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The small dimensions of this box-shaped 
marble sarcophagus leave us in no doubt that 
it must have been destined for a small child. 
Nonetheless, even prior to the analysis of its 
iconography, a quick glance at the figural re-
lief on the front suffices for us to note with 
surprise that the scene depicted is filled with 
joyous and carefree fun and games.

Before delving deeper, however, a brief note on 
the sarcophagus’s provenance: Whoever takes 
a deeper interest in the collecting history and 
previous ownership of artworks is well served 
by this striking piece from the Roman Imperial 
Period. The sarcophagus was first documented 
in 1873 as belonging to the sculptor Mellhu-
ish in Lower Tooting, a part of south London. 
This information is provided by the invalua-
ble reference work, Ancient Marbles in Great 
Britain (1882, pp. 472-3) by the archaeologist 
Adolf Michaelis, whose most significant place 
of work was the newly founded University of 
Strasbourg, which he joined in 1872. The piece 
was subsequently offered for sale on the Lon-
don and New York art markets. It was acquired 
by the Brooklyn Museum in 1934, but was dis-
posed of just a few years later, in 1942. After 
passing through various private collections 
in the United States, the sarcophagus again 
found its way onto the London art market in 
2014. Thus, this Roman artwork can boast of 
an almost seamlessly documented provenance 
for the past 150 years.

The reason why the sarcophagus was made – 
the burial of a small child – was of course a 

identification is not obligatory. A little winged 
figure standing behind the vehicle pushes with 
all his might to hold him up, and he is fur-
ther steadied by the attendant figure standing 
next to him, around whose shoulders he has 
placed his arm. Four figures in front of the 
chariot lead the procession on. Foremost is an 
Eros who enthusiastically clashes the cymbals 
or beats a tympanon. He is followed by a sig-
nificantly smaller companion, another winged 
Cupid and a small Pan with goat’s horns who 
pulls the central chariot.

Thus what is unfurled before us in the face 
of this tragic family event is the great meta-
phor of the quest for love. Such iconogra-
phy is anything but unusual in a sepulchral 
context. The Roman sarcophagi with Erotes 
depict scenes such as the vintage, the circus 
race, the hunt, the weapon smithy – and the 
“festive” Dionysian train.

The surface of the sarcophagus is corroded, 
possibly because of the effects of moisture due 
to prolonged installation outdoors. This re   - 
du ces the legibility of some details but does 
not provide an argument against authenticity. 
The piece is assigned a date of creation in the 
mid-2nd century A.D., not on the basis of sty-
listic analysis but as a result of comparisons 
focussing on the grouping of the figure types 
used. Two rectangular openings near the lower 
edge suggest that the sarcophagus served as 
a fountain or water basin in recent centuries.

Literature: J. Huskinson, Roman Children's Sarcophagi: 
Their Decoration and Its Social Significance (Oxford 1996).

A CHILD’S SARCOPHAGUS. L. 92 cm. H. 28.8 cm. D. 27 cm. Marble. Roman, Antonine, mid2nd cent. A.D.   CHF 45,000

sad one and the child’s death must have been a 
traumatic experience for the family. We are not 
provided with any details, as neither an inscrip-
tion nor a name were carved into the stone. For 
all we know, it may have been a serious illness 
or an accident, or the Sudden Infant Death 
Syndrome, which remains a problem to this 
day and usually occurs in the first year of life.

Let us first take a look at the two ends: They 
are decorated on the exterior by a bow and 
quiver arranged crosswise and sculpted in low 
relief. The quiver is opened revealing the ar-
rows inside, thereby symbolising their readi-
ness to be shot. But whom should they hit? 
The relief of the front provides the explana-
tion: Evidently it is the arrows of love, repre-
senting the boundless natural love that parents 
have for their children, that are meant here, for 
the main scene depicts a procession of small 
Amores or Erotes heading to left. Starting on 
the far right, we see a carriage drawn by a small 
winged centaur, who at the same time plays a 
lyre that is somewhat too large for him. As the 
vehicle picks up speed, the youth reclining in 
it lovingly pulls another figure towards him. 
This is the mythological context in which the 
happy parade advances as if effortlessly. In a 
second chariot, in the very centre of the relief, 
a pudgy, child-like Cupid stands upright, to all 
appearances swaying drunkenly. The figure’s 
central position and the manner in which he is 
supported by his companions evokes the usual 
typology employed in representations of the 
drunken god of wine, and thereby invites his 
identification with Dionysos, although such an 

A Festive and Artistic Farewell
By Martin Flashar
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The short tunic with long sleeves, the cloak 
on shoulders and back, the simple belt and 
sword sling with single-bladed spatha, its hilt 
decorated with a twisted pattern, leave us in 
no doubt: this young man belonged to the 
Roman military. The cingulum or belt was an 
especially important part of the soldier’s out-
fit, since it doubled as a marker of service. To 
lose one’s belt, as might happen in the heat 
of battle, was to be dishonoured. To the man 
shown here, the staff held in his right hand 
would surely have seemed no less important. 
Given the slight turn of the hand, it must 
have been at an angle. An ensign, standard 
or banner can therefore be ruled out, as they 
are shown bolt upright in most images. Judg-
ing by the position and orientation, it could 
have been a vitis, i.e. a grapevine like those 
that feature in various representations of cen-
turiones, for whom it was a badge of identi-
ty. The hole in the hand, however, seems too 
large for such a slender stick. The most likely 
explanation therefore seems to be a spear, 
which could certainly have been held in a 
way that would fit the statuette. Since a spear 
alone says nothing about rank, the man hold-
ing it might be a military man of any level, 
even the emperor himself. Nor is the scroll he 
holds in his other hand specific to any par-
ticular rank. Such scrolls are not uncommon 
on soldiers’ funerary reliefs. Perhaps the one 
held by the statuette can be identified as an 
officer’s commission.

For all the many questions raised by both 
costume and equipment, they do at least 
provide reliable information on the time this 
bronze statuette was made. In the centuries 
immediately following the turn of the mil-
lennium, the equipment carried by Roman 
soldiers underwent certain changes which, 
although not immediately noticeable, were 
certainly significant. We would expect a Ro-
man soldier of the middle Imperial Period, 
for example, to carry a dagger as well, which 
ordinary soldiers wore on the left side of the 
belt, centurions on the right. This item of 
equipment was then dropped in the course of 
the 3rd century. At around the same time the 
conventional short sword was replaced by a 
long one, which as on this statuette was worn 
on the left side of the body. To this should 
be added the smooth, unadorned belt, which 
irrespective of rank became standard in ca. 
300 A.D., supplanting the buckled belts that 
had been widespread in the previous century. 

stands, relaxed, his slim body actively held 
erect. His slightly turned head further adds to 
the impression that this figure is not at all typ-
ical of late antique representations. This has 
nothing to do with scale – or if so, then only in 
part; in its preserved state, the statuette meas-
ures 24 cm in height. It is above all a result 
of the deliberate, habitual interpretation of a 
statuary scheme that is familiar to us from sol-
diers’ tombstones. The modelling of the piece, 
moreover, was also informed by the classicist 
style of the time. This is especially evident in 
the meticulously delineated strands of hair 
and its volume, which contrasts sharply with 
the negation of all plasticity in representations 
of hair in ca. 300 A.D. Also noteworthy is the 
way the hard, angular folds of pre-Constan-
tinian statues have been overcome on both tu-
nic and paludamentum. The unpretentiousness 
of the figure thus combines with the precise 
modelling to produce a harmonious work of 
outstanding quality.

A CHLAMYDATUS WITH SWORD. H. 24 cm. Bronze. Late Roman, 
1st third of the 4th cent. B.C.                                          CHF 82,000

The statuette, which originally 
measured ca. 34 cm in height and 
after being hollow-cast in bronze 
would have been gilded all over, 
does in fact date from the 4th cen-
tury. The proportions of the head, 
the small mouth, the uniformly 
convex facial surfaces, the large 
eyes and compact tufts of hair are 
characteristics that are all typical of 
Constantinian portraiture, the par-
allels with imperial portraits of that 
period being particularly striking. 
Especially remarkable is the atten-
tion to detail that the artist lavished 
on the individual forms, such as the 
heavy eyelids rendered in the style 
typical of that period and the hair 
over the forehead to which he lent 
a very distinctive look. While two 
locks seem almost to grow out of 
the forehead skin itself, taper off to-
wards the top and then flop down to 
the left, a third curl to the right of 
them falls in the opposite direction. 
This gives rise to a motif that recurs 
neither in the imperial nor in the 
private portraits of the period, but 
that cannot conceal a certain resem-
blance with Alexander the Great. A 
deliberate reference to that image of 
military prowess par excellence thus 
seems entirely conceivable.

This raises the question of whether the stat-
uette perhaps even shows an emperor. The 
answer is, however, negative. Any identi-
fication with one of the obligatory portrait 
types is ruled out by the coiffure. The cos-
tume would also be atypical, since from Con-
stantine onwards, armour alone served as the 
mark of an emperor, effectively supplanting 
the tunic that was still widespread even in 
ca. 300 A.D. From the Constantinian period 
onwards, therefore, all portraits of emperors 
on coins show them wearing armour. On a 
statuette like this one, moreover, we might 
reasonably have expected to find imperial in-
signia of some sort, especially the ornamen-
tal chains dangling preferably from fibulae 
called pendilia.

What makes this figure so appealing, however, 
is the effortless naturalness of the pose. There 
is nothing smug about it, nor any boastful 
assertion of prowess. The young man simply 

A Late Roman Chlamydatus
By Detlev Kreikenbom
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Cut stones, intaglios and cameos can be ex-
ceptionally exquisite. Others, like those born 
of folk belief in a form resembling magic am-
ulets, are quite plain. But if, as here, in a tiny 
format just two centimetres high, they show 
an exceptionally finely carved and beautiful-
ly detailed portrait bust of a woman, there 
can be no doubt that we are dealing with an 
imperial portrait. To cut to the chase, the sub-
ject in this case is Faustina the Younger. 

Annia Galeria Faustina, born ca. 130 A.D., 
was the daughter of the Roman Emperor An-
toninus Pius (r. 138 to 161 A.D.) and his wife, 
the eponymous Faustina the Elder, which is 
why she was henceforth called Faustina Mi-
nor. The wife of Marcus Aurelius (r. 161 to 
180 A.D.), she is often judged negatively in 
ancient sources, which is perhaps surprising 
given the high esteem in which her husband 
was held as the intellectual and “philosopher 
king” who with his Meditations bequeathed 
posterity a remarkable work in the tradition 
of Stoa. Faustina’s negative image is appar-
ently attributable mainly to her son Com-
modus, Marcus Aurelius’ successor, whom 
ancient sources frowned on, not least on ac-
count of his gladiatorial antics in the amphi-
theatre. 

The question of progeny loomed very large 
for the “adopted emperors,” whose adher-
ence to the dynastic imperative verged on the 
obsessive. The problem had presented itself 
even for Emperor Hadrian (r. 117 to 138 A.D.), 
who having no biological offspring of his 
own, had hastily adopted Antoninus shortly 
before his death. This all changed with An-
toninus’ daughter, Faustina Minor, who bore 
her husband thirteen children. Not all of them 
lived very long and some died shortly after 
birth. Her fecundity was nevertheless fêted as 
an accomplishment even then. It is the ar-
chaeologist Klaus Fittschen we have to thank 
for having undertaken a ground-breaking 
study of the coin portraits of Faustina Minor, 
in which he not only differentiates and cat-
alogues the many different types of portrait, 
but also links the historical place and time 
of their minting to the empress’s many de-
liveries. For why else should a woman (even 
an empress) be accorded nine new portrait 
types? 

able proof of an iconographic tradition that 
extended from Roman Antiquity until well 
into the Early Middle Ages.
 
Klaus Fittschen, Die Bildnistypen der Faustina minor und 
die Fecunditas Augustae, Abh. der Akad. der Wiss. Göt-
tingen, Philolog.-Histor. Klasse, Dritte Folge no. 126 (Göt-
tingen 1982); Stefan Priwitzer, Faustina Minor – Ehefrau 
eines Idealkaisers und Mutter eines Tyrannen (Bonn 2009). 

PENDANT WITH THE PORTRAIT OF EMPRESS FAUSTINA THE YOUNGER. 
H. 2.6 cm. Gold, carnelian. Roman, ca. 162 B.C.                        CHF 40,000

The introduction of Fe-
cunditas on the reverse of 
many of the coins bearing 
Faustina's likeness seems to 
confirm this. Fertility is per-
sonified as a standing, ful-
ly-clad female figure hold-
ing a sceptre and an infant. 

The analysis of this very 
fine carnelian reveals the 
following details of the pro-
file head: hair swept out 
from the crown in parallel 
strands (no sign of the “mel-
on coiffure” of the earlier 
Faustina portraits); a tripar-
tite fillet, or at any rate no 
“crown-like” diadem; a low 
bun at the nape of the neck 
consisting of coiled braids, 
rather than loose strands of 
hair; a small, slightly coiled 
braid falling down onto the 
neck; a two-part styling of 
the hair from the forehead 
and temples to the back 
of the head with spiralling 
curls hanging down at the 
front and slightly kinked 
parallel strands towards the 
back. 

The many different por-
traits of Faustina are not 
easily told apart, but after 
reviewing them it would 
seem that our intaglio 
comes closest to type no. 
8, created in 162 A.D. on 
the occasion of the birth 
of Faustina’s son, Annius 
Verus. The empress herself 
died in 176 A.D. 

One indication of the value attached to Ro-
man imperial intaglios, incidentally, is the 
fact that the Merowingian and Frankish 
kings were still sealing official documents 
with them as late as the 9th century, occa-
sionally appending an explicit reference to 
the ancient ruler depicted. This custom re-
mained exclusive, but is nevertheless valu-

A Gem for a Birth 
An Intaglio Portrait of the Roman Empress Faustina Minor   

By Martin Flashar

The impression of the intaglio highlights the quality of its craftsmanship. 
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Historical turns always see a regrouping of the 
arts. They are generally triggered by social fac-
tors, often compounded by technological in-
novations and with them a new sense of space 
and time. In the Renaissance, for example, the 
invention of book printing, the building of 
sailing ships for the Indian and Transatlantic 
trade routes, Humanism (especially on the Up-
per Rhine), and the Reformation all ushered in 
great strides in the arts, including the develop-
ment of nudes both male and female modelled 
on those of Antiquity, portraiture and central 
perspective. The late 8th century B.C. when the 
Geometric Period was nearing its end likewise 
unleashed new energies. The introduction of 
the Phoenician alphabet was followed by the 
Greek drive to colonize and found city states 
in both east and west, the emergence of the 
Homeric epics, the Iliad and the Odyssey, the 
first mythological images, the invention of 
hollow bronze casting and ultimately the de-
velopment of monumental sculpture.  

the neck. Barely perceptible, they cannot pos-
sibly have had any technical function. Perhaps 
they were a kind of signature – or a playful 
abbreviation. 

