u Gawdaz, suggesting that it may have 
belonged to yet another manuscript or was intended as an 
independent composition for an album. 

Comparison of the three illustrated copies of the Suz u 
Gawdoz suggests that they depended 0 11 a cominuous process 
of repetition, modificarion, and refinement. Muhammad 
Ali, Muhammad Qasim, and Muhammad Yusuf were 
clearly aware of each ocher's work and appropriated either 
select motifs or emire compositions, which they then 
modified to offer their own incerpreration of the pictorial 
cycle. The practice of repetition within a circumscribed 
pictorial idiom may have been prompted by the demands 
of the new, more diverse group of patrons ourside the 
cow-r. T hese individuals probably now competed with 
each other and wich the court to commission, acquire, and 
collect some of the same type of album pages and illustrated 
manuscripts.r,s ln the absence of suong royal patronage, 
mid-seventeenth-century painters, in cum, vied with ead1 
other fo r commissions and, in response ro the caste and 
concerns of their audience, offered a variety of pictorial 
styles. At the same time, their work helped to establish their 
artistic identity and simuJraneously allowed them to add 
their personal mark on che tradition of Persian painting. 

Except for the Shahnama, no other text enjoyed the 
same popuJarity as the Suz u Gttwdaz in later Safavid Iran. 
While copies of Ftrdawsi's national epic continued to be 
illustrated throughour the sevenceenrh century, all five 
extant Suz u Gawdaz manuscripts as well as the ChihiJ 
Surun wall painting were created within a relatively shon 
rime period char spans the late 1640s and the 1650s. Jn 
explaining Safuvid interest in Nau'i's text, it has been proposed 
chat even though the story is set in Mughal India and the 
hero and heroine are Hindus, its theme is inspired by a 
well-known Persian mystical conceprc-self-annihilation as 
a means cowards union with the beloved, i.e., God-for 
wh ich rhe final scene of sati is an apt and fitting 
meraphor.w Nizami's Klmsrtrw u Shirin, che model for the 
Suz tt Gawdaz. deals with a similar theme, which Nau' i has 
presented in a new and now lndian guise. ln an investiga­
tion of the scene of snti in lsfuhan's Chihil Surun palace, 
however, Sussan Babaic has convincingly argued char the 
popularity of the Suz u Gawdnz in mid-seventeench­
ccnrury Iran was prompted by a series of historical and 
political events during Shah Abbas lI's reign: 0 
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The province of Qandahar in present-day Afghanistan 
was of great strategic importance co both the Mughals and 
the Sa.fuvids, and in che first half of the seventeenth century 
became che main stage for military conflict between the 
two powers. After several artemprs, Shah Abbas I capwrcd 
Qandahar in 1622, but the fortress fell to the Mughal 
forces in 1638. When Abbas I1 succeeded ro the Safuvid 
throne in 1642, effortS ro recapture Qandahar were once 
again revived. Following a series of Mughal military mis­
calculations, the Safuvids succeeded in regaining conrrol of 
c:he strategic fon in 1649, which remained the single most 
imporcanr military victory of Shah Abbas ll's reign. 1 

For obvious polirica.l reasons, the Qandahar campaign 
received considerable attention in conremporary historical 
chronicles, such as the Qmas al-kh11q11ni (Chronicles of 
Kings) written by Vali Quli Sbamlu, Abbas ll 's courc 
historian. Composed between 1662 and 1675, Shamlu's 
lengthy description of the Sa.fuvid military victory also 
includes an accow1t of a certain Mugha.l official, named 
Mitraudis, who died during the siege. Reportedly, his widow 
decided to immolate herself on her husband's funeral pyre 
despite the efforrs of Daw lat Khan, the commander of the 
Mughal forces, ro dissuade her. Just before her death, she 
was asked about the outcome of che siege and prophesizcd 
char the Mughals would fail to send reinforcement and 
Qandahar would fall ro the Safuvids within forty days, 
which came true. According co Shamlu, chis event reminded 
him ofNau'i's tragic heroine and inspired him ro compose 
his own commemorative mathnavi, which he includes in 
the official chronicle.72 Even if apocryphal, the story and 
the subsequent poem, which indeed closely parallel the 
Suz u Cawdaz, may illustrate Shamlu's belief in che pre­
desrined outcome of this military evem and, by extension, 
Safavid supremacy over rhe Mughals, aJso commemorarcd 
in the C hihil Sultun.71 The conquesr of Qandahar and Lhe 
repeated failure of the Mughals co gain conrrol of rhe 
fortress in che early 1650s mUSt have lent Nau'i's Suz 11 

Gawdaz parcicuJar historical and political relevance, trans­
forming ic into a most percinenr lirerary expression of 
contemporary Safuvid realities. 

