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Abstract 

 

Extraordinary Objects:  Figured Metal Bowls from Around the 

Mediterranean and the Near East 

 

Sania Alexandra Shifferd, PhD. 

The University of Texas at Austin, 2019 

 

Supervisor:  Athanasio Papalexandrou 
 

This study is a contribution to the evolving understanding of pan-Mediterranean visual 

and material cultures of the first millennium BCE. The focus is on bronze, silver, and gold 

bowls dating from the fourteenth to seventh centuries B. C. E., from locations around the 

Mediterranean and Near East:  shallow and small with engraved and repoussé decoration, 

a figural or rosette central medallion and one to three registers of decoration separated 

by graphic banding.  Imagery includes Near Eastern and Egyptian motifs.  The bowls come 

from tombs, sanctuaries, and a storage context.     

 

Prior studies have used connoisseurship to define styles in the hope of identifying 

ethnically bounded production:  the bowls have primarily been considered stylistically, 

iconographically, and in relation to ivories, but seldom individually, or in strong relation 

to their physical, social, and cultural contexts.  This study considers them on their own 

merit, placing particular emphasis on contexts of deposition.  It utilizes formal and visual 

analysis as primary evidence and engages in stylistic analysis only to summarize visual 

qualities and draw connections.   

 



 vi 

Earlier scholars defined the corpus as ‘Phoenician’ in origin and Iron Age in date.  This 

study redefines it by including a body of works from secure contexts ranging from the 

Late Bronze Age into the Iron Age which displays profound formal and stylistic 

correspondence to the previously defined corpus:  bowls from Ras Shamra and three 

Egyptian tomb and temple contexts—the only securely dateable bowls.   

 

Egypt is proposed as the original place of production:  Egypt’s prestige and power and the 

bowls’ appeal led to their dissemination around the region via trade, diplomacy, and 

intermarriage, and subsequent adaptation of the form and iconography.  This study 

further argues for continuity of production in Egypt from the Late Bronze into the Iron 

Age, discarding notions of “Egyptianizing” in favor of the deliberate hybridity of the 

international artistic koine.  The bowls, I propose, were integrally related to wine 

consumption in religious, social and funerary contexts: elites in each region deployed 

them to consolidate their positions and enhance their status.  Deposition patterns 

correlate strongly with what is known about the socio-political characteristics of each 

group. 
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Chapter 1: Introduction 

The focus of this dissertation is approximately two hundred bronze, silver, and gold 

bowls dating from the fourteenth to at least the seventh centuries B. C. E.  The objects 

have been found at locations around the Mediterranean and Near East.  The typical bowl 

is shallow and quite small, with depths from approximately two to six centimeters and 

diameter from thirteen to twenty-three centimeters, with a combination of engraving and 

repoussé decoration.  The typical bowl has a figural or rosette central medallion and one 

to three registers of decoration, separated by graphic banding.  Imagery includes Near 

Eastern and Egyptian motifs:  files of animals, sphinxes or griffins, palmettes, human 

figures  in various activities, deities, and semi-divine beings.  Interestingly, most of the 

scenes described for the Shield of Achilles in Homer can be shown to correspond to motifs 

on various bowls.1  Of the surviving bowls, the largest number come from the ruins of the 

Northwest Palace at Nimrud, with smaller quantities from Egypt, the Levant, Israel, 

Anatolia, Iran, Cyprus, Crete, the Greek mainland, the Italian Peninsula, and Sicily. 

The majority of the bowls with known provenances, with the exception of the bowls 

from the Northwest Palace at Nimrud, come from either tomb or sanctuary contexts.  The 

bowls from the Northwest Palace are the exception:  they come from a storage context, 

preserved due to the Palace’s destruction in 612 B. C., when they passed out of sight and 

 
1Refer to Chapter 5 for full description. 
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memory.  The bowls from tomb contexts tend to be both more numerous, and of more 

precious material, as bowls and other precious objects from sanctuary contexts were 

likely to remain visible in their communities, and were thus available to be looted in 

warfare or used as a financial resource to be melted down in times of crisis.  The objects 

have been excavated at varying times with differing degrees of rigor.  Some have come 

on the collectors’ market with no known provenance and are associated with the corpus 

through formal and stylistic similarities.   

The bowls began coming to light in some of the earliest excavations of 

Mediterranean Iron Age objects, including the efforts of Austen Henry Layard in Nimrud 

(1850), Luigi Palma di Cesnola on Cyprus (1860’s), and the excavations of the Bernardini 

(1867) Barberini (1855) and Regolini-Galassi (1836) tombs on the Italian Peninsula, among 

others, and thus have been known to scholars since the beginning of critical study of this 

period.  As such, they have become entangled with disparate methodologies, and have 

accumulated layers of sometimes dated preconceptions.  In this study I seek to separate 

them from the preconceptions and assumptions of prior scholarship and to view them 

with a fresh eye, analyzing each object’s formal, iconographic and stylistic characteristics, 

reassessing the visual and cultural evidence, linking them firmly to their contexts of 

deposition, and theorizing reception on an object by object as well as societal basis. 
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THESIS   

Defining the Corpus 

Defining the corpus is integral to my thesis.  As noted above, Layard’s discoveries of 

the bowls in the Northwest Palace at Nimrud are among the earliest discoveries of these 

works.2  Layard originally identified the Nimrud bowls as ‘Phoenician’ based on the 

references in the Iliad to a well-crafted Sidonian metal bowl. 3  Subsequent scholars noted 

the bowls’ iconographic and stylistic resemblance to the Nimrud ivories, a collection of 

works with similarly hybrid imagery of apparent Near Eastern and Egyptian derivation, 

with markings in the ‘Phoenician’ alphabet on their backs4 and assigned them to the same 

classification.  The discovery of similar bowls in Cyprus and Italy, in particular a bowl from 

Italy (E1) with an inscription in Phoenician further strengthened the proposed 

attribution.5  

This attribution and the associated dating to the Iron Age have dominated the 

discussion and have shaped the corpus as it has previously been defined:  on the basis of 

formal qualities (size and shape), technique (engraving and repoussé), format (a central 

medallion with one or more rings of figural decoration, and a hybrid iconography of Near 

 
2 Regiolini-Galassi tomb in Italy, 1836; Layard at Nimrud, 1850; Barberini tomb, 1855; Bernardini tomb, 
1867, and Luigi Palma di Cesnola on Cyprus, 1860’s. 
3 Nicholas Vella, Nicholas Vella, “’Phoenician’ Metal Bowls: Boundary Objects in the Archaic Period,” 
Bollettino di Archaelogia Online A/A2, no. 5 (2010), accessed July 9, 2019, 
https://www.um.edu.mt/library/oar/handle/123456789/8177.  
4 R. D. Barnett, A Catalogue of the Nimrud Ivories with Other Examples of Ancient Near Eastern Ivories 
(London:  The Trustees of the British Museum, 1975), 31. 
5 It is worthwhile to note that there are a number of bowls bearing inscriptions in languages which include 
‘Phoenician’ (Syro-Palestinian), cuneiform, the Cypriot syllabary, and Luwian hieroglyphics. 
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Eastern and Egyptian derivation.  Previous scholarship has primarily focused on attempts 

to identify loci of production based on assigning objects to a ‘Phoenician’ vs. a ‘North 

Syrian’ style.  The series of spectacular early finds on Cyprus led scholars to coin the term 

‘Cypro-Phoenician’ to identify the bowls, with presumed production in the Levant and 

possibly on Cyprus, and presumed dates of production in the Iron Age.   

There are serious concerns with this identification and consequent bounding of the 

corpus.  I review these concerns at some length, since the bowls’ role as foundation 

objects by which scholars originally defined the idea of ‘Phoenician’ art has led to a 

profound entanglement of the objects with ideas of Phoenician ethnicity and agency, 

both in the production of luxury works of art and in cultural transmission, and has 

distracted attention from important avenues of study regarding the production and 

transmission of the hybrid luxury arts of the Early Iron Age.   

A number of prominent scholars dispute both the bowls’ identification as 

Phoenician, and the existence of a collective Phoenician ethnic identity during the early 

Iron Age.  Rebecca Martin, Eric Van Dongen, Nicholas Vella, and Nota Kourou have 

problematized the identification of the bowls and similar luxury objects (ivories, ostrich 

eggs, tridacna shells, etc.) as Phoenician.  The most significant concerns are the lack of 

evidence for production in the Levant, and the fact that these objects have not been 

found in any of the Phoenician / Punic settlements in the western Mediterranean, such 
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as Spain, Malta, Sicily and Carthage.6  The objects which scholars most often identify as 

‘Phoenician’, including the bowls, mainly come from find spots in neighboring areas, and 

from around the Mediterranean (including colonies), the Aegean, and other locations.  

From an archaeological perspective, modern occupation of most relevant sites in the 

Levant has long deterred full excavation, yet even where excavation has been possible, 

the ivories and bowls do not appear.  Rebecca Martin notes that:  “We have very little 

direct evidence of metal working or ivory working on the mainland…Published areas of 

the well excavated Sarepta (Sarafand, Lebanon) yielded fewer than ten ivory objects only 

three of which are figurative, not even one scrap of a “Phoenician” metal bowl,” and 

furthermore, “neither bowls nor ivories appear in the main colonies, not at Carthage, 

Malta, Sicily, or elsewhere.7  Eric Van Dongen similarly states,  

“as long as their exact provenance within Syria-Palestine and the identity of the 
colonial founders cannot be identified, these objects cannot be used to argue in 
favour of or against a general ‘Phoenician’ style.  For example, metal-work and ivory 
carving, though often mentioned, should probably not be included, as examples of 
these have largely been found ‘abroad’ and the various schools that have been 
postulated have not been identified further than ‘Phoenician’, which lacks 
precision.”8   

 
6 “…similar finds have not been made in Carthage or indeed in any of the other principal settlements of the 
Phoenicians in the western Mediterranean, including Malta, Sicily, Sardinia and southern Spain.”  Vella, 
“’Phoenician’ Metal Bowls,” 24. 
7 Rebecca S. Martin, The Art of Contact: Comparative Approaches to Greek and Phoenician Art (Philadelphia, 
PA: University of Pennsylvania Press, 2017), 89. See also Vella, “’Phoenician’ Metal Bowls,” and Nota 
Kourou, “The Evidence from the Aegean,” in Beyond the Homeland: Markers in Phoenician Chronology, 
Ancient Near Eastern Studies, supp. 38, ed. Claudia Sagona (Leuven: Peeters Publishers, 2008), 307.  
8 Eric Van Dongen, “’Phoenicia’:  Naming and Defining a Region in Syria Palestine,” in Interkulturalitat in 
der Alten Welt:  Vonderasien, Hellas, Aegypten, und die vielfaeltigen Ebenen des Kontakts, eds.  Robert 
Rollinger, Birgit Gufler, Martin Lang and Irene Madreiter (Wiesbaden:  Harrassowitz Verlag, 2010), 474. 
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Several scholars have similarly commented on the lack of evidence for a unified 

Phoenician linguistic, cultural, political and religious identity during the Iron Age.  Aubet 

has noted that the name ‘Phoenician’ is an anachronism.  The peoples of the Syro-

Palestinian coast and their neighbors to the east and in Egypt, as well as the authors of 

Biblical texts used variations on the term cana’ani, or Canaanite.9  Van Dongen points out 

that from a linguistic perspective ‘Phoenician’ is a dialect of Canaanite, part of Semitic, 

which also included Hebrew, Ammonite, Edomite, and Moabite, all of which may have 

been mutually comprehensible to contemporaries.  The ‘Phoenician’ dialect was further 

divided into Tyro-Sidonian, Byblite and later Punic sub-dialects, just as Hebrew had 

northern and southern sub-dialects:  in fact, Tyro-Sidonian was closely related to Hebrew.  