The decoration of the vase is very varied and 
from top to bottom comprises a row of tan-
gential circles just under the lip separated by 
a black line from a much broader main frieze. 
This contains figural motifs and in its turn is 
“framed” by a line at both top and bottom, 
while below it are three thick stripes of vary-
ing width and finally a frieze of lotus blossoms 
and palmettes. Inside the central zone are 
eight male figures striding from right to left 
and actively engaging with what appear to be 
wild goats. The hunters are armed with spear-
like thrusting weapons. Only one is turned to 
the right to face the largest of the beasts, the 
one with the mightiest horns. This could be the 
“main scene” since otherwise it is impossible 
to say where the action begins and ends. There 
does not appear to be any (for us) recognizable 
narrative – a myth, for instance. Stylistically, 
too, the piece is an intriguing blend. The male 
figures with their triangular torsos, exces-
sively narrow waists and slim underpinning 
seem as if frozen in the Geometric style, as 
do the actual ornaments: the sun symbol with 
semi-circular disc, the stars, spoked wheels, 
rhombuses, spirals, wavy and zigzagging lines 
and swastikas. But such a picture field teeming 
with motifs is already reminiscent of the hor-
ror vacui of the Corinthian style. The frieze of 
lotus flowers and palmettes above the foot is 
probably the “most recent” element. It was not 
yet established in ca. 700 B.C. and occurs only 
sporadically in proto-Corinthian painting and 
not at all in Greece itself.  

As to the place of origin: the vase shape, dark 
clay with volcanic inclusions and pale yel-
low slip as painting ground all recall a find 
group from Megara Hyblaia on Sicily, which 
was founded in 729 B.C. The best known ex-
amples from that group are the “ovoid stam-
noi” in the Louvre (Inv. CA 3837) and Basel 
(Antikenmuseum, Inv. 1432), both of which 
have unambiguously mythological themes as 
well as figures that are already early Archaic 
in appearance, indicating that they must have 
been made later, by the sons of those who es-
tablished the vases in the colony. At least in-
directly, the question this impressive vase ul-
timately leaves us with is whether we are not 
once again standing on the threshold of just 
such a culturally momentous historical turn? 

LATE GEOMETRIC PITHOS. H. 47.5 cm. Clay. Western Greece, ca. 700–670 B.C.     Price on request

It is to this context of acculturation that the 
Cahn Gallery’s magnificent vase belongs. It 
begins with the form. Such capacious vessels 
were used to store and transport a wide range 
of wares, including wine and oil. They occur 
in all periods throughout the ancient world 
and while the forms vary, they are all very 
similar in the end. The most neutral term for 
them is the pithos. This vessel type often had 
no handles, although it might have eyelets or 
grips to help moor it in place. The stamnos 
might also be a candidate, since it was gen-
erally more bulbous in shape, although it al-
ways had two handles. This should not be read 
as terminological uncertainty on the part of 
archaeologists. After all, not everything that 
grew out of local or regional traditions and 
that was handed down and varied through the 
generations can be neatly classified, especially 
not in times of great change. The Cahn vase is 
ovoid in shape and has three small round nubs 
evenly spaced in three different places around 

Cultural Transfer at the Dawn of a New Era 
By Martin Flashar
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Majestic, “classical” – these are the words that 
first spring to mind when contemplating this 
slightly over life-size marble head. But then 
come the questions – how else could it be in 
the field of archaeology? The bust complete 
with plinth are a nineteenth-century addition 
whereas the head down to the visible break in 
the neck is ancient (the previous restoration 
work having not yet been reversed). However, 
the figure’s identity is urged upon us by the 
bust, since what strikes us here – aside from 
the articulation of the breastplate – is the cen-
trally positioned, winged head of the Medusa, 
encircled by writhing snakes. This is an allu-
sion to the aegis worn not only by Zeus, but 
also by Athena, as we know from several Clas-
sical Greek statues of the goddess. So the ad-
dition of the bust to this head also supplied an 
aid to interpretation. Yet the head itself seems 
austere, almost masculine. 

So how did this addition and the identification 
ensuing from it come about? There is one cru-
cial clue to be named here and that one clue is 
actually quite a sensation. The reference is to a 
replica of the head which, as far as we can tell 
(not having studied it in detail), is not only very 
accurate but also on the same scale: namely the 
head of the famous Albani Athena. But here 
we run into an analogous dilemma, this time 
raised not by a bust but by the statue to which 
that head was appended. The first to claim that 
the Albani Athena, head and all, came from the 
Villa Hadriana was apparently Comte Frédéric 
de Clarac (1777–1847), then chief antiquarian 
at the Louvre, who made the said assertion in 
the third volume of his Musée de sculpture an-
tique et moderne (published posthumously in 
1850). That both pieces were found in Tivoli 
– albeit separately – has remained axiomatic to 
this day. Certainly the head of the Albani Ath-
ena was made for insertion into a statue, but 
that is where the problems begin; for in the ab-
sence of any visible breaks as evidence, we can 
only look to see how well the size and shape 
of the two pieces match. In his contribution to 
the Villa Albani catalogue of 1989, the perspi-
cacious Andreas Linfert (1942–1996) remarked 
that while there were indeed “grounds for 
doubting that head and statue are of a piece,” it 
was “nevertheless probable.” 

So the obvious question is: Was whoever re-
stored the head now at the Cahn Gallery familiar 

HEAD (ALBANI TYPE). H. 31 cm. Marble. Roman, 3rd cent. A.D. after a Greek ori-
ginal dating from ca. 450 B.C. First publication: F. Haverfield, “A Later Inscription 
from Nicopolis,” Journal of Philology 12 (1883) 296.  Price on request 

with the Albani Athena? 
Were that the case, as 
seems plausible to me, 
we would also have an 
explanation for the bust 
with the Gorgoneion, 
since the Albani Athe-
na also wears the aegis 
on her breast. And this 
Athena was well known 
right from the start as 
she was included in the 
collection of antiquities 
selected for Cardinal 
Alessandro Albani’s Ro-
man villa by no less an 
antiquarian than Johann 
Joachim Winckelmann.

The animal scalp that 
the Albani Athena wears 
on her head also attract-
ed notice right from the 
start. It was this dog- or 
wolf-skin cap that per-
suaded Adolf Furtwängler, in his book Meis-
terwerke der grieschischen Plastik of 1893, to 
attribute the statue to the Classical sculptor 
Agorakritos, whose cultic statue of Athena in 
Koroneia in Boeotia – where it formed part 
of a Zeus-Hades group – he knew from liter-
ary sources. The connection between such a 
head covering and a cult of the underworld is 
mentioned even by Homer, who refers to the 
cap as a “cap of Hades” (Iliad 5, 844f.). 

The archaeologist Ernst Langlotz (1895–1978)  
doubted the Albani head and statue combi-
nation, but his scepticism went largely un-
heard. And I must admit that when I first be-
gan studying this head, I, too, had no doubts 
whatsoever concerning the consensus view 
of it. In the meantime, however, I have come 
to regard the critical remarks of Langlotz – 
who besides being a sensitive observer was 
also Herbert A. Cahn’s first academic tutor 
and later a loyal friend – as increasingly 
plausible. Langlotz sought to prove the point 
by proposing a combination of the same 
head type with a male torso representing the 
hero Perseus, several replicas of which have 
survived. And since the austere style of the 
head is not merely a question of sex, that re-
ally is a “liberation.” It was the attribution to 

Athena or Perseus?
Reopening an Archaeological Puzzle

By Martin Flashar

The “Langlotz Perseus,” reconstructed with the Albani 
head and a torso from the Capitol. Ernst Langlotz, Der 
triumphierende Perseus (1960), pls. 10 ff.

Agorakritos, a pupil of Phidias, that led to the 
late dating of the piece to 430/420 B.C. Iden-
tifying it with Perseus, however, also calls to 
mind Myron’s statue of Perseus on the Acrop-
olis, which is dated ca. 450 B.C. (Pausanias 
1,23,7). The future owner of this outstanding 
head thus has a chance to rekindle a schol-
arly discussion that has been smouldering for 
nearly one and a half centuries! 
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This head is a true highlight inasmuch as it 
cries out to be studied in depth and does not 
reveal all its many secrets at first glance. The 
question that spontaneously springs to mind 
is: Who is the lady portrayed here? Both this 
line of inquiry and the question that prompted 
it touch on something fundamental, because 
for all the ideal features and the restraint ev-
ident in the rendition of individual traits, this 
marble head could still be the likeness of a 
specific person. A stylistic and physiognomi-
cal analysis of the piece is therefore essential 
before our question can be answered.

Now to the physiognomy, specifically the 
small mouth, inserted somewhat superficially 
so that it does not appear to be sinking into 
the flesh, the rounded, soft chin and, especial-
ly striking, the hooked nose with a ‘bump’ in 
the middle – also known as an aquiline nose. 
Jean-David Cahn thought instantly of one of 
the Ptolemaic queens, and in the course of our 
discussion the name that came up was Ar-
sinoë III, the Egyptian queen who married her 
brother Ptolemy II and reigned from 220 until 
her death in 204 B.C. It is not just the dating 
that makes this such an exciting idea; there 
are coins, too, that show very similar profiles 
and that also feature that same lock of hair on 
the right side of the face, as does the bronze 
head in Mantua that has long been thought 
to represent Arsinoë III. The collection of the 
former owner, moreover, contained numerous 
art objects of Egyptian origin.

The archaeologist Christiane Vorster recently 
warned against relying on such methods to 
identify what are thought to be portraits of the 
female Ptolemies. Indeed the same difficulty 
afflicts all portraits of Hellenistic rulers. Rela-
tively few of their official portraits have been 
identified to date. The only secure points of 
reference are the coins bearing both the names 
and likenesses of the monarchs in profile. For 
the heads still open to debate, the style, phys-
iognomy, hair typology and insignia – a dia-
dem as a rule – all have to come together.

While the state of preservation makes this head 
even more difficult to judge, given how little 
of the hair and the upper part of the head have 
been preserved – a crown is certainly conceiv-
able, though by no means certain – the dating 
would indeed fit our identification. The physi-
ognomical similarity is striking, and since this 
portrait – even allowing for the parts that are 
missing – was clearly significantly larger than 
life, we do ultimately feel justified in propos-
ing that it shows Arsinoë III. 
Bibliography: Chr. Vorster, Woran erkennt man eine 
Ptolemäerin? In: Th. Greub – M. Roussel (eds.), Figura-
tionen des Porträts (2018) 67–98. 

Female head, perhaps a portrait of the Ptolemaic queen Arsinoë III. H. 25.5 cm. 
Marble. Greek, ca. 220–200 B.C. Formerly priv. coll. Liechti, Geneva, acquired 
before 1970.                                                                     Price on request

First there is the issue of 
dating. There are no com-
pelling reasons that indicate 
the head was made during 
the Roman Imperial Period; 
we are thus dealing with a 
Greek original. The head’s 
formal indebtedness to the 
late Classical period of the 
4th century B.C. is clearly in 
evidence, especially in the 
very regular, initially rather 
‘closed’-looking composi-
tion of the face with its ax-
ially arranged nose, mouth 
and eyes.  But there are also 
clear stylistic clues that are 
definitely post-Classical and 
that look ahead to the Hel-
lenistic period. The lower 
face including the cheeks, 
for example, is distinctly 
elongated, while the promi-
nent forehead with its fleshy 
brows is very wide and sits 
heavily on the rest of the 
face below. Such modelling 
and indeed the whole con-
struction of the head are 
found towards the end of 
the 3rd century, perhaps in 

the first instance in the statue of a temple 
servant, the famous Anzio Girl (ca. 230 B.C.) 
in the Museo Nazionale Romano.

Then there is the Cahn head’s convex cheeks, 
which sit on the bones as if puffed, but at 
the same time firm and neither swollen nor 
domed in the manner familiar to us from the 
flesh and muscles of the Pergamenian High 
Baroque. The cult images of the Lykosura 
Group on the Peloponnes provide an import-
ant reference point for these formal findings. 
They are the work of the artist Damophon of 
Messene and there are good grounds for dat-
ing them to the years immediately after 194 
B.C. The modelling of the faces is certainly 
very similar to that of the head under discus-
sion here. The same holds true for other heads 
of gods by Damophon created some years 
earlier. To aid us with our dating, moreover, 
we can compare specific details and analyse 
the structure of the lock of hair that falls into 
the face in front of the right ear. Its texture 
recurs in a portrait of Alexander in Olympia 
that can be dated to ca. 200 B.C.

Probably Queen Arsinoë III
By Martin Flashar

Details of the Cahn head; Alexander Volantza, Mus. Olympia
Arsinoë III: Gold coin from Alexandria; bronze head in 
Mantua
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A nude, apparently male torso that is sponta-
neously appealing and seems to make sense 
immediately – but it is nowhere near as sim-
ple as that! The head and neck are missing, 
as are both arms from the shoulders down, 
the legs from a line just below the genitals 
and the genitals themselves. All the now lost 
body-parts were once carefully joined to the 
torso by means of dowels and pins and the 
holes and recesses into which they were once 
inserted are still clearly visible. The evidence 
is sufficient to reconstruct the motif of the 
statue: the figure of a youth (without pubic 
hair) was designed to be viewed frontally; his 
body formed a distinctive s-shaped curve; the 
right arm was lowered, as was the left arm, 
although the latter appears to have rested on 
a very high support (this is the only expla-
nation for the steeply sloping shoulder axis 
and the compressed flesh and muscles next 
to the armpit); the right leg was engaged and 
the hip raised whereas the thigh of the free 
left leg was slightly advanced and the lower 
leg somewhat set back. As yet, no conclusions 
can be drawn regarding the attributes.

What immediately springs to mind is the 
Apollo Sauroktonos, the lizard slayer, of 

Arndt’s estate of unknown provenance (he 
himself wrote “wo” [“where?”] on its edge); 
Arndt probably bought the image without 
knowing (any more) where the object was 
located. It shows a sculpture of Ganymede. 
Closer inspection reveals that it is the very 
same torso as that now in the Cahn Gallery 
in its reconstructed state. The breaks and ad-
ditions on the photograph match all those 
places where the limbs of the torso end after 
the removal of later additions. Several dowel 
holes above the left waist, at the left upper 
arm, below the right armpit and at the right 
hip are located exactly where the eagle to the 
figure’s left and the lowered arm on the right 
were attached.

There are indeed parallels to be found in an-
cient sculptures of Ganymede, such as the 
Roman marble group in Naples (Museo Nazi-
onale, inv. no. 6355) from the Farnese Collec-
tion. Thus, the historical reconstruction may 
indeed be correct (interestingly the lower sec-
tion of the figure was not executed; instead 
the torso was placed on a moulded base at 
the level of the beginnings of the thighs). The 
sculpture would then represent the innocent 
shepherd boy who was abducted by Zeus in 
the guise of an eagle and carried off to Mount 
Olympus where he was assigned the office of 
cupbearer to the gods. Ancient sources testify 
to the androgyny of Ganymede, even explicit-
ly calling him a “hermaphrodite”. Stylistically 
the torso is close to post-Praxitelian sculptures 
such as the so-called Eros/Genius Borghese.  

A LIFE-SIZE TORSO OF A YOUTH. H. 60 cm. Marble. Roman, 1st-2nd cent. 
A.D. after a Greek model probably of the 3rd cent. B.C.        Price on request

which numerous Roman copies 
are known. This is a youthful, 
playful version of the otherwise 
often brutally punitive god with 
bow and arrow created by the 
late Classical sculptor Praxite-
les, presumably as early as the 
360s B.C. The bronze original, 
which is generally assigned 
too late a date, may have been 
made at the peak (akmé) of 
Praxiteles’ artistic career during 
the 104th Olympiad (364-361 
B.C.), as reported by Pliny – on 
the basis of sources available to 
him – in the book on metals in 
his Natural History (34.50). The 
similarities are evident: a beau-
tiful (very) young man with 
that distinctive, pronouncedly 
curved posture and a very sim-
ilar sculptural organisation. But 
it soon becomes clear that this 
cannot be the type of the tor-
so belonging to the Cahn Gal-
lery. There are two (significant) 
differences: Although the left 
shoulder is pushed up, the arm 
clearly pointed downwards, 

whereas that of the Sauroktonos reaches up 
the tree trunk he is leaning against and which 
the lizard he is about to impale is climbing. 
Secondly, the youthful Apollo is generally not 
as sweet and feminine.