As the sudden popularity of Nau'i's c~r implies, its 
association wirh Abbas Li's military victory did nor go 
unnociced among the afavid elite, who, like the shah, may 
have desired their own literary and piaorial commemorarion 
of che cvenr. Inceresc in d1e story was also shared by callig­
raphers and painters, such as Jbad-allah and Muhammad 
Ali, who collaborated on a manuscript of chc Suz u Gautdaz 
as a reminder and so uvenir [yadig,zril of chc afovid 
triumph over irs neighbor. 



The Safuvid illusrraced manuscripts of Nau'i's Suz u 
Ga,vdnz belonged co a period when Iran enjoyed relative 
military peace, policicaJ stability, and economic prosperity 
under Abbas ll. With the administration in firm control of 
the court and the loyal ghulam-i khasso, commercial and 
diplomatic concaccs with Europe and India continued co 
flourish, and the Safavids succeeded in securing a signifi­
cant victory over che Mughals. The new social and polirical 
climate, coupled with the growing availability of foreign 
luxury goods, also affected contemporary caste and led 
co che efflorescence of a new Safavid aesthetic. Among 
rhc mulcipl iciry of pictorial idioms, Muhammad Ali's 
concribucions co his personal copy of the Suz u Gawdaz 
in the \'v'aJrers Arc Museu m represents one of the most 
pocenc manifescaci.ons. 

Freer Gallery of Arc, Arthur M. Sackler Gallery, 
Smithsonian Institution, Washington, D.C. 

NOTE<; 

I. This article is droicued to B35il W. Robinson, who first wrote on the 
S11z II C11wdaz and c:ncour~<.'C! me to pursue tl1e study of later Safu.vid 
painting. I wm1ld like to thank Tom Lena, Marianna Shreve Simpson, 

Sus.s:m Babaie, and Chahryar Adle for their help and suggestions. 
Among the most norablc publicarion.~ on SaFavid painring arc M. B. 
Dickson and S. C. Welch, 77H' Houghton Sh,tlmameh. 2 vols., (C1mhridge, 
Massachusern, 1981); M. S. Simpson wirh contriburions by M. 
Farhad, Sultan Ibrahim MirztU I lafr Awrang: A Princely M111111scrip1 
from S1.v:temth-Cmt11ry lmn, (Washingron, D.C., London, and New 
I laven, 199n; and S. R. Canby, The R"bellious Refonner: The Dmwing.r 
and Paintings of Riza-yi Abbasi of l,fahan (London, 1996). For the work 
of a<liqi Bek, see Amhony Welch, Artists for the Sh,1h: late Sixtw1th­
Cmtt1ry Painting tit the Imperial Court of lm11 (New Haven and 
London, 1976), chaps. 3-4; for Ali Quli Jabbedar, see 0. Akimushkin, 
77,e St. Pnmburg Mumqqa': Album of Indian mid Persian Minntr,res of 
the l61h-l81h Ce11111ries 1111d Specimms of Pminr, Cnlligmphy of'Jmad 
nl-Hasm1i. Lugano, 1994), figs. 59, 64. 77, 80, 89, 90. 

2. S. R. Canby, Pmian Pninting(London, 1993), 102. The chaprer on 
later l7ch-ccmury painting here is entitled 'The Long Decline." 

3. T his rerm lirerally means "kind" or "sorr," a ride (tnkha/.Jt5) that was 

given co the poet by one of his patrons. see nore 24. 

4. The manuscript measures 23.4 x 15.4 cm. and consisrs of 21 folios. 
Written in the nttstn'liq script, rhe text is divided into two columns and 
opens with ru:i elaborate illuminated heading (snrla111h) on fol. l v. 

5. For a discussion of Mu'in Musavvir's work, see M. Farhad, "The An 
of Mu'in M1L~avvir: A Mirror of His Ttmes," Pmian M®ers: Five 
Cmturies of Painting, ed. S. R. Canby, (Bombay. 1990), 113-28. Mu'in 

Musavvir's career and tl1ose of orher leading mid- 1 ?d,-cenrury painters 
mentioned in this article are examined in I. Srchoukine, Les Peinrures 
des Ma1111scrits tk Shnh Abbm fer it In Fin des S,tjiwis (Paris, 1964) nnd 
Massumeh Farhad "SaFavid Single Page-Paintings 1642-1666," (Ph.D., 
dissertation, Harvard Univers ity, Cambridge, 1987). 