Surviving ‘Phoenician’ texts do not mention a name for their dialect.  The ‘Phoenician’ 

alphabet is a development of the Syro-Palestinian alphabet, which appeared in Byblos 

during the eleventh century, and soon spread all over the region.  Regional variations of 

the alphabet, including Hebrew and Aramaic versions appear from the ninth century 

onward.10   

Van Dongen also suggests that there is no evidence of a unified material culture, or 

of political or religious unity at this period:  an analysis of the material culture (primarily 

 
9 Maria Eugenia Aubet, The Phoenicians and the West:  Politics, Colonies, and Trade, trans. Mary Turton 
(Cambridge: Cambridge University Press, 1993), 7-10.  Refer also to Van Dongen, “’Phoenicia,’” for 
additional, more nuanced discussion of the various meanings which groups assigned to “Canaanite” at 
various times (477-78). 
10 Van Dongen, “’Phoenicia,’”471-74.  Van Dongen notes that due to lack of evidence, it is “uncertain how 
far north and south the dialect spread, or how the script developed regionally and diachronically.  
Therefore, strong statements on any aspect of this subject should probably be avoided” (473-474). 
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residential architecture and pottery) of Syria-Palestine shows four archaeological clusters, 

which  appear to relate more strongly to economic, climatic and topographical conditions 

than to specific ethnicities,11 and indeed, many scholars have criticized the idea of 

material culture as inevitably tied to ethnicity.12  From a cultural/historical standpoint, 

the ‘Phoenician’ cities did not cooperate or present a unified political front:  each city 

made alliances with outside groups, without regard to the interests of the other cities.  In 

addition, each city had its own pantheon of deities and its own cults, typically derived 

from Late Bronze Age practices.13  

To be clear, no one is denying the existence of inhabitants of the Levant, nor their 

wide-ranging involvement in the Mediterranean.  What is in dispute is the existence of a 

unified Phoenician identity during the Iron Age.  Martin supports the idea of an ultimate 

coalescence of Phoenician cultural identity but locates it in the 6th to 5th centuries in 

response to the rise of Achaemenid dominance, and strongly cautions against the 

anachronistic retrojection of that identity into earlier periods and cultural production.14 

 
11 Van Dongen, “’Phoenicia,’”474-77.  The material assemblages are not internally “homogenous” – Van 
Dongen characterizes them as “fuzzy sets.” 
12 Ann Gunter, Greek Art and the Orient (Cambridge University Press, 2009), and Van Dongen, 
“’Phoenicia,’” 476, n. 38:  In light of ongoing anthropological and sociological research, it would seem 
advisable to let go of these outdated definitions of ‘culture’, ‘people’, and ‘civilisation’, that were 
developed in the early nineteenth century (cf. ‘Volk’ and ‘Geist’!) but keep being used as ‘commonly 
accepted ideas.” 
13 Van Dongen, “’Phoenicia,’” 478.  Martin also notes the absence of a shared pantheon. Martin, Art of 
Contact, 95. 
14 “It is under Achaemenid rule that Phoenician identity most clearly emerges in the archaeological record,” 
and “I conclude that Phoenicianism (the term I use to describe collective Phoenician identity) does exist 
after all, but it is evident archaeologically only beginning in the late sixth and fifth centuries when the rise 
of the Achaemenid Empire created the conditions for the growth of regional identities.”  Martin, Art of 
Contact, 10. 
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“Important as Phoenicians seem in the Iron Age Mediterranean, from the 
development of trade to colonization to the transmission of culture, we do not 
really know who they were or if they were as a collective entity.”15 
 

From a literary perspective, 
  

“Of the more than 40 mentions of Phoenicians in Herodotos, only one or two seem 
concerned with a region in the Levant. We cannot be certain that even Greeks had 
cause to view these people collectively, although when they did so the reason seem 
to have been linguistic.16  

 
She concludes: 

“I believe it is preferable to avoid creating Phoenicians where none can be shown 
to exist. To be clear, I do not deny that there were Levantine people who used the 
language we called Phoenician inhabiting the region from Nahr Amrit to the Carmel 
coast, nor that these people were involved in trade and colonization that brought 
them to the Balkan peninsula and into contact with Greek speaking colonists in the 
Western Mediterranean. But I maintain that “Phoenician art” of the Iron Age is an 
invention of modern scholarship and insist that it does a little good to continue to 
study ivories and metal bowls as examples of it.”17 (my emphases) 

To recapitulate, my concern in the context of this study is that scholarly 

identification of Iron Age ‘Phoenicians” as a unified ethnic and cultural group, primary 

agents of artistic production of luxury objects and cultural transmission, has distracted 

attention from several important methodological approaches to the production and 

transmission of the hybrid luxury arts of the Early Iron Age.18  I will argue below that the 

bowls are neither ‘Phoenician’ nor Levantine, nor a monolithic cultural phenomenon, but 

 
15 Martin, Art of Contact, 95. 
16 Martin, Art of Contact, 95. 
17 Martin, Art of Contact, 96. 
18 Since the use of the term ‘Phoenician’ with regard to the Iron Age carries with it generally unexamined 
implications of ethnic and political unity, I avoid the use of ‘Phoenician’ and ‘Phoenicia’, and substitute 
‘Levantine’, and ‘Syro-Palestinian’ for the adjective and ‘the Levant’ and ‘Syria-Palestine’ for the place. 
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rather complex, costly, and hybrid objects that served elite strategies of self-definition 

and both shaped and transmitted varying versions of an elite cultural koine around the 

Mediterranean from the Late Bronze age into the Archaic period. 

As mentioned above, the majority of art historical approaches to this material have 

focused on attempts to utilize stylistic analysis to group the objects and identify loci of 

production.  Scholars have viewed ‘Egyptianizing’ imagery as a marker for ‘Phoenician’, 

as opposed to “North Syrian” manufacture, presumably because of the Levant’s proximity 

to Egypt, resulting in the circular argument that things are ‘Phoenician’ because they are 

‘Egyptianizing’ and ‘Egyptianizing’ because they are ‘Phoenician’.  The term ‘Egyptianizing’ 

has further carried the implication of artistic pastiche and inferior quality:  deliberate 

hybridity was not seen as a valid artistic choice as it fundamentally contradicts the idea of 

art as expression of ethnicity.     

Nevertheless, Egyptian imagery is a prominent feature of many bowls.  If we reject 

the ideas of Iron Age ‘Phoenicians’ as a homogeneous ethnic group or unified cultural 

entity, and of ivories and metal bowls with Egyptian motifs as examples of an Iron Age 

‘Phoenician’ style, how do we account for Egyptian motifs as such a prominent element?  

As I discuss above, the idea of ‘Phoenician’ style originated with the discovery of the bowls 

and Nimrud ivories in an Iron Age context.  Previous scholarship defined the corpus based 

on the confluence of a ‘Phoenician’ origin (which had then to be theorized in opposition 

to a ‘North Syrian’ style to account for stylistic differences among the works), and an Iron 
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Age date.19  Similarly, one of the most persistent problems facing scholarly analysis of the 

bowls has been their extreme detachment from secure contexts of production or 

patronage.  I propose to redefine and expand the corpus based on additional evidence 

which becomes relevant as soon as we move beyond preconceptions of ‘Phoenician’ / 

Levantine production and exclusively Iron Age dating.  There exists a body of works which 

displays profound formal and stylistic correspondence to the corpus as previously 

defined, and which comes from secure, unlooted contexts with dates ranging from the 

Late Bronze Age into the Iron Age.  These are the bowls from the acropolis at Ras Shamra 

(Ugarit, date of destruction circa 1180 B. C.), and three groups of works from Egyptian 

tomb and temple contexts, specifically the Tomb of Hatiay (Amarna period), the Tell Basta 

temple treasure (Ramesside period, Dynasties 19-20, circa 1296 -1070 B. C.), and the 

tomb of Wen-djebau-en-djed at Tanis (Reign of Psusennes I, Third Intermediate Period, 

circa 1040 – 992 B. C.).20  These are the only securely dateable bowls, and several of them 

can be associated with named individuals for whom other historical references exist.  

Furthermore, there are unmistakable stylistic and iconographic correspondences 

between some of these works and works from locations as far apart as Assyria, Cyprus, 

and the Italian Peninsula. 

 
19 Scholars defined the ‘North Syrian’ style based on resemblances to architectural stone reliefs.  Refer to 
Marian Feldman, Communities of Style:  Portable Luxury Arts, Identity, and Collective Memory in the Iron 
Age Levant (Chicago: The University of Chicago Press, 2014), 22-23.  
20 In addition to these bowls, bowl As1 has a secure context and date of deposition, but likely a long 
biography preceding deposition.  Refer to Chapter 2. 
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These securely dateable objects expand and anchor the corpus in a way that has not 

hitherto been proposed:  a date range from at least the Late Bronze Age into the Iron Age, 

findspots ranging from Egypt to Iran and Anatolia and around the Mediterranean as far 

as Italy.  Furthermore, their stylistic resemblance to the objects found with them and their 

association with named individuals link at least some of them to a proximate locus of 

production.  

I will argue, based on the demonstrably early dates of the bowls from Egypt, that 

Egypt is the original place of production of these objects, and that the prestige and power 

of Egypt and the bowls’ appeal to elites in the context of trade, international diplomacy, 

and intermarriage led to their dissemination around the region, and inevitable adaptation 

of the form and iconography to local styles.  In the context of this argument, and on the 

basis of analysis of individual bowls, I will suggest that certain of the works that have been 

found in other locations are not ‘Egyptianizing’, but Egyptian.   

As part of this argument, I reiterate the need to separate artistic production from 

bounded notions of association with ethnicity or national or political identity.  I argue for 

Egypt as a likely point of origin and dissemination for the idea of the bowls, and for an 

Egyptian association for certain specific objects, but this should be taken as an addition 

to the incredibly rich, eclectic nature of these works, not as a limitation.  Egypt in the Late 

Bronze and Early Iron Ages was not a monolithic society.  There is considerable evidence 

from inscriptions on objects and in tombs that numerous persons of foreign origin 

numbered among the elite, and held high religious and official positions, including royal 
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cupbearer, royal fanbearer, and envoy.21  Scholars have described the “mixed” population 

of the Nile Delta from the New Kingdom onwards.  In the context of this discussion, it is 

also important to remember the extreme mobility of craftspeople during the Late Bronze 

and Early Iron Ages:  the period from the LBA to the EIA was a time of flux, when 

foodstuffs, artworks, armies, artisans, letters, and people traveled.22  The objects, the 

initiating impulse for the voyage, and the goals may have varied but travel continued in 

varying degrees, even after the collapse of the palatial societies of the LBA.  There is ample 

evidence for the travel of artisans, including a letter from the Pharaoh Merneptah (19th 

Dynasty, late 13th century B. C.) responding to the King of Ugarit’s request for Egyptian 

sculptors to come and set up the pharaoh’s statue in the Temple of Ba’al,23 and the 

famous requests of David and Solomon to Hiram, king of Tyre for workman to build the 

palace and temple.  Furthermore, as Feldman notes, it is important to discard 

“Unexamined assumptions of ‘workshop’ production, organized along the lines of an 

Italian Renaissance master’s studio” in the analysis of LBA and EIA artistic production.24   

 
21 Christine Lilyquist, “Treasures from Tell Basta: Goddesses, Officials, and Artists in an International 
Ages,” Metropolitan Museum Journal 47 2012): 21, 34. 
22 Lilyquist, “Treasures from Tell Basta,” 21, and Marsha Hill, “Tribal Dynamics, Child Gods, Festivals, and 
the Faraway Goddess:  Mingling in the Egyptian Delta in the Third Intermediate Period,” in Assyria to 
Iberia:  Art and Culture in the Iron Age, eds. Joan Aruz and Michael Seymour (New York: The Metropolitan 
Museum of Art, 2016), 155.  See also Aren Wilson-Wright, “Athtart : The Transmission and Transformation 
of a Goddess in the Late Bronze Age (Ph.D. diss., University of Texas at Austin, 2016). 
23 Karen Radner, “The Stele of Sargon II of Assyria at Kition:  A Focus for an Emerging Cypriot Identity?” in 
Interkulturalitat in der Alten Welt:  Vorderasien, Hellas, Agypten und di vilfaltigen Ebenen des Kontakts, eds. 
Robert Rollinger, Birgit Gufler, Martin Lang, and Irene Madreiter (Wiesbaden: Harassowitz Verlag, 2010), 
432. 
24 Feldman, Communities of Style, 26. 

https://catalog.lib.utexas.edu/search%7ES29?/Xathtart&searchscope=29&SORT=D/Xathtart&searchscope=29&SORT=D&SUBKEY=athtart/1%2C2%2C2%2CB/frameset&FF=Xathtart&searchscope=29&SORT=D&1%2C1%2C
https://catalog.lib.utexas.edu/search%7ES29?/Xathtart&searchscope=29&SORT=D/Xathtart&searchscope=29&SORT=D&SUBKEY=athtart/1%2C2%2C2%2CB/frameset&FF=Xathtart&searchscope=29&SORT=D&1%2C1%2C
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The bowls from Egypt and Ugarit have not hitherto been considered in conjunction with 

the works described by Markoe, in some cases due to later discoveries, and perhaps due 

to scholarly conceptions regarding a near-total cessation of elite artistic production at the 

end of the Bronze Age.  While this may have been the case in some regions, it can be 

shown that production of fine works continued with no significant break in Egypt, even 

though the country suffered a reduction in power.  I argue for continuity of production 

with an uninterrupted tradition of technical and figurative modes from the Late Bronze 

through the Iron Age.  Egypt during the Third Intermediate Period, while reduced in power 

and influence from what it had been during the New Kingdom, remained a large, wealthy 

and powerful polity.  The archaeological remains of the Twenty-first Dynasty at Tanis, 

particularly the necropolis, show the wealth and high level of craftsmanship available to 

the ruling elites. 