Another solution must therefore be found. 
The femininity, the hermaphroditic appear-
ance of the torso is striking. And the gently 
curved buttocks are reminiscent of those of 
an adolescent girl. As the sculpture must rep-
resent a mythological figure, Narcissus, Eros 
or Hermaphroditus are all possible candidates. 
The famous statue of Hermaphroditus from 
Pergamon dating from the 2nd century B.C. 
has an unequivocally female breast but wears 
a cloak slung around the hips, which cannot 
have been the case with the Cahn torso.
 
The work of the Munich-based archaeologist, 
collector and art dealer Paul Arndt (1865-
1937) offers a promising line of inquiry here. 
Arndt had close ties to some of the most 
eminent authorities on ancient sculpture of 
the age, especially Heinrich Brunn and Adolf 
Furtwängler, and is known to have procured 
sculptures for numerous collections, too. Of 
particular interest to us is a photograph from 

The Two Sides of Ganymede
By Martin Flashar

The torso in its reconstructed state. Historical pho-
tograph, before 1937, from the estate of Paul Arndt  
(Erlangen University)
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Most art works must be studied and described 
in detail in order to be understood; only very 
few can be comprehended prima vista. The 
vase presented here is no exception. The main 
side (A) of this impressive pelike features the 
more intensely figural drawing of the two: On 
the left, a male couple interacts. The dominant 
role is played by a bearded man who embraces 
his younger, beardless partner in a “wrestling 
hold”, as it were. The latter does not attempt 
to fend him off, stands upright, his rather un-
spectacular penis peeping out from among the 
many cloak folds at the centre of the compo-
sition, signalising pleasure; hence the promi-
nence accorded it by the painter. The cloaks of 
both men envelop large sections of their bod-
ies, leaving little of their flesh exposed, even 
if the naked buttocks of the younger lover, 
rendered in fine contour, naturally could not 
be left out. A closer look reveals three pow-
erful parallel lines that lead from the mature 
man to the youth, below the latter’s genitals. 
This must be, albeit slightly concealed, the 
phallus of the dominant figure, preparing to 
engage in intercrural lovemaking.

On the right a disproportionately small young 
man crouches on the ground, leaning against 
a column with a heavy base. His reduced di-
mensions evidently reflect the figure’s lesser 

symposium – a male affair but with wom-
en present, this interior scene complement-
ing the outdoor one on the other side of the 
vase. The musician plays a double flute. His 
instrument is thrusted towards the female 
dancer and seems to touch her upper body. 
The exceptionally long flute evidently serves 
as a metaphor for the penis. Its thrust is not 
directed towards the vagina – no, its target 
are the female breasts as the secondary sex-
ual characteristic. The wild and shrill sounds 
of the flute, which in Ancient Greece were re-
garded as "barbarian" – the myth of Marsyas 
is a case in point – spurs the musician’s 
playmate on. Although she is still complete-
ly enveloped in her garment, the affected 
movements of her arms foretell the imminent 
striptease: this is ancient table-dancing par 
excellence.

Nonetheless, both scenes ultimately appear 
somewhat “restrained”. They do not reveal 
the inevitable outcome of the entertainment 
but only allude to it. The sexual activities do 
not reach their consummation; everything re-
mains suspended in innuendo. This was not 
always the case in the representational histo-
ry of this subject matter. Just a few decades 
earlier, such images of licentious excesses at 
symposia – a carousal held by older men and 
younger boys, at which female playmates 
(hetaerae) were also present – were quite dif-
ferent. Naked bodies dominated the picture 
and the intention of the depictions was to 
represent explicit sexual actions.

But the times had changed in Athens by 500 
B.C. The tyrants’ rule of the polis had come 
to an end, the first clear signs of democrati-
sation were unmistakable, and isonomía, the 
equality of full citizens before the law, had 
become a political buzzword and principle.
The old aristocratic ruling elite did not disap-
pear, but it had to learn how to define itself 
afresh in the new social and political context. 
Thus, "visual communication" on the theme 
of courtship and carousal also changed. Dras-
tic effects were tempered, and the painters 
preferred to play with allusions, things hid-
den, minor details, and moderation.

The oeuvre of the painter by now numbers 
some 130 vessels. Of these roughly one third 
are still in black-figure. Thus, he belongs to 
the generation of artists who experienced this 
period of radical artistic and political change 
– and inevitably mirrored it in their paintings. 

A RED-FIGURE PELIKE. H. 40 cm. Clay. Attributed to the Eucharides Painter (Workshop of Nikoxenos) by Herbert A. 
Cahn. First published: Münzen und Medaillen AG Basel, Kunstwerke der Antike, cat. Sonderliste R (Dec. 1977) 53, 
no. 50. BAPD no. 13607. Attic, ca. 490-480 B.C.      Price on request

importance. Likewise, the way in which he 
sits – frontally and with opened legs – tells us 
that he belongs to a lower level of society, the 
slave of the older suitor, with his master’s staff 
in hand. He seems to be sleeping, or at least 
dozing, resting his head in his left hand. Is this 
subtle irony in view of the excitement on his 
right? Or is he not even watching, his sense of 
shame rather serving as a place holder for the 
social criticism directed against the licentious-
ness of the noblesse?

Above, suspended from an imaginary wall, 
are a sponge, a strigil and an aryballos: ac-
cessories of youthful athletic prowess, and as 
such charged with erotic implications.

A further telling detail is the tree on the far 
left, which not only serves as a framing ele-
ment, but is also a metaphor from the world 
of plants. It is completely overgrown and 
ensnared by ivy, just like the youth, who is 
caught in the overpowering embrace of his 
older lover. The tree and the abbreviated ar-
chitecture indicate that the scene is located in 
an outside space, possible in a palaestra.

Depicted on the less elaborately decorated 
side B is a typical moment of uninhibited 
companionship during a wine-lubricated 

Love Games Within and Without
By Martin Flashar
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A bearded musician steps forward with mea-
sured pace, the gentle motion causing his long 
garment to sway slightly. He plays the cithara, 
the instrument of Apollo. With the plectrum 
in his right hand he plucks the strings above 
the mighty sounding box. The man’s head is 
thown lustily back so that his haunting song 
streams upwards to the heavens from his wide 
open mouth. A wonderful composition!

To reach a more precise interpretation of the 
scene it is necessary to study its iconography. 
On which occasions did such musical perfor-
mances take place? And how does this image 
of man relate to the imagined myth? The ty-
pology of the singer in profile to right is al-
most identical to that of the God himself, and 
he wears Apollo’s clothing: a long chiton and 

ing from the following couple of decades have 
been preserved. Singers accompanied by the 
cithara numbered amongst the entertainments 
at a symposium. However, some images show 
a veritable stage platform as well as figures 
of Nike placing a wreath on the singer. These 
pictures to all appearances allude to the win-
ning entry in an official competition. This is 
already the case in black-figure vases of the 
2nd half of the 6th century B.C. The emer-
gence of this new pictorial theme doubtless 
reflects the increased importance of the dis-
cipline in the Panathenaic Games. When, in 
a second step, these impressive, anonymous 
citharoedes appear in the works of image in-
ventors without any narrative context at all, 
then there is bound to be a shift in focus to-
wards the individual. The isolation of the fig-
ure invites the beholder to identify with him 
and thus forms part of the process leading to a 
new image of man, here demonstrated by the 
carousing of the admittedly still aristocratic 
circles of Athens’ jeunesse dorée. Interesting-
ly, even Ernst Buschor felt the need for a his-
torical perspective in his celebrated book on 
Greek vase-painting: “That the commitment 
to the world of sound now becomes the sub-
ject of representation is a sign of the times: 
this immersion is one of the roots of Classical 
being.” (Griechische Vasen, 1940, p. 171).

The mysterious, indistinct silhouettes of other 
figures on the left side and back of the vase 
belonging to the Cahn Gallery are a technical 
curiosity. These “ghosts”, as the phenomenon 
is termed, are not related to the scene painted 
on the vase but were caused by a “mistake” in 
the production process to which lekythoi were 
especially prone. These slender vases with al-
most vertical sides could be placed closer to-
gether during drying and firing than was the 
case with bulbous vessels such as kraters or 
amphorae. If the vases actually touched each 
other, as in the case of the lekythos discussed 
here, the drawings were liable to “tinge” the 
adjacent vase. Magical faces from the un-
known neighbouring vase can frequently be 
identified; here we see shadowy figures. There 
is thus nothing supernatural in this phenom-
enon, nor does it do anything to detract from 
the beauty of this lekythos. Indeed quite the 
opposite is the case. The accidental counter-
proof permits an insight into the highly com-
plex production process and thus, in my eyes, 
makes this vase all the more precious.

A RED-FIGURE LEKYTHOS BY THE BRYGOS PAINTER.  
H. 32.5 cm. Attic, ca. 480-470 B.C. CHF 46,500

a cloak draped loosely over it. But extreme 
emotions such as ecstasy or enthousiasmós 
are never encountered in representations of 
the deity; nor are expansive gestures, danc-
ing steps, and the act of singing. These are 
reserved for the mortal chitharoede.

The painter who frequently decorated the 
perfect cups signed by the potter Brygos be-
longed to the leading artists active in Ath-
ens in the early 5th century B.C. More than 
200 vessels have been attributed to his hand. 
With a sure instinct, the Brygos Painter 
and his contemporaries committed topical 
themes of symbolic importance to the curved 
surfaces of the ceramic products given to 
them to adorn. Besides mythological scenes, 
these often included brilliant athletes, ven-
erated poets such as Sappho and Alkaios, 
and of course, time and again, Athena and 
symposium scenes. Especially on lekythoi, 
which traditionally served as grave goods 
and therefore expressed a higher degree of 
individuality than other vessels, the Brygos 
Painter also chose to paint unnamed men 
and women performing music.

By a fortunate coincidence, a “sister” vase, 
also by the Brygos Painter, has also been pre-
served. This second lekythos was with Münzen 
und Medaillen AG, Basel, in 1982 and subse-
quently entered the Art Collection of the Ruhr 
University, Bochum. It is not a true pendant or 
duplicate as the vessel is 1.5 cm taller. Further- 
more, the citharoede is somewhat stiffer 
and the composition more measured. Both 
lekythos and drawing may well have been 
created a few years earlier. In any case it 
testifies to the presence of the motif in the 
workshop. On the lekythos in Bochum the 
large piece of colourfully embroidered cloth 
that is further embellished by borders and 
long fringes is better preserved than here and 
drapes down to the ground from the citha-
ra. Rather than being part of the musician’s 
clothing, it is a festive “vestment” adorning 
the instrument itself.

Sir John Beazley was the first to study vases 
with citharoedes, publishing his programmat-
ic essay "Citharoedus" in the Journal of Hel-
lenic Studies in 1922. The motif first appears 
on red-figure vases in the circle of painters 
around the Berlin Painter at the turn of the 
5th century B.C. A few dozen specimens dat-

Festive Song as a Social Event
Citharoedes on Stage – and in a Vase Painting by the Brygos Painter  
By Martin Flashar
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“Snakes played an important role in the lives 
of the peoples of Antiquity as did no other 
order of the animal kingdom with the ex-
ception of various domestic animals.” Thus 
begins the entry for “Snakes” in the 1921 edi-
tion of Pauly’s Encyclopaedia of the Ancient 
World – an entry that runs to an astonishing 
sixty-three columns of text! Yet no one who 
has imagined the Mediterranean world as it 
was 2500 years ago will be surprised by this.

The first century Roman poet Lucan includes 
a whole catalogue of serpents in his epic ac-
count of the civil wars fought between Cae-
sar and Pompey, where in his own rendition 
of the myth of Perseus and Medusa, the most 
famous of the three winged Gorgons who 
have snakes in lieu of hair, he lists no fewer 
than fifteen different snake species by name. 
There are two conclusions to be drawn from 
this key work of ancient literature: First, the 
ancients’ biological knowledge of snakes, starting with Aristotle’s 
Historia Animalium, rested to a high degree on their close observa-
tion of nature, and second, the reality of the reptile was inextricably 
entwined with mythological stories.   

In a small work of art at Gallery Cahn we see two bronze snakes, 
each mounted on its own plinth. Their identical finish with a rectan-
gular tang on the underside indicates that they undoubtedly belong 
together. Their twin-like appearance leaves us in no doubt that they 
are the work of the same craftsman and the same workshop.  But are 
they really a pair? Undoubtedly! Their modern positioning on sepa-
rate plinths cannot possibly accord with the original composition of 
the piece. Since the snakes were in all likelihood not mass-produced, 
everything – including their shared provenance – speaks for their 
having originally been inserted in one and the same stone plinth. 
The longer part of their bodies lies coiled up on the ground, both in 
a clockwise direction, so that far from being antithetical counter-
parts, they basically repeat each other. The head and neck of both are 
aggressively reared up and seem to capture the instant immediately 
prior to the adversary’s actual attack. 

Especially striking are the little beards hanging down under their 
chins. This detail is not reproduced from nature; instead, bearded 
snake heads frequently featured in representations of the Medusa, 
for example, as the snake girdle of the Gorgon on the pediment of 
the Archaic temple of Artemis at Kerkyra/Corfu shows. Python, the 
dragon-like serpent whom Apollo has to slay, is also generally shown 
with a beard. Thus iconography can serve to signify divine power.  

Are the regular scales of the snakes at Gallery Cahn – the staggered 
rows of finely incised pointed ovals on the upper side, the parallel 
ribs on the underside – a reproduction of reality or rather just dec-
oration, an attractive way of finishing the bronze? The answer is 
probably both. This also has to do with the age in which they were 
made. The work must have been created at a time when people were 

BRONZE VOTIVE: BEARDED SNAKE PAIR REARING UP TO ATTACK. L. max. 11.5 cm. Greek, ca. 450 B.C. 
CHF 26,000

becoming aware of the artistic merits of naturalistic representation, 
and at the same time were succumbing to the temptation to overdraw 
– and so enhance – the beauty of both flesh and skin. The two snakes
should therefore be dated to the Classical period of Greek art. The
rigorously, if decoratively, incised scales certainly speak for a dating
within the 5th century B.C., and later rather than earlier.

Unfortunately, there are hardly any properly dated works that might 
be referenced by way of comparison. There is a group of bronze 
kerykeia (the caducei carried by the god Hermes), probably from 
Lower Italy, with extrinsic clues suggesting that it was made towards 
the end of the 5th century; but in terms of form, the pair at Gallery 
Cahn seems older. The metope of the Olympian temple of Zeus show-
ing Hercules slaying the Hydra of Lerna is too poorly preserved for 
us to be able to draw any conclusions from it. Yet there can be no 
doubt that the concept described above, which rests on the narrative 
“moment of tension,” to use Luca Giuliani’s phrase, belonged to the 
Severe Style, that is, to the Early Classical period, which saw a broad-
er understanding of the narrative as a sequence of actions through 
time gradually taking hold. 