6. R. Skelton, "'Abbasi, Sayk,~ £11ryrlop11edin fmnica (1985), 86-88; A. 
Soudavar, Art of the Persian Caurts (New York, 1992), no. 147. An 

album in the collection of the Walters Art Museum (W.668) includes 

several paimings by Shaykh Abbasi. 

7 . For examples, see Canby, Persian Pn.i11ti11g, figs. 74, 75. 

8. For a selection of Muhammad Zaman's work, see Akimushkin, St. 
Petmburg M11mqqn; figs. 69, 7 1, 73, 78, 83. Largely because of 
Muhammad Zaman's preoccupation with western-inspired rhemes, his 
work has been the subject of much scholarly debate and is generally 
considen.-d to represent Safavid painting in the last quarter of the 17th 

century as a whole. When viewed within d1e larger context of 1hc period, 
however, ir becomes clear that it wa.~ one of several picrorial styles that 
co-exisred during this period. 

9. Lare I 6th-cenrury painters, such as Riz2 Abbasi and Sad iqi Bek, 
already worked in different styles and fonnats, but, with chc growing 

demand for less costly album pages, chis practice became more prevalent 
in the mid- 17th cenrury. For a range of works by these painters, see 

Welch, Artists for the Shah, chaps. 3, 4. 
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10. Among the leading arrisrs of rhe period. only Shayk.h Abbasi, who 
received che honorific tide "Abbasi," from Shah Abbas J1 and Shafi' 
Abbasi, Riza Abbasi's son, appear ro have enjoyed royal patronage. For 
Shaykh Abbasi, see Skelron, "'Abbasf, Sayk," 86--88. Several of Shafi 
Abbasis bird and Rower paincings arc inscribed ro a royal patron, probably 
Abbas 11. 

1 l. Trem·ures of Mnrn, ed. Toby Falk (London, 1985), figs. 96 and 97. 

12. S. Babaie, K. Bahayan, lna Bagbdiantz-McCabe, and M. Farhad, S!aLtcs 
of the Shllh: The New Elites of Snfiwid (ran (London, forthcoming). 

13. ln a recenr article, Sussan Babaie has proposed a new inrerprerarion 
for che meaning of l 7ch-cenrury Safavi<l single-page composicions; 
"The Sound of the Image/the lmage of the Sound: Narrativiry in 
Persia11 An of the 17th cenrury," in Princeton Papers: lnterdisriplinmy 
joumnl of Middle &tern Smdies, Special Tssue, "St.-eing 17,ings: 
Tcxrualiry and Yisualicy in che Islamic World," eds. 0. Grabar and C. 
Robinson (Princeton, forrhcoming). 

14. The rexr of rhe Suz u Cnwdnz has been published and edired by A. 
H. Abidi (Tehnm, 1969); for a cranslarion, see M. Y. Dawud and A. 
Commaraswamy, Burniug 1111d M,./ti.ng. Being the Sui u Gudv. of 
M11hamn111d Riw Nm/i of Khnb11sha11 (London, I 9 I 2). 

I 5. According ro V. N. Datta, sati or suttee is che pracrice of "burning 
of the living widow wich rhe corpse of her husband. The word s:iri in 
Sanskrir is a feminine noun meaning a good woman, a rrue wife hue 
when applied ro rhc widow. ic means a woman who sacrifices herself on 
che firncral pyre for the low of her husband.'' Sa,i: Widow Bu ming in 
India (New Delhi, 1988), I. 

16. B. W. Robinson, The Chesrer Bcarty Libr.iry. A Ca111/og11e of thi! 
Pasion M1m1ucripr,s and Miniatures, vol. 2 (Dublin, 1962), MS 268 and 
MS 269, pis. 27-30; Scchoukine, Peintures, 153-54, pis. LX.1X- LXX; R. 
Milstein wich concriburions by N. Brosh, Islamic Pni11ti11g in thr lsmel 
Museum Uen1salcm, 1984), cat. nos. 67-73 (Yahud:i I 067); E. Blocher, 
Camlogur des 11u1mucrir:s orientaux de /11 Bibliotheque NatioJ/{1/e (Paris, 
1905-34). no. 1859 (Suppl. Persan 769), and Stchoukine, Peimum, 
153--54. A derached painting is in the colk'Ction of che British Library, 
London (BL Or. 4938, f: 26), see N. M. lirlq, Mi11ia111mftom Pmian 
Mmuucriprs: Catalogue and Subjert Index of Pni11ti11g.r from Pn.in, India, 
llrJd 7ilrkey in tht' British library and the British M11mm1 (London. 
1977), no. 42. Another unpublished illusrracion from che Suz 11 