Evolution and Dissemination of the Bowls:  The Late Bronze Age International Artistic 
Koine 

In the next chapter I will discuss in detail the evidence for the Egyptian origin of the 

bowls.  From that origin, I propose that the bowls and the idea of the bowls traveled via 

the well-developed diplomatic networks that connected rulers and elites during the Late 

Bronze Age.  Diplomatic exchanges included the Amarna Letters, which extensively 

document the negotiations and practices of LBA inter-ruler diplomacy.  These letters, 

couched in terms of interfamilial address, along with alliance marriages, and costly gifts 

both document and helped shape a koine of rulers, “a world in which kings of culturally 
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disparate states interacted with one another in an idealized rhetorical mode of parity and 

reciprocity.”25   

Scholars have noted the existence of a group of luxury objects dating to the Late 

Bronze Age (14th – 13th centuries B. C.) with shared formal features that “defy attribution 

to any one cultural region because of extensive hybridism in which motifs from multiple 

regions intermix with one another,” and have identified them as belonging to an 

‘international style.’ 26  Feldman has further refined the description of this phenomenon, 

which she prefers to term an international artistic koine, emphasizing the objects’ role in 

unifying the participants:  the hybrid imagery, fine workmanship and costly materials 

promoted favorable reception of the proffered gifts and fostered amicable relations and 

the idea of an international brotherhood of rulers.27   

Royal patrons and artists in Egypt and the Near East thus evolved a deliberately 

hybrid style based on a specific repertoire of iconographic elements and compositional 

choices (exemplifying the use of style as a tool for expression and status negotiation, with 

multiple style choices possible for a given patron, as opposed to style ineluctably tied to 

ethnicity or origin).  The iconographic elements fall into two general themes:  the 

celebration of kingship in the subjugation of animal or human foes and the peace and 

 
25 Marian Feldman, Diplomacy by Design:  Luxury Arts and an “International Style” in the Ancient Near 
East, 1400-1200 BCE (Chicago: University of Chicago Press, 2006), 8. 
26 Feldman, “Luxurious Forms,” 6. The Egyptologist William Stevenson Smith was the first to characterize 
the art of the Late Bronze Age in this manner. 
27 Feldman, Diplomacy by Design, 8. 
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prosperity created by the ruler’s implied or expressed relationship to the divine.  These 

elements include sphinxes, griffins, stylized vegetation, including the voluted palmette, 

herbivores flanking stylized plants, animal (especially lion) attacks, and hunting.  

Compositional elements include extended narrow friezes, a preference for vignetted 

rather than narrative composition, and the use of the Mycenean flying gallop.  This 

imagery visually supports, via deliberate hybridity and choice of motifs, the idea, which 

the Amarna letters explicitly spell out, of a royal brotherhood linking the rulers of the 

region.   

Through these exchanges the bowls, already notable as prestige objects due to their 

cost and complexity, circulated around Near East during the LBA and came to the 

attention of rulers and elites in other polities, whence emulation and further hybridization 

took place.  The bowls thus have their origin in a deliberately hybrid tradition which 

becomes further hybridized in new localities / spheres of circulation. 

I will discuss below the continuity of production from the Late Bronze into the Iron 

age and propose that elites of the Early Iron Age, aware of the Late Bronze Age objects 

still in circulation, and recalling the power and wealth of the rulers of the palatial societies 

of the LBA, not only continued to utilize and disseminate the LBA works, but also 

commissioned new works utilizing the forms and iconographic content. These works, 

further hybridized in different regions, played an essential role in the formation and 

dissemination of a new elite koine, based on specific practices, including especially 
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banqueting and the consumption of wine, which made its way around the Eastern 

Mediterranean.   

In analyzing the evidence and theorizing the bowls’ transmission, I have found the 

idea of patterns of production and dissemination useful in characterizing the evidence.  

Through close examination of the objects, I have noted patterns of cost, complexity, 

workmanship, compositional rigor, adherence to the LBA koine, and in some cases, formal 

and iconographic qualities.  Based on this analysis, three groupings become clear: 

Primary production, or first wave bowls:    

Bowls created in major centers (originally Egypt, then presumably Assyria and likely 
elsewhere) by first-tier craftsmen, as diplomatic (royal) gifts, or elite commissions, 
and disseminated around the region, beginning in the LBA and including, but 
possibly not limited to, koine objects.  (I include the Tell Basta bowls from Egypt 
under this classification).  Several of these objects can be linked with royal patrons 
or owners in the major centers, others are included based on the analysis above.  
 
Secondary production, or second wave:   

Dissemination and viewing of first wave bowls from the major centers inspires 
emulation by local or less highly trained craftsmen.  These emulations still primarily 
conform to the basic features of the corpus (use of engraving and repoussé, 
iconography, etc.) but do not exhibit the consummate workmanship of the first 
wave. 
 
Tertiary production, or third wave:   

The idea of the bowls is further hybridized:  the basic format of medallion and figural 
registers is retained, but execution of figures takes on a more idiosyncratic style, 
and sometimes repoussé work drops out with elements executed in engraving only.    
These include the bowls from Iran and a subset of the Cypriot bowls.  
 
I use the shorthand term ‘waves’ to convey this idea throughout the text.  To be 

clear, I do not intend to imply that first wave objects were produced in a single burst of 
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activity at a given time but rather to describe the ongoing process of production, 

dissemination, hybridization, further dissemination and further hybridization, and 

subsequent re-initialization by new groups of top-level craftsman working for the highest 

elites, a process which continued throughout the period of the bowls’ circulation.  While 

these judgements are somewhat subjective, I find that they fit the physical evidence and 

assist in theorizing the ongoing transmission and hybridization of the objects. 

Analysis of Correspondences and Patterns of Survival  

In Table 1, I list all of the bowls currently in the catalog by region, breaking down for 

each bowl material, quality of workmanship, complexity, and compositional rigor; type of 

medallion, type of banding, and the presence of figural narrative, Late Bronze Age koine 

elements, and writing; and certain groups of motifs.  I group the forty motifs tracked in 

the table by general categories such as types of deities, types of living beings (rulers, lions, 

horses, plants, etc.); other motifs (architectural elements, lotus / papyrus, Nilotic imagery, 

flying gallop, hoplite shield), and themes such as Egyptian tomb imagery, offering scenes, 

drinking parties, agriculture, city under siege, animal combat, etc.  In Table 2, I refine the 

selection of information, focusing on certain key features to determine how they track 

from bowl to bowl and across regions, and include totals of bowls from each region with 

the tracked elements.  I provide an overview of the general correspondences in this 

introduction and address region-specific correspondences in the chapters.  
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Materials: 

Analysis of the formal features of the bowls made of the most luxurious materials 

shows strong correspondence between expensive materials (gold, silver, missing 

gemstone insets) and the following: 

• Fine workmanship  
• Greater compositional rigor  
• Greater complexity of subject matter / motifs and / or composition  
• Figural, omphalos, or mesh central medallions 

thereby establishing a roster of defining characteristics for the most costly surviving 

objects. 

Context of Deposition: 

Security of context of deposition outweighs all other factors that impact the 

surviving corpus.  Areas where there is a large sample size of bowls that can be reasonably 

attributed to unlooted tombs or to sanctuary hoards from favorable physical conditions 

yield large sample sizes of the most costly bowls.  An additional correlation exists between 

secure deposition contexts and sample size:  where we do not find secure deposits the 

overall sample size is much lower both in terms of  

• number of bowls that survive  
• percentage of the physical body or decoration of each object that survives.  

Wherever many bowls are fragmentary or in poor condition, the correlation of 

motifs with regions, fabric, style, and other qualities is skewed as large portions of the 

data are missing.  I cannot sufficiently emphasize this point, as reduced overall sample 
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size and reduced percentage of surviving decoration, especially if viewed without a cross-

regional comparison, comprehensively impact our ability to theorize reception.  That is, 

we cannot say, for example, that Horus hawks are not favored in Region X if the majority 

of bowls in Region X are missing half of their material and / or decoration. 

Sanctuary Deposits:  

Survival of sanctuary deposits is highly problematic.  Even in Egypt, arguably the 

wealthiest region in the Mediterranean, sanctuary deposits survive only where 

deliberately buried as at Tell Basta.  The literary evidence of the Parthenon treasures and 

the treasuries of Delphi shows that Greeks valued gold and silver objects, but none of 

those objects survive.  The Parthenon inscriptions further document the frequent 

deliberate destruction and recycling of the materials of high value objects.28  Similarly, 

Egyptian tomb and temple paintings depict large numbers of precious metal vessels in 

regular use at banquets and festivals, almost none of which have survived. 29 

Furthermore, sanctuary deposits may not be the result of activity by the local 

populations.  With regard to Greece, for example, we know from literary evidence that 

 
28 Refer to Chapter 5 and to Diane Harris, The Treasures of the Parthenon and Erechtheion, Oxford 
Monographs on Classical Archaeology (New York: Oxford University Press, 1995).  See also H. W. Catling’s 
commentary in “The Dark Age and Later Bronzes,” in Knossos North Cemetery: Early Greek Tombs, v. 2, eds. 
Hector William Catling and John N. Coldstream (London: The British School of Athens, 1996), and Stephen 
Hodkinson’s comments in   ”Patterns of Bronze Dedications at Spartan Sanctuaries, c. 650-350 BC: Towards 
a Quantified Database of Material and Religious Investment,” British School at Athens Studies 4 (1998): 55–
63. 
29 Müller, Hans Wolfgang and Eberhard Thiem, The Royal Gold of Ancient Egypt (London, I. B. Tauris, 1999). 
(Müller notes that “Only a pale shadow of this wealth survives.”) 
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non-Greeks dedicated high value items at the major sanctuaries.  The bowls from large 

interregional sanctuaries like Delphi and Olympia could have been dedicated by foreign 

visitors and / or Greek elites.  We know from tomb evidence that Greeks owned at least 

some bowls, but it should not be presumed that they were the only dedicants.  In addition, 

as Ingrid Strøm has noted, the distribution patters of Near Eastern bronze vessels could 

also be indicative of organized exchange by sanctuaries themselves, rather than of chance 

dedications by visitors.30 

Thus, analysis of objects deposited in sanctuaries carries a further layer of 

uncertainty beyond the low survival rates.  With a tomb there is a reasonable certainty 

that the occupant or burying group chose the object, and we can therefore begin to 

theorize the object’s value or the burier’s preferences.  With a sanctuary deposit, even if 

it survives war, fire or economic uncertainty, and if its fabric survives the conditions of 

deposition, we cannot know, in the absence of dedicatory inscriptions, what type of 

person or organization deposited it. 

Discernible Patterns 

Nonetheless, there are some patterns that appear in certain regions or across 

regions. Some of these may reasonably be attributed to the following. 

• Manufacture of a group of objects in a specific region or tradition (this is likely 
with some bowls from Cyprus and some from Crete) 

 
30 Ingrid Strom, “Evidence from the Sanctuaries,” in Greece between East and West 10th-8th Centuries BC: 
Papers of the Meeting at the Institute of Fine Arts, New York University, March 15-16th, 1990, eds.Günter 
Kopcke and Isabelle Tokumaru (Mainz:  Verlag Philipp von Zabern, 1992), 47-60. 
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• Regional preference 
• Correlation of time of manufacture (terminus post quem as indicated by the 

hoplite shield motif) 
• Similarity of practices, perhaps as a result of the Iron Age elite koine. 

I will discuss these patterns in the relevant regional chapters. 