In closing a few words about the function of the object: Snakes have 
always provoked – both in reality and in art. We are either fascinated 
by them or repelled – two poles between which there is very little 
latitude. This is what the sources tell us too, often exaggerating the 
malevolence of snakes and hence the danger they pose contrary to 
reality. It is an undisputed fact, remarked on by the French Structur-
alists in their discussions of Greek religion, iconography, and mythol- 
ogy, that things that are terrifying or hideous not only appal and 
repel. They also have the power to transfix the gaze, to cast a spell 
on us, as it were. This is just as true of the grimacing Gorgon as it is 
of supposedly deadly snakes. And it is precisely this ambivalence, the 
snake’s venomousness coupled with its ability to shed its skin – im-
plying rejuvenation and renewal – that defines the magic of snakes 
in Antiquity. These bronze snakes must have been a votive offering! 

The Fascination of Snakes  
Vipers, Adders and Ancient Cults    

By Martin Flashar
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As so often happens, a fascinating ancient object poses problems and 
raises questions. But as experts, interested amateurs, and knowledge-
able private collectors can confirm, this is par for the course in ar-
chaeology, which as a discipline that entails the study of the fragmen-
tary can seem rather like detective work at times.

Under scrutiny here is an attractive, finely worked, marble portrait 
bust of the Roman Imperial Period. There can be no doubt that it is a 
portrait of the early Greek poet Anacreon. This much is apparent from 
a comparison with the other dozen or so replicas of the no longer 
existent bronze original. Not only are there similarities, but there are 
also some exact fits. The locks of hair, for example, can be counted 
and matched down to the tiniest detail.

Anacreon was born at Teos on the Ionian coast in ca. 575 B.C. He is 
said to have died at the age of eighty-five, so in ca. 490 B.C. That he 
choked to death on a grape pip is a legend that reflects the readiness 
of his ancient biographers to draw on his poetic oeuvre as a source 

PORTRAIT OF THE GREEK POET ANACREON. Height of head as far as neck break: 31 cm. 
Probably Pentelic marble. Roman copy of the late 1st cent. A.D. after the Greek original of 
ca. 450/440 B.C. Formerly Coll. Prinz Carl Alexander von Preussen (1801-1883), Schloss 
Glienicke, Berlin, probably acquired in Rome in the 1840s through the good offices of Karl 
Friedrich Schinkel (1781-1841), possibly from the Vescovali brothers. Thereafter Coll. Ber-
nard Baruch Steinitz (1933-2012), Paris. First mentioned: R. Kekulé, Anakreon, JdI 7, 1892, 
120.  Price on request

of information. Anacreon spent large parts of his life travelling 
from one ruler's residence to the next. He thrilled audiences with 
his verse, a good 100 fragments of which (to date) have survived, 
and in the judgment of posterity, his poetry came to typify the 
themes that wealthy men wished for at symposia: wine, women 
(or boys), and song. Anecdote obscured the exact details of his 
life story even in Antiquity, but it seems that Anacreon reached 
his creative acme while at the court of the tyrant Polykrates of 
Samos in 531 B.C. Later he was in Athens with Hipparchos, one of 
the Peisistratid tyrants, who was less of a politician than a friend 
of the arts, but was assassinated nonetheless in 514 B.C. Anacre-
on became very much a public figure during this period, or so the 
sources tell us. Attic vase paintings of the latter years of the 6th 
century B.C. show him (with his name spelled out) as a singer and 
komast. He is also known to have cultivated a close friendship 
with Xanthippos, the military commander and father of Pericles. 
According to Pausanias, the latter had posthumous portrait stat-
ues of both men – presumably the work of one of the famous 
Classical sculptors, Pheidias or Kresilas – prominently displayed 
side by side on the Acropolis of Athens in ca. 450/440 B.C.
  
Noting how closely the replicas resembled each other even as 
early as 1892, Reinhard Kekulé von Stradonitz, the first archae-
ologist to identify them as a distinct portrait type and to con-
firm their attribution to Anacreon, argued that they should all, 
without exception, be read as reflections of the statue in Athens. 
This is remarkable inasmuch as there are literary accounts of still 
more dedications to Anacreon, including at least one statue in 
his native city.    

And Kekulé, apparently, was among the few to see the replica 
that is now at Gallery Cahn at the time it was installed at Schloss 
Glienicke in Berlin. From 1918 until well into the 1930s, the col-
lection of the Prussian princes was systematically decimated by 
the sale of single pieces as well as wholesale auctions. Quite by 
chance, the old mould from which copies of the head had been 
cast – according to the label still attached to it – came to light 
in the Gipsformerei Berlin in 1998. A plaster cast made from the 

said mould reproduced the portrait in its ancient state, in other words 
broken off at the neck, and so confirmed that the whole herm, from 
the shoulders down, was in fact modern. But both the assembly of the 
herm, undertaken after the head had left the Berlin collection in the 
twentieth century, and the mounting of the cast on a plinth were en-
tirely inappropriate, for both present the life-size portrait of the poet 
with full beard, thick curly hair, and taenia either en face or turned 
slightly to the left.

The statuary context, however, speaks a completely different lan-
guage. There the nearly nude poet stood in a casual, somewhat unsta-
ble-looking pose, clad only in a little cloak, his head slightly thrown 
back and turned to the right, and his mouth open, captured in the act 
of performing a song. This much is evident from the only copy of the 
statue to have survived. Found in an ancient villa on Monte Calvo in 
the Alban Hills not far from Rome, it has been in the care of the Ny 
Carlsberg Glyptotek Copenhagen since 1885: “And he is represented 
in such a pose as a drunken man would sing.” (Paus. 1,25,1).

Anacreon, the Early Greek Poet  
An Important Portrait Replica Resurfaces  

By Martin Flashar
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Attic vase paintings of the Archaic and Classical Period frequently pres-
ent one of countless variations of a single motif: that of warriors arming 
themselves ready to set off for war.

This is the scene that fills the main picture field, framed by rather plain 
ornamental bands, on side A of this large column krater. Drawn in profile 
is a quadriga facing right that is still stationary, although there are signs 
that its departure is imminent:  One nervous horse has raised a foreleg in 
readiness, and the reins are being pulled taut by the charioteer standing 
in the chariot box at left. A young man with curly hair and a slender, 
beardless face, he is clad in a long, finely ribbed robe, rather like the one 
worn by the famous bronze charioteer of Delphi. As a youth no older 
than an Ephebe, he is smaller than the second male figure facing him in 
the middle of the scene, who is visibly older and bearded and is shown 
wearing a headband and a long, billowing cloak. In his lowered left hand 
he holds the warrior’s weapons, specifically a shield, sword, and lance 
that are partially obscured by the four horses standing in front of them. 
In his right hand he is ostentatiously holding aloft a Corinthian helmet 
with magnificent crest and tail, which as protection for the head was 
traditionally a highly charged piece of equipment. We are reminded of 
Homer’s account of Achilles arming for battle outside Troy:

Highlight

“And he lifted the mighty helm and set it upon his head; and it 
shone as it were a star – the helm with crest of horse-hair, and 
around it waved the plumes of gold that Hephaestos had set thick 
about the crest." (Iliad, 19, 380-383).

The narratives of such vase paintings cannot, and should not, be 
read literally. Otherwise, we would have to wonder how the young 
man will ever be able to take the helmet and other weapons be-
ing proffered, given that he evidently needs both hands merely 
to keep the horses in check, his wide-open eyes firmly fixed on 
them? The subject is rather the pulling power of the war chariot, 
the high social status conveyed by the four noble steeds (here 
shown multiply overlapping), the emblematic significance of the 
helmet, and the symbolically charged gesture of the older man. 
The quality of the painter is evident both in the articulation of 
these ciphers and in the composition itself (the diagonals inter-
secting at the tail stump of the horse at the front) and clearly he 
was not one of the greatest. 

Following the lead of Sir John Beazley (1885–1970), many archae-
ologists of the twentieth century devoted a great deal of time and 
effort to classifying the various Attic vase painters, distinguishing 
one hand from another, and compiling entire oeuvres. The ceram-
ic vessels that they studied often presented mysteries that remain 
unsolved to this day. Thus there are no fewer than three different 
painters (easily told apart) who signed a range of vases: “Polygno-
tos painted it.” Whether even one of them was really called Poly- 
gnotos is uncertain. It is more likely that all three of them wished 
to be considered direct followers of the famous panel painter of 
that name. Polygnotus of Thasos, who was also active as a bronze 
sculptor, was granted Athenian citizenship and painted the Stoa 
Poikile of the agora in Athens (in ca. 457 B.C.) with multi-figural 
cycles of both mythical and historical Athenian victories on the 
battlefield, from Troy to the recently fought Battle of Marathon.

While no one who chose a pseudonym linking him to such a paint-
er could be lacking in self-confidence, the aim was presumably to 
assert analogies of content, too. There is a piece by “our” painter 
signed “Polygnotos” showing antithetical tripods and Nikes deco-
rating the bulls waiting to be sacrificed in honour of the victory.  
His oeuvre comprises over sixty vases, while at least another ten 
have been attributed to his workshop. 

But back to the vase at Gallery Cahn: The reverse side B shows a 
simple, but by no means trivial scene. Standing in the middle is a 
woman clad in a long robe. Her body is viewed frontally with her 
right hand planted firmly on her hip, while to the left and right of 
her are two younger men, who clearly are no longer mere youths 
since they each hold a gnarled staff and wear the cloak of an Athe-
nian. All three are gesticulating vigorously – that is to say, they 
are doing what they have learned to do in a democracy, namely 
debating. And unless the three are anonymous citizens of the polis, 
then viewed together with the “father figure” on the front, they are 
most probably the family of the warrior about to set off for war.

A Classical Warriors' Departure   
The intimate visual world in the eyes of the democratic polis   

By Martin Flashar

A RED-FIGURE COLUMN KRATER ATTRIBUTED TO THE NAUSIKAA PAINTER.  
H. 37.5 cm. Clay. Attic, ca. 450 B.C. Published.  Price on request
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This magnificent Greek head is a stroke of good fortune for archaeolo-
gists, art dealers, museums, and collectors alike, since it supplies us with 
a rare example of Classical political sculpture and the important role that 
it played. It owes its exceptional charisma in part to the theme, specifi-
cally the god Hermes, who in addition to the fillet binding his curly hair, 
here sports a relatively long, carefully combed beard, clusters of curls at 
the temples and at the back of his head a great mass of hair spilling over 
the fillet along with strands from either side bound together in a braid.

The quality of the sculpture is striking. There can be no doubt that this 
is an original Attic sculpture from the Classical Period. The fine-grained 
white marble could be Pentelic in origin. Dating this work is thus not dif-
ficult. Clearly we are in the 5th century B.C. and right at the beginning of 
the High Classical Period, meaning the years 460-450 B.C. – the “severe”, 
box-like shape of the head an echo of the style of preceding decades.  

Highlight

A Clear Symbol of Democracy  
A marble head of a herm leads straight to the heart of Classical Athens

By Martin Flashar

A BEARDED HEAD OF HERMES, once part of a herm. H. 25 cm. Marble. Greek, (probably 
Attic), ca. 460-450 B.C. Formerly Coll. N. Koutoulakis, Geneva, 1950s-1960s.  
 Price on request

The question of function is of course an important one. The head 
must have surmounted a herm, as is evident from the neck, which is 
almost rectangular in cross section (with rounded edges). The same 
technical feature can be seen on the head of a herm in New York – 
from the same period, incidentally – which has a similar braid motif 
on the reverse and like this one is slightly under life-size (Metropol-
itan Museum, inv. 1992.11.61; formerly Thétis Collection, Geneva).  

What political role did herms such as this one play, both in Athens 
and in Ancient Greece generally? Certainly an important one – that 
much is beyond dispute. As semi-anthropomorphic representations 
of deities, herms had been widespread since the Late Archaic Peri-
od. The canonical herm took the form of a stone pillar with human 
head, arm stumps, and phallus. The herm was primarily a bound-
ary-, way- or place-marker; but as an image of Hermes it could also 
be a cult object, often with some fertility-bestowing aspect, though 
above all apotropaic. In other words, it was believed to ward off evil 
and protect property.

In the late 6th century B.C., the Tyrant Hipparchos had some 130 to 
150 herms erected as way-markers to mark the distance between the 
polis of Athens and the individual demes. Their appearance thus co-
incided with an expansion of the road network in Attica. The Altar 
of the Twelve Gods erected on the agora in Athens that counted as 
“kilometre 0”, and hence as the (conceptual) centre-point of Attica, 
should also be viewed in this context. And so Attic herms made the 
transition from a primarily sacred sphere into a political one. The 
concept of Athens as the centre and of Attica as the periphery was 
ultimately a necessary preliminary to the tribal reforms of Cleisthe-
nes, which in turn smoothed the way to the democratic system. That 
the Hermes Agoraios, as a public deity in the centre of the polis, 
gained in importance during this period is thus not surprising. Once 
the tyrants had been deposed, the Hipparchic herms were removed 
and replaced by new ones representing the changed order.

One of the most important consecrations of a herm on the agora 
in Athens was that undertaken by Cimon (and fellow strategists), 
who to mark a victory over the Persians in 476-475 B.C. had three 
herms installed following a resolution by the people's assembly. 
The prominent location of these deities and their reinterpretation 
as (personalized) victory monuments had the effect of secularizing 
herms; it also marked the maximum extent of the cult of the poli- 
tician that this young democracy could bear. The old context, the 
Tyrant’s visualization of the extent of his power, was thus recast 
as a symbolic proclamation of victory by a democratic society, 
making herms monuments to democracy par excellence. 

This interpretation is confirmed in retrospect by the profanation 
and mutilation of the herms one night in 415 B.C., when, in a 
massive attack on democracy itself, the heads of numerous herms 
in Athens were knocked off or otherwise vandalized. This act of 
desecration was followed just a few years later by an oligarchic 
overthrow (411 B.C.), and it is against this historical backdrop that 
the head of a herm at the Gallery Cahn must be viewed.
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Objects such as this are a rarity on today’s art market and turn up only 
every few decades, if that. For this head made of sensitive limestone 
is bursting with ancient history – and with modern history, too. Both 
lines of inquiry are worth following. Luigi Palma di Cesnola (1832-
1904) had an extraordinary career. A native of a town in Piedmont 
not far from Turin, the erstwhile officer rose to become American 
Consul to Cyprus (from 1865). The major archaeological excavations 
of the island’s antiquities (following Heinrich Schliemann’s model) 
conducted at his instigation eventually led to his becoming first di-
rector of the Metropolitan Museum of Art in New York, a post he held 
from 1879 until his death.

To judge by everything we know about Cesnola, what drove him was 
not scholarly curiosity. He dug to sell; which explains how many 
thousands of objects came to be shipped all over the world. The Met-
ropolitan Museum took an exceptionally large portion of his wares, 
and since then – and this is the positive side of the story – has been 
in possession of the most important collection of Cypriote sculpture 
worldwide. 

So why am I telling you all this? Because the Cahn Gallery’s impres-
sive head of a man with a long beard is listed, alongside an illus-
tration of it, as item number 471 in the very first publication of the 
Cesnola Collection (New York 1885). Clearly visible in that illustra-
tion, incidentally, is the strikingly long beard. So contrary to what its 
appearance might suggest, the lower half was not in fact restored in 
modern times at all, as a recent appraisal of the piece by its conser-
vator confirms.