CaUJdn.z is in the collection of Museum of Fine Arrs, Bosron (64.48). 
The manuscriprs full into cwo distinct stylistic groups: Those in the 
Walters, lsrad Museum, and one of the Chester Beatty copiei; (MS 268) 
comprise one, while the Bibliothcque Nacionale and the second Che.seer 
Bearry copies (MS 269), amiburable to Riza Mus.'lvvir and his circle, me 
orher. The focus of chis arride will be on the first group. 

I 7. S. Babaie, "Shah Abbas 11, the Conquest of Qandaliar, rhe Chihil 
Su tun, and (rs Wall Pain1ings," MuqamtU 11 (1994), 136, fig. I 5. The 
painting, whid, is locawd in one of rhe side d,ambcrs. is executed in 
rhc same distinct sryk as tliose in the audience hall, another indicmion 
ofirs importance within the Chihil Sumn cycle of wall paintings. I am 
grareful ro Dr. Babaie for providing me wich an image of chis painting. 

18. Brirish Library, London, BL Or. 2839. ' litlcy. Pt?Ti1111 M,11111stT1pts, 
no. 299; see also, J. P. Losey, The An of ,he &ok 111 India (London, 
1982), ait. no. 81. 
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19. J. ~'Pka, History of!mninn literr1t1JT'l', ed. K. Jahn, (Dordrecht, I %8), 
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The Sacrifice of Abraham in Timurid Art 

JOSrPII GUTMANN 

The SllCT'ifice of Abraham is first found in early fifteenth­
century Timurid art. Although Timurid manuscripts at times 
follow the iconography established in Mongol art, we find no 
textual or pictorial precedent to be on hand for the Sacrifice 
in flmrreenth-ceutury Mongol art. The iconography of 
Abmham's sacrifice of his son Ishmael in the !skandar 
Anthology of 1410- 1 ! is repeated in several h ter Timttrid 
miniamres. In the sixreenth century, the Sncrifice becomes n 
favorite subject in lslmnic art. 

r-rhe signjficant role thar rhe Sacrifice of Abraham plays 
1 in Chrisria.n1 and Jewish arr has been incensively 

explored in numerous studies. The Sacrifice in lslamic an , 
however, h:is largely been neglected, although nwnerous 
images on chis cheme have survived from as fur back as che 
fi fi:ecnch cencury.3 The Koran (sum 37: I 02) does nor name 
the son Abraham offers for sacrifice. T herefore, lslamic 
scholars were divided as t0 wherher ic was Tsaac or Ishmael 
and debated this point for several centuries. By the tenth 
cencury, Ishmael had won our in Islamic theological 
discussions. Altho ugh theologically the Sacrifice of 
Abraham was of great interest, in arr it did not receive 
much attenrion until the fifteenth century. 

T he earliest extant depiction of rhe Sacrifice in 
Muslim an comes from the Anthology of Tskandar Sultan 
(Lisbon, GuJbenkian Foundacion, MS LA. 161, vol. 2, fol. 
326v), dared 1410-11, and made in Shiraz, Iran (fig. 1). 
Iskandar, a nephew of Shah Rukh, the son and successor 
of Timur, the founder of che Timurid dynasty, was one of 
the most active manuscript patrons of fifteenth­
century Iran. The miniarure in his Anthology shows four 
winged angels peering down from bd1ind a mountaintop 
at the sacrificial scene below. Another angel, with muJci­
colored wings, standing on the left, has apparently just 
released the white ram with black feec and large horns. The 
ram runs coward a turbaned Abraham, who is dressed in a 
light-blue robe, his right hand drawing a large knife over 

Ishmael's throat. Abraham's left hand is holding che hair of 
che blindfolded lshmael, who, attired in a brownish-red 
sleeved robe, is kneeling, with outstretched hands in an 
apparently helpless gesrure. ' This scene, with minor 
changes, is repeated in the Kulliyiit-i Tarikh (Historical 
Anthology) of H afiz-i Abru, the Persian hisrorian ar che 
court of Shah Rukh (Istanbul, Topkapi Palace Museum, 
Baghdad 282, fol. 35v).' [r has been suggested d1ar P-1r 