Nimrud 

The Nimrud bowls from the Northwest palace are of undoubted importance in the 

study of these objects, with regard to their quantities, and in relation to the importance 

of wine consumption in Assyrian elite society and their discovery with other metal objects 

that constitute drinking sets.  I discuss below and in Chapter 2 their importance as 

evidence for commensality and their relation to the practice of wine consumption as an 

elite strategy of self-definition. I also refer to several as important comparanda for several 

bowls from Crete, and as evidence for bowls’ widely scattered distribution.  I exclude 

them from primary consideration in this study for several reasons: 

1. Their preservation in a storage context at the violent end of Assyrian rule will need 

to be separately theorized in relation to the corpus as a whole. 

2. There has been little scholarly publication to date and a resulting lack of available 

imagery for study.31 

I anticipate including them in future studies, imagery permitting. 

 
31 Francesca Onnis, “The Nimrud Bowls: New Data from An Analysis of The Objects,” Iraq 71 (2009): 139-
40. 
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Form and usage  

Most of the objects are drinking bowls, or phialae, shallow, rounded and able to fit 

in the palm of the hand.  Bowls this size and shape appear in use as drinking vessels on 

contemporary artworks, including on the bowls themselves (Cy5 and E9) and the bowl 

held by Ashurbanipal in the Garden Relief in the North Palace at Nineveh.32  There are 

exceptions, including examples which are very shallow and flat (Cy10), objects with flat 

bottoms and straight sides (Eg4, the Bowl of Amy) and the famous Bernardini cauldron 

(E3), but the vast majority are suitable for drinking and libating.  In addition, they are 

frequently found with other objects used in wine service:  pitchers (oinochoae), buckets 

(situlae), and ladles, and sometimes with feasting equipment such as spits.   

As I will discuss in greater detail in the next chapter, wine production in Egypt and 

the Near East dates back to the late Fourth Millennium. The ownership and consumption 

of wine was a key element in elite strategies of self-definition and international 

diplomacy.  Written records from multiple polities detail wine production, wine storage, 

and wine distribution.33  The bowls are thus integral, along with wine and other drinking 

paraphernalia to the shared practices of international diplomacy beginning in the Late 

Bronze Age, and continuing (or revived) in the Early Iron Age.  Drinking and feasting took 

place in what we now consider social, funerary, and religious contexts (although I suggest 

 
32 Feldman, Communities of Style, 111-12. 
33 Patrick E. McGovern, Introduction to Origins and Ancient History of Wine, eds. Patrick E. McGovern, 
Stuart J. Fleming and Solomon H. Katz (London: Gordon and Breach, 1995), xiv; and Marion A. Powell, 
“Wine and the Vine in Ancient Mesopotamia:  The Cuneiform Evidence,” in Origins and Ancient History of 
Wine, eds. McGovern, Fleming and Katz, 112-19. 
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that these distinctions would not have applied at the time).  I will discuss in each chapter 

the specific evidence for the bowls use in relation to elite practices regarding drinking and 

commensality. 

Patronage and Reception  

As showy and expensive objects, the bowls are inextricably associated with elite 

patrons, and intended for an elite audience.  I begin my exploration of the question of 

reception with a review of the available information about social and political conditions 

in each region, in order to theorize the social and political imperatives for elite behavior.  

The data suggests that in each region the pattern of deposition of the bowls correlates 

strongly with the local elites’ socially conditioned relationship to wealth and display.  That 

is, elites in each area tended to deploy the bowls, and, no doubt, other luxury objects, 

tactically in ways that supported their strategies of self-definition and self-perpetuation, 

enhanced their positions, and consolidated or at least did not detract from, their status 

and power.  These strategies and the corresponding cultural imperatives varied greatly 

from region to region, and in some cases, over time within a region. 

I begin with the objects found in Egypt and the Near East, and progress around the 

Mediterranean, proceeding from Cyprus, to Crete, the Greek mainland, and concluding 

with the Italian Peninsula, which has the greatest concentration of probable Egyptian 

bowls outside of Egypt. 
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METHODOLOGY 

The majority of prior works on the bowls have taken a connoisseurship approach, 

concerned with defining styles in the hope of identifying places of production.34  The 

bowls have thus been primarily considered stylistically and iconographically and in 

relation to one another and to parallel works such as ivories.  They have seldom, if ever 

been studied individually, or in strong relation to their physical, social, and cultural 

contexts.  In my study I step back from prior stylistic approaches and consider the objects 

on their own merit and in their physical and cultural contexts.  For each bowl I have asked 

what can truly be known.  What contextual information is available?  What, if any other 

objects accompanied it in its place of final deposition?  What are the physical and 

iconographic characteristics of the object?  What can be known or deduced about its 

cultural milieu?  What does the surviving evidence suggest about the object’s trajectory 

or life history?  What connections can be drawn between the object and other surviving 

bowls? 

To answer these questions, I consider first of all context for each work, including 

physical, cultural, and, where known, historical context of the find spot.  In the catalog, I 

begin with a detailed discussion of the physical characteristics of the find spot (when 

available), including form and associated objects.  Much more can be known about some 

contexts than others, with recent excavations from unlooted tombs providing the best 

 
34 The work of Marian Feldman is a brilliant exception to this approach.  Refer to Bibliography. 
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data.  I continue with detailed formal and iconographic analyses.  As noted above, past 

scholarship has focused primarily on attempted classification of the works as either 

“Phoenician” or “North Syrian” in style, attempting to locate them in the context of an 

ethnically or regionally bounded workshop system.  I discuss the pitfalls inherent in that 

approach below.   

In order to free the objects from the burden of prior classificatory systems I treat 

the object themselves and their findspots as primary evidence.  I utilize four 

complementary approaches: 

1)  In-depth formal and visual analysis  

2) Stylistic analysis 

3)  Intra- and cross-regional analysis of key formal and iconographic elements and 

analysis of the resulting information  

4) I attempt to situate the objects in what can be known, or in some cases 

hypothesized, of the social and cultural contexts of their regions of use and 

deposition. 

Formal and Visual Analysis 

I undertake in-depth formal and visual analysis as primary evidence, considering the 

objects on their own merits, and looking at each one in painstaking detail.  All analysis is 

based on photographic images and reference materials.  Wherever possible, I have used 

high-resolution digital images, viewed on a computer monitor and zoomed in to enhance 
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viewing.35  This has yielded a great deal of additional information about the condition of 

the object and details of the imagery.  Even where high resolution digital images are not 

currently available, more detail is visible viewing a scan in this manner than in the pages 

of a book or print-out, as the computer screen acts as an electronic magnifying glass.  It 

should also be noted that line drawings provided in earlier publications frequently vary 

from the physical evidence.   

Stylistic Analysis 

I undertake stylistic analysis, both in summarizing a bowl’s visual qualities, and as a 

comparative tool, to draw connections between bowls from widely separated find spots, 

and to identify or rule out, in some cases, production by the same hand for bowls from 

the same or closely associated find spots.  There are a number of important stylistic 

groupings both within and across regions, which yield important data regarding the 

bowls’ mobility and appeal to elites in different regions.  (See below.) I further discuss 

stylistic analysis vs. connoisseurship in the thesis section below.  

Intra- and Cross-Regional Analysis 

I have developed two panoptic tables to enable intra- and cross-regional analysis.  

The first maps more than fifty formal and iconographic characteristics across seventy-one 

bowls, giving a high-level overview of the corpus.  The second table analyzes key features 

 
35 Physical examination of the objects has not thus far been possible. 
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across regions, allowing me to draw preliminary conclusions both about the corpus as a 

whole, including survival rates, the uncertainty of data in sanctuary depositions, and 

patterns that occur in specific regions or across regions.  I introduced the results of this 

analysis above and continue it in the chapters on each region.  I refer to the patterns as 

correlations or correspondences but hasten to emphasize that these are observations or 

simple percentages only.  The sample size of the bowls in general is much too small to 

permit rigorous statistical analysis.  

Theory 

The bowls are small, valuable, and extremely portable. We have literary evidence in 

Homer (Odyssey, 611-618) for the transmission of similar objects as highly valued gifts 

whose provenance (the stories told about their ownership) was important to their 

owners.36  There are strong similarities in the surviving corpus between works with very 

early find contexts and those with later contexts, and between works at widely scattered 

locations.  It is clear that they traveled, and likely that many remained in circulation for a 

long time, possibly for generations, with multiple owners before final deposition.  Since 

there is no independent physical evidence for loci of production, when bowls are 

detached from their original circumstances, as most have been, all that can truly be 

 
36 Menelaus tells Telamachus, “Of all the gifts that lie stored as treasures within my house, I will give you 
the one that is most beautiful and costliest.  I will give you a well-wrought mixing bowl [kratera].  All of 
silver it is, and the rims of it are finished off with gold, the work of Hephaestus; and the hero Phaedimus, 
king of Sidonians gave it to me, when his house sheltered me…” Homer, The Odyssey, Loeb Classical Library, 
no. 104, 2nd ed. (Cambridge, MA: Harvard University Press, 1995), 163. 
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known about any one object is the object itself, and any data from its find spot.  Further 

conclusions must be deduced from related objects and cultural context.  I find the idea of 

life stories, biographies, or trajectories of objects to be a useful concept in theorizing the 

bowls’ transmission and reception.  As Arjun Appadurai notes, in order to “illuminate the 

concrete, historical circulation of things…we have to follow the things themselves, for 

their meanings are inscribed in their forms, their uses, their trajectories”, and, “It is only 

through the analysis of these trajectories that we can interpret the human transactions 

and calculations that enliven things.”37 Thus, where adequate data exists concerning the 

find spot, I consider the bowl’s form, imagery, any inscriptions, and other objects found 

with it, in conjunction with physical circumstances of deposition and any information that 

may be available about the final owner, in order to theorize reception for each object, at 

least in its context of final deposition.  For tomb finds, this information includes (where 

known) the form and relative cost of the tomb, its relation to nearby tombs or other 

tombs in the region, and any related data about archaeological or cultural context. 

Organization  

I have broken the study into chapters based on the geographic regions of the 

findspots, with a separate catalog listing each object and documenting context, imagery, 

and style.  It will be seen that there are variations from region to region in patterns and 

 
37 Arjun Appadurai, Introduction to The Social Life of Things:  Commodities in Cultural Perspective, ed. 
Arjun Appadurai (Cambridge: Cambridge University Press, 1986), 5. 
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practices of final deposition of the objects, with some regions favoring tomb deposits, 

others favoring sanctuary deposits, still others depositing in both tombs and sanctuaries, 

and in Greece a change over time from tomb to sanctuary deposits.  I correlate these 

differences in practice with reception and sociopolitical conditions in each region.  I have 

followed Markoe’s numbering system and expanded upon it for later finds and for my 

additions to the corpus. 

PRIOR SCHOLARSHIP 

In this summary I touch on the highlights of the works that have had significant 

influence on my work, rather than attempting a comprehensive review of the entire 

bibliography.  I have broken the works down by category of primary application. 

General Background and Overview  

Barnett 197438 and Barnett 197539 provide valuable background on the 

historiography of Iron Age metalwork and ivories.  Barnett 1975 in particular gives a useful 

overview of the travel and assimilation of motifs that accompanied the political and 

cultural changes of the Bronze and Iron Ages, as successive groups of Near Eastern elites 

adopted and assimilated the iconography of their predecessors.  Barnett 1974 is one of 

the earliest studies on the bowls.  Imai 1977, a PhD dissertation, is another early study in 

which the author attempts to classify the objects based on stylistic analysis and assign 

 
38 R. D. Barnett, “The Nimrud Bowls in the British Museum,” Rivista di Studi Fenici 2, no. 1 (1974): 11-33. 
39 Barnett, Catalogue of the Nimrud Ivories. 
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places of origin. 40  

Glenn Markoe’s catalog raisonné, Phoenician Bronze and Silver Bowls from Cyprus 

and the Mediterranean has been the definitive work on this topic since its publication in 

1985.41  By collecting and systematizing such a large amount of information into a catalog 

and above all by providing images, Markoe enabled study of these works by a wide range 

of students and scholars for whom this material might not otherwise have been 

accessible.  The book opens with a brief overview of previous scholarship, followed by 

chapters on the ‘Phoenicians’, technique, format, iconography, the use of narrative, 

inscriptions, archaeology, glyptic, and ‘Phoenician’ influence.  The second portion of the 

book comprises the catalogue entries, organized by region of the findspot.  Each entry 

includes a brief overview of provenance, citation of earlier sources, and short formal 

description.  The images, where available, are grouped at the end of the volume.   