But that is not the end of the story. In late March 1928, the museum 
decided to consign a number of duplicates from its holdings to the 
famous Anderson Galleries on Park Avenue. Among the items to 
be sold at auction were parts of the Cesnola Collection, including 
“our” head: “Fine head, in excellent state of preservation,” said the 
auction catalogue. From there it went to the Toledo Museum of Art 
in Toledo, Ohio, which in its turn, admittedly ninety years later, also 
decided to part with it. What a colourful recent past this piece has 
had!

As place of origin, Cesnola listed an excavation site between Nico-
sia and Larnaca, which since the nineteenth century has often been 
identified as the ancient Golgoí, a colony founded by the Pelopon-
nese Sikyón, and the principal centre of the cult of Aphrodite on 
the island. But this information is too vague to aid us much in our 
interpretation.

The head has hitherto been described as “votive” – a gift to a deity, in 
other words – which is certainly possible. On the other hand, in the 
case of this head it seems unlikely that some wealthy citizen chose 
to lend emphasis to his generous gift by having it resemble his own 
person. For all their idealized language of forms, such heads generally 
feature some “individual” detail or other, be it a helmet or some other 
costume element.

Highlight

God or Priest?  
A Limestone Head from Cyprus with Plenty of 
History behind it, both Ancient and Modern

By Martin Flashar

A MALE HEAD; PROBABLY A DEITY. H. 34.2 cm. Limestone. Cyprus, ca. 500–460 
B.C. First published in: The Metropolitan Museum of Art, A Descriptive Atlas of the 
Cesnola Collection of Cypriote Antiquities in the Metropolitan Museum of Art, New 
York, vol. 1 (New York 1885) no. 471, pl. 72.                                Price on request

What dominates here, however, is the expression of majesty, the fron-
tality, the over life-size dimensions and the finely carved beard. The 
typology of the coiffure, the hairband tucked in at the back and ar-
ticulated as a leafy wreath – all these features point to a divine-cul-
tic context. Depicted here is a priest at the very least. Measured by 
the iconographic standards of the motherland, the first candidate to 
spring to mind is Dionysos – or perhaps Apollo, given that the leaves 
of the wreath are most readily identifiable as laurel leaves.

The dating of the piece on the basis of stylistic factors would lead us 
to Greece and the late 6th century B.C. This Late Archaic Period in 
art lasts a little longer on the Cypriote timeline, which tends to lag 
around one generation behind.

Cyprus has always been a melting pot of the cultures of southern Asia 
Minor, the Levant and northern Egypt. Its artistic accomplishments 
must therefore be described and judged according to criteria of its 
own. Despite all the research findings of the past few decades, these 
have still not coalesced into the kind of close-meshed grid that can be 
applied to artefacts from mainland Greece. Yet there can be no doubt 
at all of the special importance of this head. 
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Our Highlight this quarter is a portrait that 
has to be “deciphered”. Specific physiog- 
nomic features that are closely related to 
portraits of Emperor Augustus allow it to be 
dated spontaneously to the early Imperial 
Period. To be more exact, the head appears 
to have been influenced by early portraits of 
Augustus, while in conception (especially the 
details of the face and of course the strikingly 
abrupt turn to the right) it seems premised on 
portraits of Octavian, possibly even the type 
of the Prima Porta statue (between 27 and 20 
B.C.). The portrait at Gallery Cahn neverthe-
less retains formal traces of Late Republican 
vitality. It lacks the “Classical serenity” of lat-
er works: The eyes, mouth and nose sit close 
together, for example, and the forehead hair 

Highlight

Splendid Son-in-Law  
Augustus’ search for a successor produces a major portrait

By Martin Flashar

A PORTRAIT HEAD OF MARCELLUS. H. 37 cm. Limestone. Roman, ca. 20 B.C. 
                                                                                       Price on request

is not yet dominated by 
the fork motif that before 
long would become a 
standard feature. Indeed 
everything speaks for a 
dating of the piece to the 
early Augustan years, 
though not much later 
than 20 B.C.

Who is the subject? 
The hypothesized de-
pendence on – or even 
imitatio of – the early 
portrait of the new em-
peror clearly calls for 
substantiation. The evi-
dence is certainly there, 
since we know of four 
more heads that are cop-
ies, or variants, of each 
other and that all show 
the same person. First 
among them is a head 
for a toga statue in Na-
ples from a private home 
in Pompeii (the Casa del 
Citarista), with a replica 
of the same in Narbonne, 
showing a young man 
aged between twelve 
and fifteen. Then there 
is a bust in the Capitol 
in Rome, with a replica 
in Toulouse, which al-
though clearly derived 

from the former portrait shows a slightly 
older man aged between sixteen and twen-
ty. The type was identified many years ago 
and quite rightly linked to the Imperial fam-
ily; but it was the archaeologist Paul Zank-
er who, in 1985, identified of the subject as 
Marcellus.  

Augustus (r. 27 B.C.-14 A.D.), as we know, 
was not the kind of princeps whose every un-
dertaking was crowned with success. Almost 
all his attempts to line up a successor for his 
own throne ended in failure, for example. 
Marcus Claudius Marcellus (42–23 B.C.), son 
of his sister Octavia, was merely the first in 
the long line of those whom Augustus con-
sidered for this role and therefore pushed in 

every conceivable way. He was allowed to 
take part in the triumph following the Bat-
tle of Actium in 29 B.C.; he was given Ju-
lia, Augustus’ only daughter, as a bride in 25 
B.C.; and he embarked on his political career 
(as aedile) in 23 B.C. – but died just a short 
time later under mysterious circumstances, 
most likely as a result of intrigue and murder. 
While the earlier portrait of Marcellus might 
have been produced for the Actium festivi-
ties, the later one was perhaps commissioned 
for his wedding or on his assumption of pub-
lic office.

The head leaves several questions unan-
swered. Limestone is actually only a “sec-
ond-best” stone for sculpture, to be used 
mainly when marble is not available. It is 
familiar to us from Egypt and parts of North 
Africa, as well as eastern Upper Italy – spe-
cifically the region around Trieste. There is 
thus a discrepancy between the uncorroded, 
original parts of the head, which without ex-
ception are of a quality worthy of the capital 
and are not in the least “provincial”, and the 
choice of material.  Another curiosity of this 
work is the elongated neck, and above all the 
flat base of the piece. Clearly it was neither a 
bust nor a head made for a larger statue; nor 
is there any sign of a break on the smoothed 
underside. The portrait, apparently, was posi-
tioned as dictated by the turn of the head and 
as it is now, mounted on its plinth. This is 
unknown in Imperial Period portraiture from 
the city of Rome; where it does occur, how-
ever, is in Hellenistic votive heads from Cen-
tral Italy. That a local peculiarity was applied 
here is thus conceivable.

In his life of Augustus, the Roman historian 
Suetonius describes Virgil (d. 19 B.C.) reciting 
parts of his (as yet unfinished) Aeneid to the 
Imperial family, and describes how on hear-
ing the passage about the death of Marcellus 
(Book 6, 860–886), Octavia swooned away. 
While philologists doubt the authenticity of 
this episode, it certainly makes a good story, 
even if it is pure invention. “Ah! Child of pity, 
if haply thou couldst burst the harsh bonds of 
fate, shalt be Marcellus!” laments Anchises to 
his son, the hero Aeneas. “Tu Marcellus eris” 
– destined to remain a deceptive, if powerful 
line of courtly poetry.
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There are certain artefacts – most of them ma-
jor finds – that cannot be fully understood in 
a matter of days. Some archaeologists spend 
years researching them. But the busy art trade 
rarely has time for this. Occasionally, there-
fore, it finds itself faced with a dilemma, torn 
between the desire to present a recently dis-
covered work and the awareness that the re-
search is anything but complete. It is just such 
a case that we wish to describe to you today.

Only recently did this splendid marble head 
come into the possession of Jean-David-Cahn 
AG. It seemed to us to be such a major find 
that we could not bear to keep you in sus-
pense a single day longer. Until just recently 
it was still at the conservator’s, whose task, as 
is so often the case, was not to restore it but 
rather to remove former restorations. In the 
Early Modern Period the head was mounted 
on a bust and the missing nose restored in a 
way that blurred its true identity. The current 
photograph, therefore, shows you the object 

The Last Attalid 
A Masterpiece of Hellenistic Portrait Art Uncovered

By Martin Flashar

A PORTRAIT OF A HELLENISTIC RULER, probably Attalos III, H. 28.6 cm, 
marble, 2nd–1st cent. B.C.  Price on request

once again in its "pure" state, 
as it was in Antiquity.

The initial assessment was 
relatively swift. It is without a 
doubt a portrait, the likeness 
of a specific, once living per-
son with individual features: 
a male without a beard, not 
especially advanced in age 
– forty at the most. A fillet, 
whose ends were wound to-
gether at the nape of the neck, 

provides the insignia of royalty. The dating 
was similarly straightforward, the Hellenis-
tic features being impossible to overlook. But 
then came questions that proved much more 
difficult to answer: How should the head be 
dated? And if it is a (later) copy or variant 
of an (older) work, in which period could the 
original portrait have been made? To which 
of the Hellenistic ruling dynasties does it be-
long? Might it even be possible to identify 
who, exactly, is portrayed?

From the addition of a bust, now removed, 
we do at least know that: 1) The bust itself 
was old and could well date from the 17th 
century. Further research might therefore 
provide pointers to the past of this important 
head. 2) Restorers of statuary are often sculp-
tors in their own right, or at any rate people 
with a fine feeling for sculpture. So whoever 
attached the bust must have felt that it was 
an especially good match – indicating that 
the head might well have been mounted in 

much the same way in Antiquity. 3) While 
the modern addition laid the groundwork for 
an incorrect identification of the subject as 
Philetairos, the first king of the Pergameni-
ans (r. 282–263 B.C.), known to us from an 
Imperial Period copy in the form of a bust,  
there are neither physiognomic nor stylistic 
connections between the two.

An examination of the piece from the 
art-historical perspective has now revealed a 
sculpture which, although still bound by the 
baroque forms of Pergamenian High Hellen-
ism, is already moving on; hence the reduced 
pathos and tension. The dating arrived at is 
not before 150 B.C. The keyword Pergamon 
provides a clear pointer to the ruling dynasty 
to which this portrait belongs. All the other 
evidence, including the relevant coins of the 
period and what few portrait sculptures in the 
round there are, support the conclusion that 
we are looking here at a Pergamenian! The de-
tails of the hair show an astonishing similar-
ity and conformity with a portrait fragment, 
which in volume seven of the “Altertümer von 
Pergamon” of 1908 was identified by the first 
scholar to study it as Attalos III. Who was this 
king? He was certainly a maverick who, aware 
that his dynasty was drawing to an end, be-
queathed his empire to the Roman Senate. He 
reigned from 138 and died in 133 B.C.  

Bernard Andreae, an expert in Pergamenian 
art, wrote to me two days ago: “If you count 
the curls and if you look at the furrow in the 
forehead and the fleshy, falling-away chin, 
you have the impression that it really could 
be Attalos III. I believe that this is an out-
standing discovery!”

So this is the finding, now rather more than 
a working hypothesis, with which I commend 
to you for further contemplation the last of 
the Attalids.

Fragment of a portrait of Attalos III (?), Berlin, Antiken-
sammlung AvP VII 132, detail.

The head on its old, possibly 17th 
century bust.
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The viewer stands face to face with an im-
pressive marble head and at first glance 
everything seems clear: The portrait is that of 
a man of the Late Roman Imperial Period; the 
short, incised hair and beard and the articula-
tion of the eyes point to the 3rd century A.D.

If only it were so simple! Who is the sub-
ject? And how can the work be dated? That is 
where the difficulties begin. For the suppos-
edly homogeneous appearance of the head is 
in fact undercut by certain key details: specif-
ically the remains of two longish curls of hair 
in front of both ears, most clearly in evidence 
on the right. These do not match the head at 
all; yet nor can they be secondary additions 
(which would make no sense). They can only 
be the remains of the original, first version 
of the portrait – as are the large ears them-
selves, protruding as they do from the back 

Highlight

A Palimpsest Portrait Head
One Face, Two People – On Judging an Imperial Period Portrait

By Martin Flashar

A ROMAN PORTRAIT HEAD, H. 28 cm, c. 250 A.D. or later, remodelled 
from a portrait of Severus Alexander. Price on request

of the head; for it was around 
them that ever more material 
was chipped away, steadily re-
ducing the volume to give rise 
to a new likeness.

The reworking of existing piec-
es, their “secondary use”, as it 
were, was a common practice 
in Roman Imperial portraiture. 
Research into this practice has 
gathered pace since the 1970s 
with archaeologists like Hans 
Jucker, Marianne Bergmann, 
Klaus Fittschen and Paul Zank-
er all attracting notice with 
ground-breaking observations. 
Many of the works that were 
remodelled were portraits of 
emperors: ruler A was reworked 
to create ruler B – though only 
after the former had been oust-
ed and officially consigned to 
oblivion through a Damnatio 
Memoriae imposed ex post by 
the senate. But private portraits 
might also be reworked if it 
was likely to be worthwhile – 
if they were especially finely 
done and made of expensive 
materials, for example, such as 
those representing members of 
the senatorial upper class.

The long curls in front of the ears of the Cahn 
head perhaps point back to Antonine hair-
styles. But as the preceding portraits in most 
cases belonged to the relatively recent past, 
our first step must be to date the second ver-
sion. In doing so, we should not be led astray 
by the short hair and beard and signs of a 
receding hairline, since these superficial mo-
tifs are to be found in the works of imitators 
throughout the 3rd century. One sure sign is 
that supplied by the schematic incising in the 
surface of the hair cap. This has nothing to do 
with the somewhat softer a penna technique 
of the Severan Period in which the strands of 
hair are modelled like feathers, often so that 
they overlap like scales – for we are already 
at mid-century.

Alongside parts of the face, all that remained 
of the original head were presumably the 

eyes. These are articulated in a way that re-
calls Emperor Pupienus (r. 238 A.D.), even if 
the portrait of the 70-year-old ruler differs 
inasmuch as it bears signs of his advanced 
age. Pupienus was often portrayed with 
curls in front of the ears, as was the (all too) 
young Elagabalus (r. 218–222 A.D.). But the 
ovoid head, eyes, mouth and physiognomy 
as a whole all quite clearly match portraits of 
Severus Alexander (r. 222–235 A.D.).

So it is a complicated matter. The initial por-
trait can only have been of Severus Alexan-
der. We see curls in front of the ears on por-
traits of him, too, and the ones on our head 
would not have protruded as far as they do 
before the hair cap was removed. The hole 
above the forehead probably belonged to the 
first version of the work and perhaps served 
to affix a metal wreath. The remodelling gave 
rise to a private portrait of an ambitious aris-
tocrat and we know from stylistic features 
that no such portraits were commissioned 
before 250 A.D. Our subject seems to have 
wanted to be associated with this important 
emperor, who despite the Damnatio Memo-
riae imposed on him was rehabilitated and 
deified as early as 238 A.D. and remained 
popular right up to Late Antiquity. 

Archaeological finds can be very difficult to 
pin down. This fascinating portrait head is 
just such a one and has still not revealed all 
its secrets.
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What image do we have of foreigners? This theme has long been a preoc-
cupation of European art history, whether in sculpture, in painting or, for 
the past century and a half, in photography. The man staring back at us 
in this very fine image painted on a cypress board appears foreign to us 
today; without a doubt he is an African. But to the original target group 
he would not have looked foreign; his was not an unusual countenance. 
For this is a find from Egypt. 