Ahmad Baghshimili, the leading artist ar Iskandar SuJtan's 
court, may have painted borh of rhesc miniatures. After 
fskandar's fall in 1415, Pir Ahmad probably was in the 
employ of Shah Ru.kh in Herat, Iran,6 where he may have 
painted the Kulliyiit-i Tarikh mjniature (fig. 2), which most 
likely dares from around l4 l5. The four angels peering 
down from the mountaintop have been eliminated, and a 
silvery tree with green leaves against a gold background 
serves to divide the scene: to the left of the cree, a winged 
angel with light blue wings bringing the ram; co its right, 
the sacrifice. Both the angel and Abraham are depicted 
with silvery flaming haloes. The blue robe of Abraham and 
d1e brownish-red robe oflshmael in the Iskandar Anthol.ogy 
have here been reversed. These miniatures, with cheirgrace­
fuUy painted figures, subtle colors, and spatial relationships, 
mark the high point of fifteenth-century Timurid art. 

Two closely related miniatures (Istanbul, Topkapi 
Palace Museum, Hazine 1653, fol. 35v and Baltimore, 
Walters Art Museum, W.676A [fig. 3)) of F~:fiz-i Abru's 
Majma' al Taw.idkh (Assembly of Histories), dared ar 
H erat, around 1425, essentially follow the iconographic 
parrem of the Iskandar Anthology. ln the Topkapi miniature, 
the ram is standing scill and has no black horns,' while 
in che Walters' miniarure the ram has a bell around his 
neck, and trees are growLng from the hilltops. Abraham's 
green garment and Ishmael's brown one in Hazi.ne 1653 
have been reversed in rhe Walters' miniature. In both 
miniatures a blue sky has replaced the gold background of 
the earlier depicrions. 

1lJI! Joun ml of the Walters Art Museum 59 (200 I) 13 1 



A final Timurid example of Abraham's Sacrifice 
(Istanbul, Topkapi Palace Museum, Hazine 2 I 53, fol. 119) 
is usually dated co around 1400,8 but probably daces co 
around 1430 (fig. 4).9 

We need only compare the Auced crown, the runic 
tied with flowing ribbons, and the ribbed wings of the 
angel co note rhe striking similarities co Istanbul, Topkapi 
Palace Museum, Hazine 1653, fol. ? Iv, dared 1425, and 
Paris Bibliorheque Narionale, MS Turc 190, fol. 13, dated 
1436. iu The iconography and style of the Walters' minia­
ture, however, differs from the previous e.xamples. Ishmael 
is no longer kneeling or blindfolded, but is lying proscrare 
on the ground, while Abraham is pinning him down with 
one knee, holding che head co the ground with his left 
hand, and placing a long knife co his throat with his right 
hand. Abraham, rurning his head, gazes at a running angel, 
who now holds a black ram in his arms. 

As for ocher biblical miniarures, such as Moses's com­
bat with the giant Og,11 we would e."Xpect che artists of 
Abraham's sacrifice of his son Ishmael in the lskandar 
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Fig. I. (Left) Sacrifice of Abraham. Amhology of l1k,111di1r Su/J,m. 
Lisbon, Gulbenkian Found.idon, m\. L.A. 161. vol. 2, fol. 326v. 

Fig. 2. (Above) S:icril1ce of Abraham, Kulliytir-i 7i1rikh of 11:ifo-i Abru. 
Istanbul. Topkapi Palace Mu.~um, Baghdad 282, fol. 35,. 

Antho/,ogyand of the lacerTimurid miniarures co have had 
access ro Rashid al-Din's Jami nl-Tawiirikh (Compendium 
of Chronicles), made in 1314 at Tabriz,u the l-arliest 
Islamic chronicle co contain biblical images. Comparisons 
between Abraham in the Fire miniarurcs in the lskandar 
Antho/,ogy (fols. 326v-327)," for instance, do show the cat­

apult with slingshot along wirh Abraham surrounded by a 
flowery garden and seated upright in rhe fire, hands rai c<l 
in prayer, as in the Rashid aJ-Din miniarure (Edinburgh. 
University Library. MS Arab. 20, fol. 5v).1

' While later 
Timurid miniatures (Topkapi Palace Museum, Ha,inc 
1653, fol. 31 v and 1654, fol. 5v)1

' adhere more closely ro 
Rashid al-Din's Mongol miniatures, che artist of chc 
fskandar Anthology was more crl-arivc and inrroduccd new 
compositional features, including a gold background. 