Markoe followed earlier scholarship and methodology in several ways.  While 

acknowledging the lack of evidence for metalworking centers in the ancient Near East,42 

he explicitly defined ‘Phoenician’ art based on hybridity of iconography, and, one 

assumes, geographic propinquity to the major centers of Egypt and Assyria, which seems 

to be an argument in default of evidence.  Like many of the scholars working on Near 

 
40 Ayako Imai, “Some Aspects of Phoenician Bowls with Special Reference to the Proto-Cypriote and the 
Cypro-Phoenician Class” (PhD diss., Columbia University, 1977). 
41 Glenn Markoe, Phoenician Bronze and Silver Bowls from Cyprus and the Mediterranean, University of 
California Publications: Classical Studies, v. 26, eds. Ann Bergren, Mortimer Chambers, Alan Code, Ronald 
Stroud, and John Sullivan (Berkeley:  University of California Press, 1985). 
42 Markoe, Phoenician Bronze and Silver Bowls, 2. 



 31 

Eastern art of the Iron Age, he accepted connoisseurship of style as a valid tool for 

distinguishing schools and workshops and assigning them to places of production.  Finally, 

his statements that “neither a native Egyptian craftsman, an Assyrian, nor a Syrian would 

consider mixing these schemes together as they appear on the paterae,”43 and “The 

Phoenician craftsman has taken infinite care to unify and integrate his decoration within 

a highly individual format, and it is precisely this individuality that give the bowls their 

distinctive Phoenician character”44 anachronistically apply nineteenth-century notions of 

artistic unity and of bounded craft production linked to ethnicity and national origin to 

works of the Late Bronze and Iron Ages, as well as projecting artistic motivations on 

ancient artisans.   

As I discuss above, recent scholarship casts doubt on the existence of a unified 

Phoenician ethnic identity during the Iron Age, and on the association of artistic style with 

ethnicity.  This dissertation redefines the corpus and shows the origin of the bowls in the 

deliberately hybrid artistic practices of the Late Bronze Age International koine and their 

adoption and adaptation in different regions and cultures.  Stylistic analysis is used as a 

tool to compare bowls to one another rather than to assign them to specific ethnic 

contexts of production.   

The contexts of discovery and distribution of the bowls, both geographically and 

chronologically, necessarily set a very wide stage for consideration of the phenomena 

 
43 Markoe, Phoenician Bronze and Silver Bowls, 7. 
44 Markoe, Phoenician Bronze and Silver Bowls, 1. 



 32 

that might explain their origin, dissemination, and reception, as well as their materiality 

and visuality.  The Metropolitan Museum of Art’s two monumental compilations, Beyond 

Babylon:  Art, Trade and Diplomacy in the Second Millennium B. C. (Aruz 2008)45 and 

Assyria to Iberia at the Dawn of the Classical Age (Aruz 2014)46 provide invaluable visual, 

historical, and art historical background on the Bronze Age and Iron Age and on Near 

Eastern art, which have been critical in helping me to understand the complex 

developments over time in the region.   

Diane Harris’ The Treasures of the Parthenon and Erechtheion provides important 

epigraphic evidence for the quantities, storage and use of precious metal objects in 

sanctuaries in Athens, and for their systematic destruction and recycling into newer 

objects or coinage. 

Material Culture and Hybridity, Trade and Interconnections 

Appadurai 198647 and Kopytoff 198648 (in the same volume), provide useful 

concepts for analyzing the cultural roles and status of objects.  In particular, I have found 

the ideas of the life histories of objects valuable in theorizing the bowls’ movement and 

exchange:  the bowls circulated widely for long periods of time, and then passed out of 

 
45 Joan Aruz, Kim Benzel, and Jean M. Evans, eds., Beyond Babylon:  Art, Trade and Diplomacy in the 
Second Millennium B. C. (New Haven:  Yale University Press, 2008). 
46 Joan Aruz, Sarah Graff, and Yelena Rakic, eds., Assyria to Iberia at the Dawn of the Classical Age (New 
Haven:  Yale University Press, 2014). 
47 Appadurai, Introduction to Social Life of Things, 3-63. 
48 Igor Kopytoff, “The Cultural Biography of Things: Commoditization as Process,” in Social Life of Things, 
ed. Appadurai, 64-91. 
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circulation.  Appadurai and Kopytoff present a theoretical framework in which objects 

may circulate in different regimes of value and multiple spheres of exchange, be 

commoditized or sacralized to different degrees at different times and in different 

settings and experience terminal commoditization, where further exchange is legally or 

culturally forbidden.49   

Several authors have provided important insights on material culture, hybridity, 

identity, the agency of objects, and the mechanics of interaction between cultures, 

applying anthropological research and methods to Mediterranean cultures of the Iron Age 

and Archaic periods.  These include Antonaccio 2003, Antonaccio 2010, Malkin 2002, and 

Suter and Uehlinger 2005. 

Susan and Andrew Sherratt, and later Susan Sherratt, in their numerous articles on 

trade and economic systems in the ancient world provide a nuanced view and explanation 

of trade in the Late Bronze and Early Iron Ages which assumes neither that modern 

economic paradigms can be applied unthinkingly to the past, nor that early societies had 

no interest in or mechanisms for economic advancement.50  They describe changes in the 

 
49 Appadurai, Introduction, and Kopytoff, “Cultural Biography.”   
50 Andrew Sherratt and Susan Sherratt,  “From Luxuries to Commodities: The Nature of the Bronze Age 
Mediterranean Trading System,” in Bronze Age Trade in the Mediterranean: Papers presented at the 
Conference Held at Rewley House Oxford in December 1989 (SIMA 90), ed. N. H. Gale (Jonsered: Paul 
Åstrøm, 1991), 353.  See also Susan Sherratt and Andrew Sherratt, “The Growth of the Mediterranean 
Economy in the Early First Millennium BC,” World Archaeology 24, no. 3 (Feb., 1993): 361-78; Susan 
Sherratt, “The Mediterranean Economy:  ‘Globalization’ at the End of the Second Millennium B. C. E.,” in 
Symbiosis, Symbolism and the Power of the Past: Canaan, Ancient Israel, and Their Neighbors from the Late 
Bronze Age Through Roman Palestina, Proceedings of the Centennial Symposium, W.F. Albright Institute of 
Archaeological Research and American Schools of Oriental Research, Jerusalem, May 29-31, 2000, eds. 
William G. Dever and Seymour Gitin (Winona Lake, IN: Eisenbrauns, 2003), 37-62; and Susan Sherratt, 
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economy over time, and theorize and discuss the role of trade and consumption in social 

change, viewing consumption as both a practical and a social act which drove growth, 

intensification of production, and increased economic sophistication.  They note the role 

of material goods in cultural practices, seeing them as “an essential part of cultural 

structures of meaning and symbolism, which can be used in social strategies of 

recruitment and exclusion and so form an important component of social change,” and 

posit that “The urban economy was a contagious process, in which the desire for luxuries 

preceded the production of commodities.”51  They also provide practical insight into the 

mechanics of trade and propose the use of the more neutral term “trade mission” in lieu 

of “colony”, to avoid the overlying ethnic and political implications of ‘colony.’ 

Critiques and New Approaches 

Aubet 1993, 52  van Dongen 2010,53 Martin 2017,54 Kourou 2008, 55 and Vella 2010,56 

provide important arguments and evidence questioning both the idea of a unified 

Phoenician ethnicity during the Iron Age, and the Phoenician origin of the hybrid luxury 

arts of that period. 

 
"Commerce, Iron and Ideology: Metallurgical Innovation in 12th-11th century Cyprus," in Cyprus in the 11th 
Century B.C.: Proceedings of the International Symposium Organized by the Archaeological Research Unit of 
the University of Cyprus and The Anastasios G. Leventis Foundation, Nicosia, 30-31 October, 1993, ed. 
Vassos Karageorghis (Athens: A.G. Leventis Foundation, 1993), 59-106.  
51 Sherratt and Sherratt, “From Luxuries to Commodities,” 354-56. 
52 Aubet, Phoenicians and the West. 
53 Van Dongen, “’Phoenicia.’” 
54 Martin, Art of Contact. 
55 Kourou, “The Evidence from the Aegean.”  
56 Vella, “’Phoenician’ Metal Bowls.” 
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Gunter 200957 articulates a number of incisive critiques of commonly held and 

frequently unexamined assumptions which have profoundly influenced prior scholarship 

regarding Aegean / Near Eastern interactions.  These include anachronistic applications 

of eighteenth- and nineteenth century ideas to the study of ancient art:  works of art as 

manifestations of national spirit, importance of individual artistic genius, the paramount 

value of artistic originality, the assumptions that western European concepts of the 

‘Orient’ would apply to ancient Greeks’ experience of dealing with the societies of the 

Near East, and that ancient Greeks’ contact with imported Near Eastern objects paralleled 

eighteenth- and  nineteenth century European  experience with the effect of chinoiserie 

and japonisme upon artistic styles and production.  She expresses concern with the use 

of a monolithic model to analyze Aegean  / Near Eastern relationships over several 

centuries of profound social, political and cultural change in each region, and with “the 

widely held conviction that Greeks possessed a unique inclination and aptitude for 

transforming foreign things and ideas into native versions”  which has privileged the 

Greek experience with the transmission of objects and ideas, and discouraged 

comparative analysis of reception in neighboring regions.58  Indeed, Gunter has suggested 

that the very idea of an “orientalizing phase” in Greek culture may be a scholarly 

construction:  “the understanding of Near Eastern influence as a  fashion, a temporary 

 
57 Gunter, Greek Art and the Orient.  
58 Gunter, Introduction to Greek Art and the Orient, 4-7. 
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enthusiasm for luxury items (decorated textiles, metalwork, ivories) that, in turn, brought 

about native versions or adaptations which improved upon the ‘originals.’”59 

Feldman 2002,60 Feldman 2006,61 and Feldman 201462 provided important 

background on the hybrid works of the Late Bronze Age and helped me formulate my 

critique of the connoisseurship approach to the analysis of Early Iron Age metalwork. 

Egypt and Assyria 

Lilyquist 2012 provides an updated publication of the Egyptian Tell Basta Treasure, 

currently divided between the Cairo Museum, the Metropolitan Museum of Art, and the 

Berlin Museum. She reviews the circumstances of the treasure’s discovery, and presents 

the finds, including formerly unpublished items from both Egypt and New York, discussing 

form, iconography, related objects, patronage, other monuments associated with some 

of the named patrons, and relates the objects chronologically and formally to other works 

of Egyptian art.  She also provides extensive updated photographs of the objects, 

including details, republishes older photos and line drawings, provides a catalogue in the 

Appendix, and uses the new evidence to shed light on both the date and place of 

manufacture and the multicultural quality of Egyptian society in the Nile Delta during the 

Ramesside period (circa 1200 to 1080 B.C, corresponding to the end of the Late Bronze 

 
59 Gunter, Greek Art and the Orient, 72. 
60 Feldman, “Luxurious Forms.” 
61 Feldman, Diplomacy by Design. 
62 Feldman, Communities of Style. 
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age and beginning of the Iron Age.  The visual and historical evidence provided have been 

critical to my analysis and definition of the corpus, and in situating the bowls in the 

context of Near Eastern artistic practices of the Late Bronze and Early Iron Ages. 

Curtis 2008,63 Oates 2001,64 Damerji 1991,65 and Hussein 2000,66 along with Wicke 

201067 provided important information on bowl As1, found in a royal tomb at Nimrud.  

As1, buried with Yaba, consort of Tiglath-Pilesar III of Assyria, is a pivotal work in this study 

for a number of reasons, including the quality of the archaeological evidence, the insights 

provided by an unlooted royal tomb, the association of one of the bowls with a named 

historical personage of known date, the inscription on the bowl, and its iconographic 

parallels with works from Egypt, Cyprus, and the Italian Peninsula. 