The first of these “mummy portraits” turned up in Saqqara in 1615, and 
more were discovered in Memphis and Thebes soon after. From then on, 
travellers to Egypt frequently returned home with them, alongside vari-
ous other artefacts. The “breakthrough” for our appreciation of the genre 
came with the Viennese merchant, Theodor Graf, who began amassing his 
vast collection of them in 1887, attracting the notice of archaeologists. 
In a recent interpretation of the images on show at the Paris World Fair 
of 1889, which after all drew over 32 million visitors, the art historian 
Beat Wyss pointed out how this earlier stage of what we would now call 
globalization fuelled an interest in the imagery of exotic and ostensibly 
“primitive” – viewed from the colonial perspective – peoples. No wonder, 
therefore, that no sooner had these portraits of people long deceased 
from the Nile region been discovered than interest in them among both 
art historians and ordinary members of the public grew rapidly. 

The practice of painting mummy portraits in Egypt began in the 1st cen-
tury B.C. and continued right up to the late 3rd century A.D. Some 1,000 
examples of them have been found to date. The principal findspots are 
the various necropolises of the Fayum Oasis in northern Egypt, which in-
cidentally is now a big city with more inhabitants than Basle. Two differ-
ent painting techniques were used: tempera and encaustic, which tends 
to produce rather better results than the former. The encaustic method 
entailed mixing pigments into molten wax, which was then painted onto 
the support while still hot. The work at the Gallery Cahn belongs to this 
second group. The wooden boards were affixed to the mummy after the 
painting was finished; only rarely was the portrait painted straight onto 
the linen bandages and shroud. It follows that most of the portraits were 
painted while the subjects were still alive (and probably shown privately 
at first) and only later were used for their intended purpose.

Here, we see a portrait of a middle-aged man whose personality shines 
through so powerfully that were we to run into him in the street, we 
would know him instantly. His hair and beard are dark and clipped short. 
The high, sloping forehead, long, bent nose, wide cheekbones, pointed 
chin and narrow mouth with fleshy lips are also ethnic characteristics: 
clearly this man is a Berber. His robe is only faintly sketched in and there 
are traces of purple pointing to a tunic. 

The dating of these mummy portraits, all of which show members of a 
Graeco-Roman-influenced middle and upper class, is complicated. A few 
can be dated with some accuracy on the basis of context (as when the 
deceased in named on the surviving cartonnage). Normally, however, the 
overlap between the painting itself, the specific style of the piece and 
certain ethnically defined pictorial elements and the general style of the 
times is sufficient only for a dating to the nearest half century.

Highlight

He’s No Foreigner!
A Mummy Portrait of a Berber from Egypt

By Martin Flashar

A MUMMY PORTRAIT OF A NORTH AFRICAN. H. 40.6 cm. Encaustic on cypress 
wood. Roman Egypt, ca. 240-250 A.D.                                       Price on request

This makes the mummy portrait at the Gallery Cahn a very lucky 
find indeed. For here, there are certain details that allow a relative 
degree of precision in the dating. There are similarities with the 
late portraits of Emperor Severus Alexander (r. 222–235 A.D.); and 
the same fuzzy, cord-like eyebrows, together with an almost iden-

DETAIL OF A PORTRAIT OF GORDIANUS III from 
Ostia, Rome, Mus. Naz. Rom., Inv. 326

tical receding hair-
line, feature in por-
traits of Gordian III  
(r. 238–244 A.D.), 
who was an impor-
tant military and 
political leader in 
Mesopotamia and 
North Africa. 

Looking back at 
the art of Antiqui-
ty is thus a timely 
reminder of just 
how relative the 
concept of “for-
eignness” in a glo-
balized world is.
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The burning desire to have oneself distin-
guished in front of others is a constant among 
the aristocratic city-states of ancient Greece. 
The introduction of the phalanx as a battle 
formation greatly limited the opportunities for 
displays of individual valour and prowess on 
the battlefield, although the images supplied 
by countless mythical duels, many of them 
Homeric, went some way to compensate for 
this loss. In the real world, however, it was 
sports contests, first and foremost among them 
the collective “state of emergency” other- 
wise known as the Pan-Hellenic Games that 
provided a welcome opportunity to outshine 
everyone else. The Panathenaea was estab-
lished as an institution of crucial importance 
to Athens’ identity as a city-state in 566 B.C.

Wherever winners were to be selected, there 
clearly had to be rewards and prizes. It was 
for this purpose that a special amphora with 
a distinctively bulbous shape was created. 
Such amphorae, filled with olive oil, were 
presented to the winners in numbers that 
varied according to discipline (140 for chari-
ot-racing and 60 for the pentathlon, accord-
ing to a later source). As most of the athletes 
thus rewarded sold the costly commodity as 
quickly as possible, the distribution of their 
findspots can be read as a reflection of Ath-
ens’ trading radius.

The Panathenaic Amphora of Jean-David 
Cahn AG is remarkable for the superb quality 

Highlight

What a Prize!
A Superb Panathenaic Amphora

By Martin Flashar

A PANATHENAIC PRIZE AMPHORA, ATTRIBUTED TO THE KLEOPHRADES PAINTER, H. 65.8 cm, ca. 500/490 B.C. Formerly Coll. Nelson Bunker Hunt (1926–2014), USA; 
Sotheby’s London, 13 December 1982. Published: D. von Bothmer (et al.), Wealth of the Ancient World. The Nelson Bunker Hunt and William Bunker Hunt Collections, Cat. Kimbell 
Art Museum Fort Worth (Beverly Hills 1983) no. 9.     Price on request 

of the drawing. It is also an excellent piece 
of pottery, with an astonishingly even body 
for such a large vase. At just under 66 cm 
in height and with a volume of 36–37 litres, 
it was a standard Panathenaic Amphora. The 
motif on the front is unambiguous: Athena, 
generally clad in a peplos with Attic helmet 
and aegis, as she is here, is shown striding 
vigorously and defiantly to the left, hold-
ing a spear in her raised right hand and a 
shield in her left. The figure of the goddess 
evokes the type of the Athena Promachos and 
is thus a symbolic reminder of Athens’ great 
landmark. The two antithetical cockerels at 
left and right are an agonistic cipher for the 
widespread practice of cockfighting. Whether 
the Doric columns on which they are perched 
are an oblique reference to the meta inside 
the stadium, it is impossible to say. The left-
hand column is flanked by a vertical inscrip-
tion: ΤΟΝΑΘΕΝΕΘΕΝΑΘΛΟN – “one of the 
prizes from Athens”. 

The shields of Athena on such amphorae 
are typically blazoned with a range of de- 
vices. Starting in the 6th and early 5th cen-
tury, however, it became fashionable for each 
workshop to use only a single motif, which 
thereupon became a kind of trademark. Thus 
the winged horse Pegasus stood for the Kleo-
phrades Painter and his workshop. This ex-
quisite painter was one of the leading prac-
titioners of his art in Athens and worked for 
the potter Kleophrades (hence the name by 

which he is known), the son of the no less 
famous Amasis. Although he usually worked 
in the new red-figure technique, Kleophrades 
and his workshop allowed him to use the old-
er black-figure technique for their Panathe-
naic Prize Amphorae (of which no fewer than 
45 have survived), as was standard practice 
for this genre of vases.

The reverse of the prize amphorae typically 
featured the athletic event in which victory 
was claimed. But what are the two bearded 
men on the Cahn vase – to the left of them an 
official observer in a long himation – actu-
ally doing? The stooped figure at right, who 
is also the smaller of the two and seems to 
be raising a shield in both hands, is wearing 
a loincloth and is undoubtedly an adjutant. 
The athlete himself is the figure in the middle, 
who is holding two shields. The discipline is 
of course the hoplitodromos, a running race 
in which the runners had to don the helmet, 
greaves and spear of an armoured infantry-
man (from 520 B.C. also an Olympic disci-
pline), as is evident from the device on the 
shield in the middle. The sportsman, in other 
words, is arming himself in readiness for the 
race and is captured here at the moment of 
selecting a shield. The Kleophrades Painter is 
known to have tried out such atypical icon- 
ographies from time to time, as is proven by 
another prize amphora from a Tarentine tomb 
showing the preparations for a boxing match.
Happy he who can contemplate such art!
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By Martin Flashar

Never before since the launch of the euro as 
the common currency of the European Union 
in 2002 have Greece, its people, their mental-
ity and the principles (and shortcomings) of 
Greek democracy been discussed as widely 
and as intensively as they have this summer. 
If we archaeologists, ancient historians, classi-
cists and experts in south-eastern Europe had 
been consulted a good ten years ago and if 
there had been a readiness to consider the Eu-
ropean project in terms of more than just eco-
nomics, we might have been able to promote a 
better understanding of Greek history, and, by 
extension, of its people, right from the start.

All the more gratifying, against such a back-
drop, is this chance to present to you today a 
wonderful marble statue of an ancient Greek 
bursting with vigour and self-importance. For 
fifteen years, it was loaned to the Antikenmu-
seum Basel by the museum’s director of many 
years’ standing, Prof. Ernst Berger, before be-
ing relocated to the Gallery Cahn – which in a 
way is a pity, since in many respects this robed 
statue of a male figure fit the public context of 
the museum perfectly.

Who does the statue depict? It cannot be a 
god or hero, since in Greek iconography the 
characteristic garb, consisting of a long man-
tle (Greek: himátion) wound tightly round the 
body leaving both arms covered, is restrict-
ed only to certain types of portrait art. The 
original head is missing, moreover, leaving us 
without any further clues as to the subject’s 
identity. It could, perhaps, have been the por-
trait of a poet, philosopher or orator. Compa-
rable pieces at any rate show that the subject 
is most probably a private individual, a wor-
thy citizen being honoured in a very promi-
nent way.

In addition to the size of the piece, which given 
a height of 1.63 metres today would have been 
significantly larger than life-size originally, 
the main argument for an identification of the 
figure as a public, or semi-public honorific 
statue is that provided by the drapery and pos-
ture. A barely mobile figure standing frontally 
with an engaged left leg and free right leg, his 
left arm held close to the body and completely 
hidden underneath his mantle, the right arm 
in a sling held diagonally across the breast – 
this is exactly how numerous portraits of cit-
izens dating from the Hellenistic Period and 
even the Roman Imperial Era look. The mantle 
(under which we can presumably imagine a 

Highlight

A Proud Greek Citizen 

MARBLE TORSO, male honorific statue, Hellenistic, ca. 
150–130 B.C., height 163 cm, formerly in the private 
collection of Prof. Ernst Berger, from 1993–2009 on loan 
to the Antikenmuseum und Sammlung Ludwig Basel.   
 Price on request.

long chiton as undergarment) as iconograph-
ic cipher of the politician, the drapery and a 
composition redolent of Late Classical orators 
(the famous Aischines, for example) – these 
are the traditions and intentions conveyed by 
the statue itself.

But when and where was this expressive sculp-
ture made? Without a doubt it bears a close 
affinity to similar Hellenistic portraits dating 
from the 2nd century B.C. Several examples 
from the island of Kos could be cited here, all 
of them made around or soon after 150 B.C. 
Especially revealing is the comparison with 
the statue of a Dioskourides of Delos, which 
shares a plinth with that of his wife Cleo-
patra and was set up in his own private home, 
even if we can be fairly certain that it was 
also shown off to half the island from time to 
time. To be found here are the same, deeply 
furrowed, parallel folds at the kolpos, the same 
broad swaths of cloth sweeping down across 

the body, some of them with sharp ridges and 
deep valleys behind them, and next to them 
the same, almost linear, cord-like folds that 
are softer and doughier in character; finally, 
there are the barely raised flat folds generally 
interpreted as the pattern of the weave. The 
Delos group has a fixed dating of 138–137 
B.C. With this point of reference for the date 
and assuming a place of origin in the eastern 
Aegean or even the coast of Asia Minor, our 
torso has in the end revealed quite a lot about 
itself.  

STATUE OF DIOSKOURIDES OF DELOS, detail, 138–
137 B.C.
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By Martin Flashar

“A portrait, again?“ the reader of this column 
might as him or herself. The answer is:  “yes!” 
and there is a deeper reason for this. Ancient 
portraits are particularly appealing to lovers 
of Antiquity, to private collectors, and to mu-
seums, along with their visitors. They convey 
individuality and personal expression, they 
are impressive. And they are repeatedly en-
countered on the art market. Many different 
types of portraits existed in Antiquity and, 
correspondingly, a significant number have 
been preserved. These portraits may represent 
deceased persons, belong to honorary statues, 
and celebrate military or other victories. The 
archaeologist Bernhard Schweitzer enumer-
ated (in 1940) three criteria which a portrait 
should fulfil: it must depict a particular living 
or deceased person, the representation must 
be distinctive, allowing the person to be rec-
ognised, and it should convey something of 
the individuality and character of the person 
portrayed. In the meantime, scholars have re-
alised that physical resemblance is not a man-
datory criterion for the Greek portrait. But is 
the magnificent marble head presented here 
the representation of an individual at all?

The cap of short, curly hair might speak 
against the interpretation of the sculpture as 
a portrait: it is rather unspecific and is often 
found in a stereotype manner on sculptures 
of heroes and athletes. Nonetheless, already 
the possibility that the sculpture represents the 
winner of an important contest, even if such 
champions were, in Greece, often depicted in 
an idealised and impersonal manner (so that 
they were only “identifiable” by means of the 
inscription on the pedestal), leads back to the 
phenomenon of portraiture.

Any doubts the beholder might have, are, how-
ever, dispelled on observing the way in which 
the head is rendered in its entirety. This ex-
pansive movement to right, the powerful mus-
culature of the neck, the raised right shoulder, 
which can only be explained by assuming an 
originally raised arm holding an attribute – in 
sum these observations speak eloquently in 
favour of a portrait. Further indications are 
the extraordinary quality of the head, which, 
despite the corrosion and damage it has suf-
fered in front, is evident on closer examina-
tion; its dimensions, which are considerably 
over life size: the statue must have originally 
measured more than 2.5 m; and, lastly, the in-

Ruler or Athlete? 
A Late Classical-Early Hellenistic Marble Head

AN OVER LIFE-SIZE HEAD OF A DYNAST, IN THE GUISE OF AN ATHLETE.  
H. 55 cm. Greek island marble, iron. Formerly Coll. B., Switzerland, ca. 1960-
1980. Greek, Late Classical-Early Hellenistic, late 4th cent. B.C.  P.O.R.

dividual expression of the face, which can best 
be understood en face.

It is immediately evident that this head could 
not have been created prior to the portraits 
of Alexander the Great. This distinctive, re-
gal pose was coined by the Macedonian. The 
small, almost cheekily raised bunch of curls 
above the centre of the forehead may also 
have been inspired by representations of Alex- 
ander. The most closely related heads can be 
found on Attic funerary reliefs dating from the 
decade between 330-320 B.C. The comparison 
with a head of Dionysos from Delphi, which 
probably graced the pediment of the Temple of 
Apollo (which can be dated ca. 327 B.C. on the 
basis of financial documents) is particularly 
impressive because of the differences in motif 
and typology: both heads have the same pro-
portions, powerful forehead, increased con-

centration due to the way in which the eyes 
and cheeks are included in the frontal view, 
a similar modelling of eyes and eyelids, and 
the same detailed and nervous rendering of 
the hair.