Whar appears strange i~ char no illustration of the 
Sacrifice has survivt.-d from Rashid al-Din's rime. The ques­
tion arises whether chere even was such a miniarurc in the 
originaJ Rashid al-Din Jami al-Tawrirrkh. Usually we find 
in Islamic manuscript~, afrer the ccxruaJ dc:scripcion of 



Fig. 3. Sacrifice of Abr:tham. Mnjma' al-Taunrikh of Hafri-i Abrii. Baltimore, Walters Arc Musewn, W.676A. 

Abraham in the Fire, the story of Abraham's Sacrifice. Yee, 
after the narrative of Abraham in the Fire in the extant 
Rashid aJ-Din manuscript, which gives an account of the 
Prophets ,md Patriarchs of Islam, no text is found recording 
the Sacrifice.16 Even Rashid's Chronicle dealing with the 
H iscory of the C hildren of Israel does not include an 
illusrracion of the Sacrifice. In the History of che C hildren 
of lsrael, the sacrificial victim is lsaac, in keeping with 
rabbinic rradition and the Titrgumhn (Aramaic paraphrases 
of the Bible), with which Rashid, a convert co Islam, was 
all coo familiar. The Rashid History of the Children of 
Israel, following rabbinic sources, describes Isaac as 37 
yea.rs old ar the rime of the Sacrifice, while in lslamic 
accounrs lsaadlshmael is usually 7 or 13 years old. The 
bibliatl rhicket in which rhe ram becomes entangled 
becomes here, as in rabbinic sources, a tree from whicl1 the 
ram is suspended. " 

Some limurid manuscripts contain a world history 
by Hafrz-i Abrii. 18 Although the Persian texts in the 1----fafiz­
i Abru manuscripts of the Sacrifice vary somewhat, they 
essentially conrain che story related in the Walters folio: 

[lsma'il] said: "O father, do chat which they have 
ordered." The father [Ibrahim] said: "How can you be 
resigned [co going] under the knife?" [Tsma'il] said: 
"you find me among the resigned if God wants it." 
Then the father wept. . .. 

T hen [Isma il] said: "Bind my hands and feet with chis 
rope; l fear that when the knife gees to me I may jump. 
. .. Don'r deJay in doing God's will. Lee us not be 
refractory." His father bound his hands and feet and 
put him face down and drew rhe knife to his neck. . . . " 
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Fig. 4. Sacrifice of Abraham, Album. lsr.rnbul, Topkapi Palace Museum, Haz.ine 2153, fol. I I 9. 

The Lord sent Jibra'il [Gabriel] co bring a sheep from 
Paradise. Jibra'il cook a white sheep with black eyes, 
black feet and long horns by the ear; he broughr it to 

the mountain [Thabir) 1? and it scood rhere .... When 
Ibrahim prepared che knife and put ir to his son's th roar 
again, God the Exalted spoke from above saying: "You 
have fulfilled your dream [Koran 37: 105]!" .... 

Then Ibrahim said ro his son: "Lift up your head, for 
Cod AJmighcy has given us joy." 

The son goc up and saw Jibra'il with the sheep. He 
said: "God is great, praise be co Him!".?U 

Many of d,e miniatures discussed, in keeping with d1e 
above text, show Gabriel bringing a white ram with black 
eyes, black feet, and long horns. They also have Abraham 
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drawing "the knife ro his neck." Abraham, however, 
appears nor co have ried Ishmael's hands and fcec, bur a 
blindfold is usually covering Ishmael's eyes, though it is 
not mentioned in the cext.21 Most of the above details are 
already recorded in al-Tabari's ninth-ccnrury history of the 
Prophers and Patriarchs." 

Thus Sacrifice of Abraham depictions appear for d,e first 
time in ftfreench-century Timurid arc, with no seemingly 
piccorial precedent in any known fourceench-cemury 
Mongol arr. The iconography in che I 410-1 I lskandar 
Anthology is repeated in several excam limurid manu­
scriprs. The Sacrifice again becomes a favorice subject in 
late sixteenth-century ilJusrrared manuscriprs of Jbr.ihim b. 
Khalaf al-Naysaburi's Qiras al-nnbiyii ( corics of d,c 
Prophets) and in Muhammad Fudwi's Hadiqat 11/-m'nd,1' 
(Garden of the Blessed). u 
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