Cyprus 

Reyes 199468 and Karageorghis 200269 provided a helpful framework for general 

 
63 John E. Curtis, Henrietta McCall, Dominique Collon, and Lamia Al-Gailani Werr, eds., New Light on 
Nimrud:  Proceedings of the Nimrud Conference 11-13 March 2002, British Institute for the Study of Iraq in 
association with the British Museum (Exeter:  Meeks and Middleton, 2008). 
64 Joan Oates and David Oates, Nimrud:  An Assyrian Imperial City Revealed (London:  The British School of 
Archaeology in Iraq, 2001). 
65 Muayad Said Damerji, “The Second Treasure of Nimrud,” in Near Eastern Studies:  Dedicated to H. I. H. 
Prince Takahito Mikasa on the Occasion of his Seventy-Fifth Birthday, eds. Masao Mori, Hideo Ogawa, and 
Mamoru Yoshikawa (Wiesbaden:  Otto Harassowitz, 1991), 9-16. 
66 Sayid Muzahim Mahmud Hussein, Nimrud:  A City of Golden Treasures (Baghdad:  Al-Huriyah Print 
House, 2000). 
67 Dirk Wicke, “Die Goldschale der Iaba- Eine Levantinische Antiquitat,” Zeitschrift fur Assyriologie 100 
(2010): 109-41. 
68 Andres Trinidad Reyes, Archaic Cyprus: A Study of the Textual and Archaeological Evidence (Oxford:  
Clarendon Press, 1994). 
69 Vassos Karageorghis, Early Cyprus:  Crossroads of the Mediterranean (Los Angeles:  J. Paul Getty Museum, 
2002). 
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background on Cyprus.  Radner 201070 provided additional background information as 

well as a critique of scholarly ideas of Assyrian imperialism on Cyprus.  Similarly, Rupp 

1987,71 Rupp 1989,72 and Rupp 199873 provided an important critique of the often 

Hellenocentric approach to scholarship on Iron Age Cyprus.  Twenty-two of the surviving 

bowls, a significant portion of the corpus, are associated with find spots on Cyprus.   

Crete 

In addition to recent, well-illustrated documentation of Cretan sites (Sakellarakis 

201374 and Stampolidis 200475), Prent 2006,76 and Eaby 200777 and 201178 provided 

 
70 Karen Radner, “The Stele of Sargon II of Assyria at Kition:  A Focus for an Emerging Cypriot Identity?” in 
Interkulturalitat in der Alten Welt:  Vorderasien, Hellas, Agypten und di vilfaltigen Ebenen des Kontakts, eds. 
Robert Rollinger, Birgit Gufler, Martin Lang, and Irene Madreiter (Wiesbaden:  Harassowitz Verlag, 2010), 
429-50. 
71 David W.  Rupp, "Vive le Roi:  The Emergence of the State in Iron Age Cyprus," in Western Cyprus, 
connections:  an archaeological symposium held at Brock University, St. Catharines, Ontario, Canada, March 
21-22 1986, Studies in Mediterranean Archaeology 77, ed. David W. Rupp (Goteborg: Paul Åström,  1987), 
147-68. 
72 David W.  Rupp, “Puttin' on the Ritz: Manifestations of High Status in Iron Age Cyprus,” in Early Society 
in Cyprus, ed. E. J. Peltenburg (Edinburgh: Edinburgh University Press, 1989), 336-62. 
73 David W.  Rupp, “The Seven Kings of the Land of Ia', a District of Ia-ad-na-na: Achaeaen Bluebloods, 
Cypriot Parvenus or Both?” in Stephanos: Studies in Honor of Brunilde Sismondo Ridgway, eds. Kim J. 
Hartswick and Mary Carol Sturgeon (Philadelphia: The University Museum, 1998), 209-22. 
74 J. A. Sakellarakis and E. Sapouna-Sakellaraki, The Idaean Cave: Sanctuary and Oracle, 3 vols (Athens: 
Bibliotheke tes Archaiologikes Hetaireias, 2013). 
75 Nicholas Stampolidis, Eleutherna:  Polis, Acropolis, Necropolis (Athens: Museum of Cycladic Art, 2004). 
76 Mieke Prent, Cretan Sanctuaries and Cults:  Continuity and Change from Late Minoan IIIC to the Archaic 
Period (Leiden: Brill, 2006). 
77 Melissa Eaby, “Mortuary Variability in Early Iron Age Cretan Burials,” (PhD. diss., University of North 
Carolina, 2007). 
78 Melissa Eaby, “Regionalism in Early Iron Age Cretan Burials," in Prehistoric Crete:  Regional and 
Diachronic Studies on Mortuary Systems, ed. Joanne M. A. Murphy (Philadelphia, PA: INSTAP Academic 
Press, 2011), 165-202. 



 39 

valuable background information on Cretan society.  Rabinowitz 200979 provided 

particularly valuable context on drinking and commensality on Crete. 

Greece 

In addition to works on the various archaeological sites, the work of James Whitley, 

Alain Duplouy, Thomas Brisart and Athanasio Papalexandrou has been helpful in 

understanding and theorizing cultural conditions and developments that led to a 

divergent reception of the bowls in mainland Greece. Whitley 199180 provided 

background information on Greek society and linked changes in Greek material culture to 

societal evolution. Papalexandrou 200581 helped me to understand the culturally 

conditioned nature of visual experience, the power of visually impressive objects and 

images, and the importance of differing experiences of visuality, not only in different 

cultures, but in different strata within the same culture.  Brisart 2011 and Duplouy 2006 

and 2007 provide a nuanced view of elite status in Greece as competitive and negotiated.  

Brisart additionally argues for the production of Orientalizing objects (in Greece and 

Crete) as a strategic choice to create social distinction in response to the specific social 

and political milieu of each region rather than an automatic response to an exterior 

 
79 Adam Rabinowitz, “Drinkers, Hosts, or Fighters? Masculine Identities in Pre-Classical Crete,” in Cultural 
Practices and Material Culture in Archaic and Classical Crete, eds. Gunnar Seelentag and Oliver Pilz (Berlin: 
De Gruyter, 2014), 91-120. 
80 James Whitley, Style and Society in Dark Age Greece: The Changing Face of a Pre-literate Society, 1100-
700 BC (Cambridge:  Cambridge University Press, 1991). 
81 Nassos Papalexandro, The Visual Poetics of Power: Warriors, Youths, and Tripods in Early Greece (Lanham, 
MD:  Lexington Books, 2005). 
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stimulus.  Crielaard 2015 applies Appadurai’s idea of the life histories of objects to specific 

classes of luxury Near Eastern metal objects (cauldrons and basins) that circulated in the 

ancient Mediterranean during the Iron Age, many of which found their way to Greek 

sanctuaries. 

The Italian Peninsula 

For the Italian Peninsula, close study of the objects themselves provided the most 

compelling insights.  In addition, due to the early date of excavation of most of the 

objects, the work of later scholars in attempting to reconstruct the excavation data, 

particularly Curtis 191982 and Curtis 1925, 83as well as Canciani and Von Hase 197984 

were particularly valuable.  Torelli 200185  and Forsythe 200586provided useful historical, 

visual, and cultural background. 
 

 
82 C. Densmore Curtis, “The Bernardini Tomb,“ Memoirs of the American Academy in Rome 3 (1919): 9-90. 
83 C. Densmore Curtis, “The Barberini Tomb,” Memoirs of the American Academy in Rome 5 (1925): 9-52. 
84 Fulvio Canciani and Friedrich-Wilhem von Hase, Latium Vetus II:  La Tomba Bernardini di Palestrina 
(Roma:  Consiglio Nazionale de Richerche, 1979). 
85 Mario Torelli, ed.  The Etruscans (New York:  Rizzoli, 2001). 
86 Gary Forsythe, A Critical History of Early Rome, From Prehistory to the First Punic War (Berkeley:  
University of California Press, 2005). 
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Chapter 2:  Egypt, Assyria, and the Near East 

INTRODUCTION 

The bowls from find spots in Egypt and the Near East are central to this study.1  A 

number of the objects from Egypt, Assyria, the Levant, Iran, and Anatolia come from 

secure, dateable, and historically attributable contexts. These bowls strikingly resemble 

the examples known from Cyprus, Crete, Greece, and the Italian Peninsula in format, 

technique, and iconography, clearly associating them with the corpus as previously 

defined. Their provenance of secure, dateable locations and associations with named 

historical individuals provide temporal anchors for at least some of the corpus.  

Additionally, the association of these particular objects with named individuals and with 

accompanying objects of similar manufacture provides the only plausible evidence of a 

proximate locus of production for any of the bowls. 

Any context of deposition gives only a terminus ante quem for the objects found 

there, and since the bowls are not perishable unless melted down, we cannot know the 

dates of manufacture of the Greek, Cypriot, and Italian objects from their contexts of 

deposition:  we can only speculate based on the subjective attributes of style. The 

evidence provided by the superior provenience of the bowls from Egypt and the Near East 

confirms an association for at least some of the corpus with an earlier range of production 

 
1 As noted in the Introduction, I have excluded the bowls from the storage context at the Northwest 
Palace at Nimrud from primary consideration in this study. 
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times and associated historical / societal circumstances, anchors this tradition of artistic 

production in the elite centers of the Late Bronze Age, and demonstrates continuity of 

production into the Iron Age. 

These objects have their artistic genesis in the elite international koine of the Late 

Bronze Age, and, I will show below, are strongly associated with the drinking and pouring 

of wine and other beverages.  I suggest that there is a high probability that Levantine and 

Egyptian artisans interacting in the culturally mixed Nile Delta region during the Late 

Bronze Age evolved the specific shape, syntax and decorative schemes in response to and 

in conjunction with elite needs for objects with hybrid iconography for courtly and 

international diplomatic display in the context of the elite practice of wine consumption.   

I further argue that the continuity between the Late Bronze Age and early Iron Age 

examples of the formal features of these objects:  shape, materials, syntax / design 

scheme, iconography / motifs, and particularly execution / technique of manufacture 

indicate unbroken continuity of production in at least some locales, and particularly in 

Egypt.  Following the end of the Bronze Age, Egypt during the Third Intermediate Period 

(1070 to 653 B. C.) suffered far less political and economic disruption than many other 

locations, and production of high-quality metalwork continued in the workshops of the 

21st Dynasty kings at Tanis and the high priests of Amun at Thebes.2 

 
2 Hans Wolfgang Müller and Eberhard Thiem, The Royal Gold of Ancient Egypt (London: I.B. Tauris, 1999), 
199-200.  Surviving funerary vessels and jewelry commissioned by the kings and high priests are of high 
quality and show not only continuity of earlier traditions but also innovation in design and techniques.   In 
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Iron Age elites chose these particular objects, no doubt among others, as suitable 

to their desire to perpetuate and associate themselves with the memory of the powerful 

elite of the Late Bronze Age. The bowls’ portability, obvious glamour, and association with 

elite social and religious practices such as feasting and the consumption of wine seem 

likely motivations for their continued production and perpetuation as objects of elite 

display.  We must then consider a nuanced idea of evolution of styles and motifs, as bowls 

were exchanged, artisans traveled, and as the idea of the bowls traveled around the Near 

East and Eastern Mediterranean, beginning with Bronze Age heirlooms that may have 

remained in circulation, early Iron Age examples that adhered closely to Bronze Age 

models, and presumably later examples where the format and design have been adopted, 

but the motifs differ significantly either in content or in execution. 

The material evidence from Egypt, Assyria, and the Near East is exceptionally 

complete in comparison to other regions.  Objects survive from a number of unlooted 

elite and royal tombs and a securely contextualized hoard which may be attributed with 

a high degree of certainty to a sanctuary3 in addition to finds from the Levant (Ugarit and 

Megiddo), Anatolia and Iran. The majority of the objects are exceptionally elaborate and 

costly in both materials and workmanship.  Most are of silver or silver with gold 

 
addition, they note that “internal order in the land of Egypt was preserved.”  Refer also to Jack Ogden, 
“Gold in a Time of Bronze and Iron,” Journal of the Ancient Chronology Forum 4 (1990): 6-14. 
3 Scholars base this attribution on findspot, quality, and comparison with other sanctuary treasures.  The 
security of the findspot and high degree of certainty of identification as a temple treasury warrant the 
inclusion of these objects as primary evidence in this study. 
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decoration, and there are a few pure gold examples.  Many are inscribed, and several of 

the inscribed objects bear the name of an owner with specific historical or archaeological 

associations.  Some of the inscriptions on the Egyptian examples refer to possible contexts 

of use and include additional information about the owner. 

I begin with the bowls from Egypt, which come from the earliest secure contexts, 

and proceed to the east discussing examples from Ugarit, Israel, Assyria, Iran, and 

Anatolia.  I give a brief overview of each bowl’s context and iconography and discuss what 

we may infer about its use and context of deposition and how it fits into the corpus as a 

whole.   (Refer to Appendix: Catalog for details of context and in-depth description of 

formal qualities.) 

WINE AND ELITE STATUS NEGOTIATION IN EGYPT AND THE NEAR EAST 

Wine production and consumption have a long history in Egypt and the Near East.  