Athletic champions and rulers – as of the aris-
tocratic Archaic Period, they formed a wel-
come union (the poet Pindar bears witness to 
this in his compositions celebrating  victories 
at the Panhellenic games). Democracy broke 
with this view, but with Alexander’s rule and 
the rise of the Diadochi, the iconographic liai-
son was imbued with new meaning. This fine 
portrait, once part of the collection of a Basle 
archaeologist and intimate connoisseur of an-
cient sculpture, breaks free from the tradition-
al types and forms of the Late Classical Period 
and stands at the threshold of the nascent Hel-
lenistic Period – and is, therefore, so valuable.

DIONYSOS, Delphi Mus. Inv. 
2380, ca. 330/320 B.C., proba-
bly from the Temple of Apollo. 

The carefully sculpted reverse is 
well preserved.
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By Martin Flashar

In the photograph, it becomes clear – as is 
evidenced by what is preserved of the neck 
– how the powerful, over life-sized marble 
head is turned towards its proper left and is 
slightly inclined. Already this eye-catching 
posture suggests that the sculpture depicts 
an individual – and is not an idealised re-
presentation, for instance, of a hero. Further 
signs for this are the striking forehead, the 
small mouth, and the personal coiffure. What 
we see before us appears to be a middle-aged 
man (35 to 40 years old). 

The distinctiveness and recognisability of a 
human’s appearance, especially of the face, 
is a central criterion for the art of portraiture. 
The theoretical discourse on portraiture ori-
ginated in the European Renaissance, but the 
art form was already practiced in Antiquity. 
The portrait can easily be localised. The bold, 
thick fillet wound around the top and back 
of the head not only holds the man’s hair in 
place. The row of dowel holes at the top re-
veal that it was once adorned with a metal 
attribute – a wreath or a crown. The diadem, 
as such a fillet is called, is an element of regal 
attire and thus defines the social status of the 
person represented. The portrait is, therefore, 
that of a ruler who reigned, as the style of 
the piece clearly indicates, in the Hellenistic 
Period. The more difficult question is: Who 
is depicted?

The genre of the ruler’s portrait is more dif-
ficult to assess in the Hellenistic Period after 
Alexander the Great than it is later, in the 
Roman Imperial Era commencing with Au-
gustus. Unlike in imperial Rome, there are no 
standardised portraits that were reproduced in 
large numbers and distributed throughout the 
empire. The Hellenistic kingdoms were poli-
tically and culturally more disparate. Royal 
portraits were not copied in series, but were 
unique artworks. The low degree of stan-
dardisation makes it very difficult to identify 
the persons depicted. The head discussed here 
belongs to the series of Ptolemies, that dy-
nasty of Macedonian origin that ruled Egypt, 
and resided in Alexandria with great mag-
nificence. The fusion with the Egyptian cult 
led to the creation of a significant number of 
royal portraits in pharaonic guise, the identi-
fication of which is, in general, not possible. 
Amongst the “Greek-style” portraits, there is, 
however, a striking similarity between our 
head and that of Ptolemy III, who ruled from 
246-221 B.C., who in good Greek manner 
bore the honorific title Euergétes (benefactor) 

Highlight

A Portrait of Ptolemy III Euergétes

PORTRAIT OF THE HELLENISTIC RULER PTOLEMY III EUERGÉTES. H. 34 cm. Marble. Exhibited and published: 
Ancient Art in American Private Collections, Fogg Art Museum, Harvard University, Cambridge, Massachusetts, 
28 December 1954-15 February 1955. CHF 120,000

as an epithet, and was married to the famous 
Berenike II of Carthage.

Thus, it is an absolute stroke of luck that the 
direct comparison with coins of the king (they 
alone are decisive, because they are inscri-
bed) confirms this identification. Especially 
an issue of silver drachms from Tarsos, which 
dates from the years immediately following 

his accession to power, show the same high 
and receding forehead, the powerful, slight-
ly arched brows, the small, calm mouth, and 
especially a coiffure of such similarity that, 
from the ear to the forehead, one can almost 
count the individual curls. In the fragmen-
tary discipline of archaeology, things only 
rarely fall into place so nicely: a high qua-
lity marble portrait that definitively depicts 
Ptolemy III, that king who was so successful 
with regard to territory, and who was at the 
same time a patron of education and the arts; 
in addition to this, the formal substance of 
the head, which, from an art historical point 
of view, can well be placed in the decade of 
250/240 B.C. – and which was previously 
owned by the former US ambassador George 
Crews McGhee (1912–2005), a well informed 
art-lover, who verifiably acquired the piece 
before 1954.

Details of the coin and the profile of the sculpture, for 
comparison
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By John Robert Guy

Within the tondo of the interior, encircled 
by a band of continuous rightward maean-
der punctuated by saltire squares, a youth 
sits to left atop a rock formation, holding a 
knotty stick in his right hand, his left resting 
in his lap. Before him stands a draped youth 
with lyre and plectrum. On each exterior side, 
two pairs of youths, all draped in himatia, of 
whom several clasp a stick or lyre. Elaborate 
palmette-complexes in the handle zones. Re-
assembled from fragments; gaps filled, with 
some repainting.

This is a typical late work by the Painter of 
Louvre G 456, fully comparable in its style 
and ornament to his famous cup, with Her-
akles and Bousiris, in Berlin (F 2534: ARV2 
826, 25; BAPD no. 210242). His career begins 
in the early classical period, in the 460’s B.C., 
and continues well into the 440’s, when his 
late cups “... are contemporary with the cups of 
the Eretria Painter” (J.D. Beazley, ARV2 824). 
He has clear points of contact, earlier, with 
the Orléans Painter and the Painter of London 
E 100, later, also with the Codrus Painter, on 
which see A. Lezzi-Hafter, Der Eretria-Maler: 
Werke und Weggefährten (Mainz, 1988) 138. 
Lezzi-Hafter has persuasively argued that the 
large cup type B in Orléans (Musée Histori-
que, A 8175: ARV2 823, 1; BAPD no. 210192), 
which gives the Orléans Painter his name, is 
in fact by the Painter of Louvre G 456: see 
Der Eretria-Maler 92, note 104. Also by him 
is a fine later fragment, once in Adria (BAPD 
no. 13933), from a cup decorated inside only, 
which heretofore has been mistakenly at-
tributed to the Lewis Painter. Furthermore, 
two skyphos-fragments in Munich (Antiken-
sammlungen inv. V.I. 2261: ARV2 826, 31; 
BAPD no. 210250), assigned by Beazley to 

Highlight

An Attic Red-figure Cup, Attributed to the 
Painter of Louvre G 456

A RED-FIGURE CUP, ATTRIBUTED TO THE PAINTER OF LOUVRE G 456. H. 10 cm. W. 35 cm. Clay.  
Attic, ca. 440 B.C. CHF 66,000
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the Painter of Louvre G 456, are undoubtedly 
by the Painter of London E 100.

Provenance: Formerly Collection Cavadini, 
Sorengo-Lugano, Switzerland, acquired in 
the 1960’s.
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A Cup Attributed to the Triptolemos Painter
By John Robert Guy

Within a tondo encircled by a border of cross-
squares, of characteristically Dourian form, 
and leftward units of maeander, an elegantly 
garbed female stands to left with a warrior’s 
arms: helmet, spear, and a shield proudly em-
blazoned with a rampant lion. At lower left, 
a stool with patterned cushion; in the up-
per field, remains of the inscription “ho pais 
kalos”. Across the exterior unfold crowded 
scenes of warriors, five per side, in violent 
combat. The cut and thrust of battle is here 
powerfully conveyed, with overlapping fig-
ures tightly massed and expertly composed. 
Copious blood flows from the fallen wounded 
who, on the threshold of death, roll their eyes 
upward. Details of dress and armour are min-
utely observed, from elegantly layered and 
embroidered chitoniskoi to a leather cuirass’s 

 Highlight

career, from very early to very late, ca. 500 to 
sometime after 470 B.C., may be charted with 
a remarkable degree of accuracy. As princi-
pally a painter of cups, he collaborated with 
the potters Euphronios, Hieron, Python and 
Brygos. He ventured, however, onto a wide 
range of vase shapes, decorating a ram’s head 
rhyton signed by Charinos as potter, and a 
unique white-ground alabastron, signed on 
the topside of the mouth by the other wise 
unknown potter Hermotimos. In his later 
years, he may be seen to share labour on a 
pelike, and on at least three column-kraters, 
with the Flying-angel Painter, an uncommon 
practice for the time. He ends his days in the 
Brygan workshop, alongside cup-painters of 
the next generation, early classical followers 
such as the Villa Giulia and Lyandros Paint-
ers, the Sabouroff and Stieglitz Painters, the 
Telephos and Boot Painters, all of whom con-
tinue and breathe new life into the vibrant 
Brygan production of white-ground cups.

Provenance: Formerly Collection Michael 
Waltz, Munich, acquired in the 1970’s.

Publ.: Apollo Magazine, February 1983;       
B. Seidensticker and M. Vöhler (eds.), Gewalt 
und Asthetik: Zur Gewalt und ihrer Dar-
stellung in der griechischen Klassik (Berlin, 
2006) 284, fig. 22 (side B); S. Muth, Gewalt 
im Bild: Das Phänomen der medialen Gewalt 
im Athen des 6. und 5. Jahrhunderts v. Chr. 
(Berlin, 2008) 195, fig. 121 (side B). BAPD 
9023176 (as Munich, private): attribution by 
Martha Ohly-Dumm.
 

ornamental panther-mask. Occupying the 
handle-zones are carefully wrought pal mette 
complexes of standard Dourian type. Reas-
sembled from fragments; gaps filled, with re-
touching restricted to the cup’s interior. The 
foot is a modern restoration.

This cup assuredly ranks amongst the finest 
of the Triptolemos Painter’s mature works, 
ca. 480 B.C., produced in the workshop of the 
potter Python. In style, ornament, and com-
position, it owes a conspicuous debt to the 
artist’s fellow and rival, Douris, from whom 
he absorbed much, all the while forming and 
evolving a stylistic vocabulary distinctly his 
own. The Triptolemos Painter, long-lived and 
productive, is one of the most versatile artists 
in red-figure of the late archaic period. His 
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A RED-FIGURE CUP, Attributed to the Triptolemos Painter and to the Potter Python. H. 10.6 cm.           
W. 37 cm. D. 29.5 cm. Clay. Attic, ca. 480 B.C.  Price on request
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An Attic Red-figure Neck-amphora, 
Attributed to the Dinos Painter
By John Robert Guy

On the obverse of this majestic, elegantly 
turned vessel, a statuesque young warrior, 
armed with sword and spear, his cloak casu-
ally draped over right forearm and left shoul-
der, a travelling hat (petasos) slung behind, 
takes poignant leave of his family, clasping 
his father’s hand in a traditional gesture of 
farewell. At right, a young woman, wearing 
a sleeveless peplos, approaches with wine 
vessel (oinochoe) and phiale to make an of-
fering to the gods for his (her husband’s?) 
safe return. On the reverse, a triad of youths, 
fully wrapped in their mantles, converse. On 
mouth’s edge, a row of egg-pattern; on the 
neck, a palmette-floral complex; tongues 
on the shoulder, and a continuous band of 
rightward maeanders, punctuated by saltire-
squares, as groundline. In each of the handle 
zones is a balanced unit of adorsed lyriform 

 Highlight

palmettes tipped with voluted tendrils. Reas-
sembled from fragments. Several slight areas 
of restoration to the figurework, principally, 
on the reverse, the head and right forearm of 
youth on left, and extended right hand (with 
pomegranate) of figure on right. Rather more 
than half of the mouth, together with a sec-
tion of the neck, and the entire left handle are 
modern. Glaze in good part misfired greenish 
to bright orange. On the sloping surfaces of 
the foot’s reserved underside is an incised 
line to either side of the central depression, 
exactly on axis with the handles, serving in 
all probability as a guide to their positioning. 
This masterful vase, produced during the glo-
ry years of Athens’ Golden Age, the time of 
Perikles and of Pheidias, which in its polished 
style fully reflects the classical perfection of 
the Parthenon’s sculpted frieze, is a fine early 

work by the Dinos Painter, a direct pupil of 
the Kleophon Painter whose style, according 
to Beazley, he continues in “a less solemn and 
a sweeter form” (ARV2 1151).

For an important early work by the Dinos 
Painter, of like quality and date (ca. 430-420 
B.C.), compare the Aktaion calyx-krater now 
in Atlanta, GA (Emory University, Michael C. 
Carlos Museum 2000.6.1: BAPD no. 15540), 
for which see J.R. Guy in N. Leipen et al., 
Glimpses of Excellence: A Selection of Greek 
Vases and Bronzes from the Elie Borowski 
Collection (Toronto, 1984) 22-23, cat. no. 17, 
illus. The above vase is the only neck-am-
phora with twisted handles thus far known 
from the hand of the Dinos Painter, although 
it was a shape much favoured by Polygno-
tos and related artists. There is at least one 
example by the Dinos Painter’s master, the 
Kleophon Painter (Syracuse 47834: ARV2 
1146, 45; BAPD no. 215185). On the Dinos 
Painter, see more recently S.B. Matheson, 
Polygnotos and Vase Painting in Classical 
Athens (Madison, 1995), esp. 147-161, pls. 
132-139.

Provenance: Formerly with Giovanni Messi-
na, Montreal, 1980’s; thereafter, Collection 
Jonathan Kagan, New York.

A NECK-AMPHORA WITH A WARRIOR TAKING LEAVE OF HIS FAMILY. Attributed to the Dinos     
Painter. H. 45 cm. Attic, ca. 430-420 B.C.  CHF 125,000
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A Paestan Pagenstecher Lekythos
By John Robert Guy

The body of this elegant oil flask is decora-
ted, on a reserved ground, with the striking 
figure of a woman seated to left on a spotted, 
variegated rock formation. She has in hand a 
mirror and wreath, her hair is dressed with a 
stephane, and she is calligraphically garbed in 
a sleeveless chiton, and an overlying mantle 
that enfolds her legs. A symmetrical floral-
palmette complex occupies the handle-zone. 
This is an unusually fine and well-preserved 
example of a Pagenstecher, a distinctive class 
of mostly small black-figure lekythoi with 
characteristically ovoid bodies, tall necks and 
fairly wide mouths, which have been found 
in some quantity, and very likely were pro-
duced, primarily in Sicily, in Campania and 

 Highlight

at Paestum, far less often in Apulia, from ca. 
370-360 B.C. until the end of the 4th centu-
ry. The Class takes its name from the scholar 
who first published an extended list of such 
vases. Reassembled from fragments, with mi-
nor areas of restoration.