In Egypt, grape seeds have been found in contexts dating to the fourth millennium B. C. 

with wine production as early as the first and second dynasties (3150 – 2686 B. C.).  

Evidence from early dynastic tombs includes deposits of wine and tomb paintings 

depicting winemaking. By 3000 B. C. elite Egyptians drank wine in “substantial 

quantities,”4 and by the New Kingdom, the period of Bowl Eg1, wine production appears 

to have reached a high degree of sophistication with wines labeled by vineyard and 

 
4 T. G. H. James, “The Earliest History of Wine and Its Importance in Ancient Egypt,” in The Origins and 
Ancient History of Wine, eds. Patrick E. McGovern, Stuart J. Fleming and Solomon H. Katz (London: Gordon 
and Breach, 1995), 198-212. 
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vintner’s name.  Tomb paintings such as the one in Illustration 2.1 below frequently 

depicted all phases of the process of winemaking.5 The tomb of Tutankhamen, one 

generation following the deposition of Eg1, contained a wine deposit of 26 labeled jars, 

suggesting the importance of wine to the Egyptian elite.6 

 

Illustration 2.1:  Tomb of Nacht, West Wall 
Tempera on paper, ca. 1908-1914, after the 18th Dynasty original 
Courtesy of the Metropolitan Museum of Art, accession Number: 15.5.19e, l–m 

 

 
5 Leonard H. Lesko, “Egyptian Wine Production during the New Kingdom,” in Origins and Ancient History 
of Wine, eds. McGovern, Fleming and Katz, 215. 
6 Lesko, “Egyptian Wine Production,” 220. 
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In the Near East, written records show that wine was produced, transported and 

consumed on a large scale by the middle of the second millennium, 7 and that diplomatic 

interactions involved wine consumption. 8  In Assyria especially, wine played a significant 

part in elite self-definition and status negotiation: “the possession of wine, and the 

disbursement of wine, each came to be counted as telling elements in the expression of 

royal authority, not only in Assyria, but other adjacent and especially upland areas of the 

rest of the Near East.”9  The Nimrud wine lists, sixty cuneiform tablets and fragments 

dating to the eighth century B. C., give a small glimpse of the administrative record-

keeping devoted to the disbursement of wine rations.  The wine store rooms at Nimrud 

held thousands of gallons of wine, and as many as six thousand members of the royal 

household received wine in varying quantities based on rank and position, with the queen 

and her entourage first on the list.10    

Assyrian kings used the drinking bowl, “a recurrent attribute of gods and kings going 

back to at least a third millennium BC” and a “telling emblem of successful stewardship – 

 
7 Patrick E. McGovern, Introduction to Origins and Ancient History of Wine, eds. McGovern, Fleming and 
Katz, xiv. 
8 Marion A. Powell, “Wine and the Vine in Ancient Mesopotamia:  The Cuneiform Evidence,” in Origins 
and Ancient History of Wine, eds. McGovern, Fleming and Katz, 112.  Per circa 18 century BC records from 
Mari:   wine “also seems to be a standard component in diplomacy, because it turns up when the king is 
receiving foreign visitors or ambassadors, and the same custom is attested at contemporary Karana’a 
about 200 km north east of Mari.” 
9 David Stronach, “The Imagery of the Wine Bowl: Wine in Assyria in the Early First Millennium B.C.,” in 
Origins and Ancient History of Wine, eds. McGovern, Fleming and Katz, 177. 
10 Stronach, “Imagery of the Wine Bowl,” 177-78. 
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of prosperity and abundance” as a symbol of royal authority in their self-representation 

on reliefs.  The Black Obelisk depicts Shalmaneser III holding a drinking bowl which 

distinguishes him from the other rulers in the relief. 11 The drinking bowls depicted on the 

Banquet (or “Garden”) Relief of Assurbanipal (reigned 668-631 BC) resembles the 

majority of the bowls in this study, small, shallow, and able to fit in the palm of one’s 

hand.  With regard to Assyria, written evidence shows that “In the starkest terms, if you 

were possessed of wine at this time, you were not slow to flaunt it; and, if you normally 

lacked the same commodity, you could do a little more than deplore the high cost of its 

acquisition.”12 

 
Illustration 2.2:  The Banquet Scene  
1856,0909.53, AN237000001  
Courtesy of the British Museum 

Egyptian and Near Eastern elites served and consumed wine using sets of metal 

utensils. In addition to the bowls, these included metal ‘cauldrons’ set on stands for 

 
11 Stronach, “Imagery of the Wine Bowl,” 177-78. 
12 Stronach, “Imagery of the Wine Bowl,” 192. 
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serving, situlae (buckets), pitchers, and strainers.  Some scholars place the origin of metal 

wine sets in Egypt.  From there, the sets and associated practices traveled to the Levant, 

Assyria and the Near East, and then to Cyprus, Greece, and Italy. 13  An eighth century B. 

C. relief from the palace of Sargon II depicts attendants dipping wine from a cauldron 

using bucket-handled situlae.14   

EGYPT 

Eg1, Bowl of Hatiay 

 

 
 
Illustration 2.3: Eg1, Bowl of Hatiay 
Egyptian Museum, Cairo, JE 31383 
Photograph: Bissing 1901, p. 61; Lilyquist, “Treasures from Tell Basta,” fig. 45 

 

 
13 Peter Roger Stuart Moorey, Metal Wine-Sets in the Ancient Near East (Leiden: E. J. Brill, 1980), 186. 
14 Stronach, “Imagery of the Wine Bowl,” 180. 
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Eg1, found in the tomb of Hatiay in the Theban necropolis, is the earliest known 

securely contextualized bowl.15 Hatiay was a scribe (administrator) and Overseer of the 

Two Granaries of the Aten, in the Temple of the Aten at Memphis, a title which shows 

him to have been closely associated with the royal court and also dates the burial to the 

early reign of Akhenaten (1353-1336).16 It is therefore not completely out of the question 

that the bowl could have been a gift from Akhenaten himself.   

The 18th Dynasty and reign of Akhenaten, as recorded in the Amarna letters, saw 

the height of Late Bronze Age international diplomacy, with its associated exchanges of 

letters, gifts, and people, and associated deployment of objects in the deliberately hybrid 

koine idiom. The tomb of Tutankhamen, one generation later and the only unlooted 

Egyptian royal tomb of the period, contained a number of koine objects, 17  underlining 

their circulation in Egypt and value to the highest elites. 

Hatiay’s bronze bowl has an omphalos medallion, most likely representing the sun,18  

surrounded by two registers of figural decoration and a narrow outer register with an 

abstract frieze:  one wide register of four equally spaced bovines engaged in various 

 
15 Refer to Appendix: Catalog for further discussion of the bowl’s context.  It is likely that the Theban 
tomb was not Hatiay’s original intended resting place as there is a much larger and more elaborate tomb 
for a Hatiay at Saqqara. 
16 Stuart Tyson Smith, “Intact Theban Tombs and the New Kingdom Burial Assemblage,” Mitteilungen des 
Deutschen Archologischen Instituts Kairo 48, (1992): 227-29. 
17 Marian H. Feldman, Diplomacy by Design:  Luxury Arts and an “International Style” in the Ancient Near 
East, 1400 – 1200 BCE (Chicago: University of Chicago Press, 2006), 14. 
18 Specifically, “the sun disk Re emerging from the watery abyss of Nun as a symbol of rebirth.” Christine 
Lilyquist, “Treasures from Tell Basta: Goddesses, Officials, and Artists in an International Age,” 
Metropolitan Museum Journal 47 (2012): 61. 
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activities against a dense backdrop of papyrus flowers, a narrow middle register with 

scenes of animals divided by composite plants, and the frieze of abstract rosettes.  It 

incorporates koine elements without being canonical.  Composite plants occur at the half 

points in the middle register. The composition is somewhat vignetted (the four bovines 

surrounding the center do not relate to one another but seem to stand on their own) and 

the two outer registers fulfill the definition of extended narrow friezes, but in general the 

composition lacks the formality of, for example, two rampant goats flanking a palmette.  

The imagery on Hatiay’s bowl also relates strongly to the tradition of Egyptian tomb 

paintings, which I will discuss in greater depth below – the iconography and richness of 

the composition effectively express the fertility, abundance, and teeming life of the 

marshes, which are frequent themes in tomb decoration. Another key iconographic 

element is the omphalos medallion with radial lines surrounding it:  a likely representation 

of the sun 19 which is highly appropriate both to the period and to Hatiay’s position at the 

temple of the Aten.  

The format of the rosette medallion with multiple registers of decoration occurs on 

the majority of the surviving bowls, and clearly appealed to artisans and patrons, although 

we should not discount the obvious formal applicability of concentric circles as an 

organizing decorative scheme for round objects. Omphalos centers occur on Eg3, Eg4, 

Eg5, Cr16, and G11, but it is important to note that there are many fragmentary bowls 

 
19 Lilyquist, “Treasures from Tell Basta,” 61. 
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whose center condition cannot be known. Omphaloi occur in Egypt from the early 18th 

Dynasty, in Middle Bronze Age tombs from Byblos, and Late Bronze Age Syria and 

Palestine,20 and as such, could have originated as e a regional formal characteristic.   

Bowls with animal files or repeated animal motifs include Ca1, Cr4, Cr12, Cr13, Cr15, 

Cr17, Cy8 (?), Cy12, E2, E4, E12, E15, G8, Ir3, and Si1.  A number of bowls from later find 

contexts depict animals in a papyrus brake as a central figural medallion.  Eg2, Eg3, As1 

and Cy24 use tree height papyrus plants as a backdrop to scenes of action.  The motif of 

a lion attacking a bovine, associated with the koine, occurs on many surviving bowls.  

Some bowls depict the Egyptian goddess Hathor in the form of a cow, however it seems 

unlikely that the maker of Hatiay’s bowl intended a depiction of Hathor, not only because 

of the probable religious conflict for a devoté of the Aten, but also because of the 

rendering of the cows in multiples, in a file, being attacked by a lion, and without any 

jewelry or other special attributes.  

We have no way of knowing how influential Hatiay’s bowl could have been in itself, 

that is, how many people would have seen or wished to emulate it, especially if it was not 

a royal gift.  Further, it is impossible to tell from a temporal or patronage standpoint how 

Hatiay’s bowl fits in the development and dissemination of the bowls as expressions and 

agents of the koine, since for most bowls we do not know time or place of production, or 

the bowls’ life history prior to deposition.  In most cases we know only the context of final 

 
20 Lilyquist, “Treasures from Tell Basta,” 61. 
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deposition, and in some cases not even that.  We have a secure end date for Hatiay’s 

bowl, and thus can reasonably identify it as one of the earliest surviving examples, 

however, if we wish to compare the formal qualities or motifs on Hatiay’s bowl with bowls 

from other contexts which are not associated with specific patrons or timeframes, we are 

limited in not knowing how long those bowls remained in circulation prior to their 

deposition or how far they traveled.   

Hatiay, from an elite family, as indicated by his intended tomb at Saqqara, the 

richness of his remaining tomb furnishings, and as a scribe and administrator for the new 

religion, would likely have had both awareness of the royal styles, and the resources to 

commission a work that partook of that idiom.  If, however, the bowl was commissioned 

for private use, there would have been no need for it to fully conform to the koine.  If the 

bowl was intended as a funerary gift, or with the thought that it might end up in the 

owner’s tomb, the choice of imagery evoking the life-giving bounty of the Nile marshes is 

highly appropriate.  