A handwritten expertise (as Campanian, late 
4th cent. B.C.) by Prof. H. Jucker, Berne, da-
ted 6 February 1969, accompanies the vase. 
A lekythos in the J. Paul Getty Museum, Ma-
libu (78.AE.308), closely comparable in size, 
subject and decorative ornament, is pub-
lished in M.E. Mayo (ed.), The Art of South 
Italy: Vases from Magna Graecia (Richmond, 
1982) 241, no. 114. It is there catalogued as 

Paestan. A.D. Trendall, however, in The Red-
figured Vases of Paestum (British School at 
Rome, 1987) 387, comments: “The lekythos 
in Malibu ... seems to me Campanian rather 
than Paestan; the flower in the palmette sc-
roll ... is more in the tradition of the former 
fabric than the latter.” Yet see Trendall, op. 
cit. 18, fig. 4 a-b, for examples of “Asteas flo-
wers” fully alike in their form to those on 
the Basle lekythos. More recently, the Getty 
example has been convincingly identified as 
early Paestan by R. Hurschmann, in his com-
prehensive survey of the Class, Die Pagenste-
cher-Lekythoi, JdI, 29 Ergänzungsheft (Ber-
lin, 1997) 20, no.3 (Asteas-Python Werkstatt, 
a) Vorläufer). In addition, J.G. Szilágyi unhe-
sitatingly counts as Paestan a Pagenstecher 
lekythos in Budapest (Museum of Fine Arts, 
Inv. 99.2.A: CVA Budapest 2 (2007) 51-52, pl. 
19.1-3: seated Eros), which both for its style 
and ornament would appear to be a some-
what later product of the same workshop as 
the lekythoi in Malibu and Basle. Of these, 
surely the finest is the Basle lekythos, which 
one may argue, perhaps with some confi-
dence, to be from the hand of Asteas himself, 
as it so faithfully reflects in black-figure the 
line and detail of several of the painter’s ear-
ly red-figure works. Compare here, inter alia, 
the hydriai Karlsruhe B 92 (RVP 75, no. 2/74, 
pl. 34 a) and Paestum 21622 (RVP 75, no. 
2/75, pl. 34 b). The undoubted masterpiece of 
Paestan Pagenstechers has lately been repu-
blished by J.R. Mertens, Some Notes on the 
Metropolitan Museum’s Pagenstecher Leky-
thos, in R.B. Koehl (ed.), AMILLA, The Quest 
for Excellence: Studies Presented to Guenter 
Kopcke in Celebration of His 75th Birthday 
(Philadelphia, 2013) 415-421, figs. 30, 1-4.
 
Provenance: Formerly priv. coll. Stuttgart.

Impressum

Publisher
Jean-David Cahn
Malzgasse 23
CH-4052 Basel
+41 61 271 67 55
mail@cahn.ch
www.cahn.ch

Editors
Jean-David Cahn
Yvonne Yiu

Authors
Jean-David Cahn
John Robert Guy
Ulrike Haase
Gerburg Ludwig
Evelyn Reusser 
Yvonne Yiu

Photos
Niklaus Bürgin
Christian von Faber-Castell
Ulrike Haase
Yvonne Yiu

Proofreaders
Senta Zeller

Translation
Yvonne Yiu

Design and Layout
Jean-David Cahn
Denise Barth
Yvonne Yiu

Druck
BARTH Offsetdruck AG
www.barth-druck.ch

A BLACK-FIGURE LEKYTHOS, Attributed to the Pagenstecher Class and to the Asteas-Python Workshop. 
H. 19.2 cm. Clay. Paestan, ca. 360-350 B.C.     CHF 28,000
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An Attic Black-figure Hydria
By John Robert Guy

Across the front of this large vessel for water, 
within a panel framed laterally by borders of 
ivy, a wedding procession unfolds, doubtless 
that of Peleus and Thetis. The bridal couple 
stands in the car, to right, of a stately qua-
driga that fairly fills the space. The groom 
controls the team with reins and a goad, his 
still veiled bride at his side. Behind and part-
ly masked by the pair is a female attendant; 
another, intended as torch-bearer to light 
the way, stands at far right, her upper body 
screened by horses’ heads above which emer-
ge her (here empty!) raised hands. In centre-
left background, Apollo provides musical ac-
companiment to the festivities as he strums a 
large kithara. Facing him is a trio of comely 
goddesses, one of whom wears a radiate po-

 Highlight

los - possibly his mother Leto, assisted by his 
sister Artemis and a third Olympian (Aphro-
dite?). In the broad shoulder zone, Herakles 
wrestles with the Nemean lion. His bow, qui-
ver and cloak are suspended directly above. 
Four onlookers symmetrically flank the prin-
cipal group - on the left, Herakles’s nephew, 
Iolaos, who shoulder’s the hero’s signature 
club, and a mantled female with spear; on 
the right, his patron and protector, Athena, 
wearing aegis and high-crested helmet, who 
offers her encouragement with an extended 
right arm, and is seconded by Hermes who, 
sporting petasos and winged boots, holds 
the messenger’s wand (kerykeion) in his left 
hand. A band of tongues borders the scene 
above; a zone of rays at the body’s base. De-

tails in added red and white. Remains of an 
Etruscan graffito on the reserved underside 
of the foot. The thinly applied glaze on the 
vase’s left side has, in good part, misfired 
brownish orange in the kiln. Body unbroken; 
repairs to mouth and foot. The figurework of 
the main panel’s left section has been retou-
ched during an early restoration.

Affixed to the glazed inside of the neck, op-
posite the handle, is a small etiquette with 
the printed collection number 276. - For a 
closely related hydria, both stylistically and 
thematically, one may compare Toronto, Ro-
yal Ontario Museum 919.5.133 (ABV 277, 10; 
BAPD no. 320172; CVA Toronto 1, 18-19, pls. 
24.3 and 4, 25.3 and 4), which Beazley as-
signs to the manner of the Antimenes Pain-
ter. The vase under discussion lacks, however, 
the trademark Antimenean animal-frieze as 
predella. The wheel of the chariot, with its 
six rather than the usual four spokes, is note-
worthy.

Provenance: Formerly London, Christie’s An-
tiquities (Part I): A Fine Collection of Classi-
cal Antiquities, 10 July 1974, lot no. 119, pl. 
38; Kelts Collection, La Jolla, California.
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A BLACK-FIGURE HYDRIA, ATTRIBUTED TO THE CIRCLE OF THE ANTIMENES PAINTER H. 50.5 cm. 
Clay. Attic, ca. 520-510 B.C. CHF 75,000



Cahn’s Quarterly 3/2013

12 CQ

A Fragment of a Muse Sarcophagus
By John Robert Guy

A section is preserved from the upper left 
portion of a sarcophagus front, which would 
originally have been decorated with figures 
of the nine Muses, paratactically arranged. 
Here, head and shoulders survive of Terpsi-
chore, “delight in dancing”, whose realm was 
dance and the dramatic chorus. She is readily 
identified by her attribute, the lyre, whose up-

in meditative mood leaning to right with her 
elbow resting atop a pillar. Strikingly, how-
ever, Terpsichore is, in this instance, given 
not the expected comely features of a youth-
ful divinity, but rather those of the deceased, 
a notably realistic portrait of a woman both 
aged and world-weary, her left arm languidly 
draped over lyre’s crossbar. Both the choice 
of decorative scheme, and the assimilation of 
identity as the “ninth Muse” on the part of 
the “client”, clearly reflect the taste of the Ro-
man upper-class for Greek culture in general, 
and its literature in particular, social refine-
ments of the vita contemplativa to be carried 
over into the afterlife. A sarcophagus front 
in Rome, Musei Vaticani (Museo Pio-Clemen-
tino/Cortile del Belvedere), of the mid-3rd 
century A.D., provides a good parallel for the 
depiction, in the company of eight Muses, of 
the deceased as the ninth, Terpsichore, seated 
at left with lyre, and of her husband, seated 
opposite at right, in the guise of a poet with 
scroll in hand. 

The distinctive dressing of the woman’s hair 
reflects a fashion favoured by female mem-
bers of the imperial family, of late- to post-
Severan date, such as Julia Mamaea, the mo-
ther of Alexander Severus (r. 222-235), whose 
reign marks the end of the dynasty, and the 
empresses Tranquillina and Otacilia Severa in 
the 240’s.  From ca. 110-120 A.D., Rome was 
already established as the principal centre for 
the production of sarcophagi in the imperial 
west, and this example is doubtless the crea-
tion of a Metropolitan Roman workshop.

Provenance: Formerly Paris art market, Hôtel 
Drouot; Paris, private collection; Paris art mar-
ket, Sylvain Levy-Alban, acquired ca. 1984-1985; 
Collection Hurst, UK, purchased ca. 1990; British 
art market; Zurich art market.
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right arms are prominently formed of gnarled 
horn. In her right hand, she holds a plectrum 
for the plucking of the instrument’s strings. 
Her place in the canonical arrangement, 
read ing from the far left side of the panel, is 
often standing adjacent to Polymnia, Muse 
of sacred poetry, who on occasion begins the 
series, pensive, fully wrapped in her mantle, 

culations, to eat boiled ostrich in date sauce 
would have been an unattainable pleasure for 
a sewer cleaner with a per diem wage of 25 d. 
It would, however, not have been impossible 
for an experienced lawyer, who could charge 
250 d for placing a complaint and 1000 d for 
pleading before the court, to grace his tab-
le with such a refined dish, provided that he 
had sufficient connections to the game or-
ganizers.

Fortunately, I did not have to try my luck 
at the Basle Zoo, but could simply go to the 
local supermarket to buy my ostrich (CHF 

39.50/kg). Pulse (CQ 1) is, of course, an ide-
al side dish for the ostrich steaks with date 
sauce, and, to add a little colour, how about 
trying “carrots the other way: with salt, pure 
oil and vinegar” (De re coquinaria, III, 21, 2). 
My colleagues at the Cahn gallery were ab-
solutely delighted by this Roman lunch, with 
one exception, who thought that the sauce 
was horribly sweet and utterly inedible. The 
dish reminded Jean-David Cahn of Moroccan 
tagine, and as ostriches were imported from 
there during Antiquity, it is well possible that 
Apicius’ recipe had North African roots. 

Suadeo cenemus!
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TERPSICHORE WITH LYRE. H. 33 cm. Marble. Roman, 2nd quarter of 3rd cent. A.D.    CHF 46,000

In strutione elixo (cont.)
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A Rare Etruscan Red-figure Mastoid Cup
By John Robert Guy

This small handleless drinking vessel is in 
its shape a variant of the mastoid (from the 
Greek mastoeides – in the form of a breast), 
with round-shouldered body tapering to a 
flat reserved underside, and a high, everted 
rim offset at its base by a groove. Unfolding 
continuously about the vase is a lively and 
amusing thiasos of eight satyrs - the constant 
companions and attendants of Dionysos - 
young and old, here depicted in gentle dance-
step, several light-footed on tip-toe. Three 
advance to left toward a rightward-facing 
companion. The two in front bear thyrsoi, 
and all handle various animals by their hind 
legs – a fox, a marten, and a goat that is pro-
pelled forward like a wheelbarrow – offerings 
to their patron god, perhaps, or an assort-
ment of pets to add to the gathering’s merri-
ment; a pair apart hoists aloft a full wineskin, 
in their stance and gesture seeming almost 
to contend for its contents; another holds a 
large drinking horn; and the last, a beard-
less youngster, carries a thyrsos upright, so 
appearing to mark him as the composition’s 
endpoint. The scene’s atmosphere is gay and 
festive, as though a celebratory feast were 
in the offing. A reserved band on the glaz-
ed neck, egg-pattern on the shoulder, and 

below the figure-work, rightward maeanders 
punctuated by chequer-squares, complete the 
decorative scheme. 

This charming cup, acquired in 1971 for the 
Päselt Collection from the noted Frankfurt 
scholar-dealer Dr. Kurt Deppert, had been 
long thought to be of Athenian manufacture 
and 5th century B.C. in date. Only recently 
has it been correctly identified as belonging 
to a very small, stylistically coherent corpus 
of remarkable Etruscan red-figured vases 
that were inspired by, and on occasion freely 
copied, earlier Attic imports. These engag-
ing works, in a markedly rustic vein, were 
all probably produced in the first half of the 
4th century B.C. in a workshop in Vulci, as 
has been lately proposed by the authoritative 
Etruscologist J.G. Szilagyi in his publica tion 
of a well-known red-figure beak-spouted 
oino choe (shape 10) now in Budapest (Muse-
um of Fine Arts, Inv. 94.11.A, formerly Cast-
le Ashby, Coll. Northampton: CVA Budapest 
2 (2007) 34-38, pl. 13). Moreover, the Cahn 
cup, in the distinctive style of its figure-
work, too in the form of its ornamental band 
of maeanders and chequer-squares, mirrors 
so closely the Budapest vase as to make it a 

certainty that both were created in the same 
atelier, indeed very likely by the same artist. 
As for its shape, it is possibly a unique tes-
tament to the late survival/revival in Etruria 
of the mastoid cup whose Athenian floruit, 
roughly a century earlier, spans the last quar-
ter of the 6th and the first three decades of 
the 5th centuries B.C. 

 Highlight

A RARE MASTOID CUP. H. 11.9 cm. Clay. Etruscan, first half of 4th cent. B.C.  CHF 18,000
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A Head of Medusa from the 
Traianeum at Pergamon
By John Robert Guy

We are very proud to present this rare and 
important piece of Roman marble sculpture, 
whose provenance is historically significant. 
It is a slightly over life-sized head of the Gor-
gon Medusa with oval face and large, hea-
vily lidded eyes below contracted eyebrows. 
The mouth is opened, lips parted to reveal the 
upper row of teeth. Two partially preserved 
snakes are entwined to form a knot below her 
slightly projecting chin. The wild, unruly hair 
framing her face is dramatically rendered by 
deeply drilled channels, and originally cas-
caded down well below her chin. Two scale-
feathered wings rise up from the crown of her 
head in a pronounced V-formation.

This impressive architectural fragment co-
mes from the frieze, composed of heads of 
Medusa in high relief alternating with vo-
luted ornaments, on the entablature of the 
Temple of Zeus-Philios (Iupiter Amicalis) in 
the Traianeum of Pergamon. The temple was 

arguably begun ca. 114 A.D. during the reign 
(98-117 A.D.) of the Roman emperor Trajan 
and finally inaugurated by his successor, Ha-
drian, in 129 A.D. The temple’s cella housed, 
in addition to the sacred image of Zeus en-
throned, colossal statues of the two emperors, 
and the entire architectural complex of the 
Traianeum was conceived as a focal point for 
the imperial cult. 

The temple was excavated by the Berlin Mu-
seums in 1879-80 and 1885, and some frag-
ments of the frieze were given at the time as 
presents to visitors of the excavation. Thus, a 
number of heads of Medusa found their way 
to Germany. Our example formerly resided 
in the collection of Admiral Rittinger, from 
late in the 19th century, and thence passed 
by descent to his daughter (Coll. Ohlendorf, 
Hanover, Germany, before 1958 to 2012, by 
inheritance). It was exhibited in the Heimat-
museum Stümpelhof in Hottel, Lower Saxo-

ny, from the 1950’s to 1980’s. Other compa-
rable heads of Medusa from the frieze of the 
Zeus-Philios Temple in Pergamon are loca-
ted in the Pergamonmuseum, Berlin, and the 
Martin-von-Wagner-Museum in Würzburg.
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A head of Medusa from the Traianeum at Pergamon. H. 37.5 cm. Grey, middle-
grained marble. Pergamon, Roman Imperial Period, ca. 114-129 A.D. CHF 225,000

Medusa-heads from the official publication documenting the excavations: H. Stil-
ler, Das Traianeum, Altertümer von Pergamon V 2 (Berlin 1895), 20ff. pl. 10, 12.1.

The head of Medusa as exhibited in 
the Heimatmuseum Stümpelhof.

Certificate of authenticity by Wilhelm 
von Massow, director of the Pergamon 
Museum, Berlin.
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