The Tell Basta Treasure 

Illustration 2.4: Objects from the First Find at Tell Basta  
Courtesy of the Metropolitan Museum of Art 
http://www.metmuseum.org/art/collection/search/544698 
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Eg2, Eg3, Eg4, and Eg5 come from a group of precious metal objects originating at 

Tell Basta (ancient Bubastis) site of the temple of the feline goddess Bast, or Bastet.  The 

Tell Basta objects comprise to date, three hoards of items found at various times on or 

near the temple site. Excavation work at the site began in 1903 as the byproduct of 

railway construction. The first find (Illustration 2.4) occurred on September 22, 1906.  No 

archaeologists were present at the discovery, but the Director-General of the Egyptian 

Antiquities Service and the Chief Inspector for the Service in the Nile Delta documented 

the find shortly afterward.  From their description, it is likely that the find spot was near 

the temple complex and at approximately the same level. The find included precious 

metal bowls, jugs, situlae, bottles, flasks, jars, strainers, and one gold goblet.  The objects 

went on the art market, where major museums and prominent collectors acquired 

them.21 

The second find occurred on October 17, 1906, with the Chief Inspector for the 

Antiquities Service present and able to provide more extensive documentation.  Based on 

his information, the location was fairly near the first find, and probably at about the same 

stratigraphic level, in an area devoid of walls or rooms.  The ground beneath the objects 

showed traces of burning. Two fragments of pottery, a limestone block and a stone 

bearing an inscription were found nearby.  The find included precious metal bowls, jars, 

gold jewelry, silver jewelry and silver scrap.  All the objects went to the Egyptian Museum 

 
21 Lilyquist, “Treasures of Tell Basta,” 11-14. 
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in Cairo. 22  A third hoard was found in 1992, within the enclosure wall of the Temple of 

Bastet, ten feet below ground. It consisted of two travertine jars and a large pottery 

amphora filled with amulets, figurines, and jewelry of gold and semi-precious stones.23 

Scholars date the Tell Basta items, on stylistic grounds and on the basis of some of 

the known individual owners, to the Ramesside Period, Dynasties 19 and 20, circa 1295 – 

1070 B. C.,24 therefore between 50 and almost 300 years after the deposition of Eg1 and 

spanning the transition from the Late Bronze to Early Iron Ages.  All three finds come from 

reasonably secure to highly secure contexts. 25  Nearly all the metal vessels in the three 

hoards correspond to vessel shapes depicted in Egyptian tomb and temple paintings as 

used in wine service:  bowls, goblets, situlae, jugs, jars and strainers,26 strengthening the 

connection of the bowls with drinking sets and commensality. 

Based on comparison with other finds, scholars identify the Tell Basta vessels with 

a high degree of certainty as part of a temple treasury, most likely hidden during the 

political upheavals at the end of the Ramesside period. 27  The majority of the objects 

 
22 Lilyquist, “Treasures of Tell Basta,” 11-14.  Only the “most notable” objects were published at the time 
of acquisition. 
23 Lilyquist, “Treasures of Tell Basta,” 11-14. 
24 Lilyquist, “Treasures of Tell Basta,” 10. 
25 The first find went on the art market prior to its acquisition primarily by major museums and was 
probably subject to some contamination with objects from other periods while in the dealer’s possession, 
as there were some objects from later periods mixed in with the otherwise highly consistent Ramesside 
objects. Lilyquist, “Treasures of Tell Basta,” 20. 
26 Lilyquist, “Treasures of Tell Basta,” 20. 
27 Lilyquist, “Treasures of Tell Basta,” 17 and n. 32. 
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from the first and second finds are currently divided between the Metropolitan Museum 

of Art in New York, the Egyptian Museum in Cairo, and the Ägyptisches Museum in Berlin.   

The imagery on many of the objects is notable for its hybridity, combining Near 

Eastern and Aegean iconography (griffin and wild animal combats, and composite plants) 

with subject matter relating to Egyptian tomb paintings, and with some non-Egyptian 

deities. 28  The Tell Basta bowls are all of silver or gold, with a high level of workmanship, 

high to very high complexity, and mostly high compositional rigor.  Four of the five have 

omphalos medallions.   

Eg2 

Illustration 2.5:  Eg2, Repoussé Bowl 
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.20) 
Lilyquist, “Treasures from Tell Basta,” fig. 43 

 
28 Lilyquist, “Treasures of Tell Basta,” 23-24.  Pitchers A and B, two silver jugs with gold animal-shaped 
handles and gold trim, inscribed for Atumemtaneb, depict the official worshipping a goddess whom 
Lilyquist identifies as Canaanite on the basis of her attributes.   
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Eg2 combines subjects comparable to Egyptian tomb paintings with composite 

plants and koine-appropriate animal combats:  two registers of marsh scenes, one of 

farming and winemaking, and the fourth with composite plants and animal combat 

interspersed with scenes of the desert and more agriculture. The depictions include 

figural narrative with clear story lines of fishing, boating, trapping birds, and tending 

plants and animals.  The central medallion, which may depict the sun, or a lotus flower 

symbolizing the sun, recalls the central medallion on British Museum ME 

N59AN33167001, one of the bowls from Nimrud.   

The image from Theban Tomb 52 below exemplifies the use of marsh and 

agricultural scenes to evoke prosperity and abundance. 

Illustration 2.6:  Tomb of Nacht, East Wall,  
Tempera on paper, ca. 1908-1910, original ca. 1410–1370 B.C. 
Courtesy of the Metropolitan Museum of Art, accession number 15.5.19b 
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Lilyquist interprets the central medallion as an open lotus, like the sun, 

symbolizing regeneration. 29  The medallion, whether sun or lotus symbolizing sun, adds 

a cosmological depth to the imagery:  the sun or sun-symbol, in Egypt a divinity, at the 

physical, and implied cosmic center of everything, surrounded by the life-giving water of 

the marshes, with plants, animals and humans, fulfilling their appointed roles. An 

Egyptian viewer would have found additional meaning in the marsh scenes, as Egyptian 

mythology placed the origin of life in the primeval marshes:  marsh scenes appear on 

objects from temple and tomb contexts throughout Egyptian history, and had a particular 

resonance for funerary dedications, since marshes “symbolize the verdant life that brings 

sustenance to the owner of the vessel.”30  The marshes, in addition to being a place of 

physical abundance, were also “a liminal realm between humans and the greater gods,”31 

which will be illustrated on some of the other bowls with convincing Egyptian ties. I 

suggest that the general theme of abundance and prosperity would have been intelligible 

to any contemporary viewer.   

The exterior decoration of Eg2 privileges the exterior view over the interior.  The 

placement of the decoration on the exterior and on the bottom suggests that that the 

bowl was intended to be seen primarily from the outside, and even from below, for 

example at ceremonies, rather than from the interior in the more intimate circumstances 

 
29 Lilyquist, “Treasures from Tell Basta,” Appendix 4, 61. 
30 Lilyquist, “Treasures from Tell Basta,”24. 
31 Lilyquist, after Maya Müller, “Treasures from Tell Basta,” 25. 
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of a drinking party or ritual feast. The small size suggests that the specifics of the 

decoration would be distinguishable only from quite close quarters.  From a distance, 

however, it would still be an impressive sight.  The inscription on Eg3 references the “open 

court” of an Egyptian temple.  In such a setting, with the sun reflecting off the shiny silver 

and the textured surfaces created by the decoration and the curved shape, the bowl 

would have had a compelling presence even to viewers at a distance.  Those close enough 

to distinguish the decoration, to read the images, interpret the meaning, or even to hold 

the bowl and feel the repousse decorations, would have had an even richer sensory, 

intellectual, and emotional experience.  Lilyquist dates Eg2 to the reign of Ramesses II, 

noting its hybridity, including the use of “late second millennium B. C. features” and “Near 

Eastern designs” and suggesting that that the artist worked “with a Levantine 

sensibility,”32 or, as I propose, with awareness of and the intention to reference the LBA 

international koine.   

The multiculturalism of Egyptian society from the 18th Dynasty onward reinforces 

the futility of attempting to associate ethnicity with style:  the names of the owners of 

the Tell Basta bowls show that they may have been immigrants or the descendants of 

immigrants, while their titles and positions show that immigrants could rise to some of 

the highest positions in Egyptian society, as trusted officials of the king.33 

 
32 Lilyquist, “Treasures from Tell Basta,” 38. 
33 For non-Egyptian names of bowl owners, Lilyquist, “Treasures from Tell Basta,” 34. 
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Eg3 

 
Illustration 2.7:  Eg3, Bowl of Ameneminet, photo 
Egyptian Museum, Cairo, JE 39884.10, SR 1/7789 
Lilyquist, “Treasures from Tell Basta,” cat. 8, fig. 42a 

Eg3, the ‘Bowl of Ameneminet’ similarly combines an outer register of densely 

composed marsh imagery conflated with agricultural abundance (papyrus, boating, fish-

pond, fowling, wine-making, the goddess Hathor, and Renutet- the cobra goddess of the 

harvest) with an inner register straight out of the koine:  animal combats, animals flanking 

composite plants, Mycenean flying gallop, and  a vignetted composition.  This bowl is also 

particularly noteworthy as it bears two lengthy inscriptions which a) indicate its funerary 

nature, b) specifically reference drinking, and c) name Ameneminet, a historical 

individual: 
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Reading right to left:  
Long live your spirit, and your countenance, with life and prosperity!  May you 
see Him who presides in Hesret, you being kept safe with [or in] a good 
lifespan...joy; for the spirit of the Royal Scribe Amenemone [Ameneminet], 
justified… 
 
Reading left to right:  
Long live your spirit, and your countenance, may you be drunk every day, (and) 
may you see the Lords of Thebes; for the spirit of the unique(ly) excellent one, 
beneficial for his lord, the Royal Scribe of Correspondence of the Lord of the Two 
Lands, Amenemone, justified… 34 

Ameneminet’s bowl is thus one of three currently known (the other two are As1 

– Bowl of Yaba, and Eg6 – Bowl of General Wen-djebau-en-djed) for which we not only 

have a named owner (via the inscription), but also know something about that owner’s 

circumstances.  Scholars associate Ameneminet with a large tomb at Saqqara, inscribed 

and decorated with reliefs and with an inscribed statue. (Illustrations 2.7 and 2.8)  His 

titles included “attendant,” “follower of the king in foreign lands,” “royal envoy abroad,” 

“royal herald,” “scribe of correspondence of the king,” “treasury chief,” “chief of works,” 

and “high steward of the king” at the Theban funerary temple of Ramesses II, and “royal 

fanbearer.”  In his tomb inscriptions, he further stated that he was “sent in commissions 

in every land,” “[one] whom the king made (to) follow his way…, useful to his lord, who 

makes his speeches…, mouth of the king…, [and] royal messenger bearing the breath of 

life, [one] who enters into the king at any time.”  In addition, the inscriptions mention his 

wife, Meritptah (“beloved of Ptah”), a chantress of Bastet.  One of the tomb reliefs shows 

 
34 Kenneth A. Kitchen to Christine Lilyquist, November 16, 2009, as referenced in Lilyquist, “Treasures 
from Tell Basta,” 24, n. 96. 
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Ameneminet holding a fan in front of the gods Thoth and Anubis, and Meritptah holding 

a large sistrum with the head of the goddess Hathor and with flowers, with an inscription 

naming Meritptah as chantress of Bastet and “Lady of Thebes.” 35 The first find from Tell 

Basta includes an engraved silver bottle with scenes of Meritptah shaking a sistrum in 

front of the seated goddess, and inscribed “Bastet, Lady of Dendera” and “An offering 

that the king gives to Bast, that she may give life, prosperity, and health to Meritptah” 36 

(Illustration 2.9).  With regard to the Tell Basta finds, the presence of objects that can be 

traced to a common source (Ameneminet and Meritptah) in each of the first two finds 

validates that the finds are, indeed, related and came from the same location. 

 

 
 
 
 
 
 
 
 
 
 
 
 

 
35 Lilyquist, “Treasures from Tell Basta,” 34. 
36 Lilyquist, “Treasures from Tell Basta,” 32. 
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Illustration 2.8: Tomb relief of Ameneminet at Saqqara, Egypt, mid-13th century B.C. 
Photograph: Said Gohary, in Lilyquist, “Treasures from Tell Basta,” fig. 50 
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Illustration 2.9:  Statue of Ameneminet, mid-13th century B.C., limestone  
State Hermitage Museum, Saint Petersburg, 738 
Photograph: André Bolshakov, in Lilyquist, “Treasures of Tell Basta,” fig. 51 
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Illustration 2.10:  Silver bottle inscribed for Meritptah, spouse of Ameneminet 
Details:  Meritptah shaking a sistrum for Bastet.   
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.19). 
Photographs: overall, Karin L. Willis, Photograph Studio, MMA; details: William Barrette, 
in Lilyquist, “Treasures from Tell Basta,” cat. 31, fig. 48 
 

Scholars date Ameneminet’s tomb to somewhere between 1279 and 1150 B. C. – 

the reign of Ramesses II or Merenptah. 37  The dedicatory hieroglyphs on both the bottle  

 
37 Lilyquist, “Treasures from Tell Basta,” 39. 
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and the bowl are integral to the design, indicating that each object was commissioned by 

or for the named owner. This gives a narrow range for the dates of each object.  It is 

interesting to speculate whether Ameneminet himself commissioned the bowl with a 

funerary inscription during his lifetime for dedication as a memorial in the Temple of 

Bastet.  One might also ask whether the bowl was originally dedicated in the Temple of 

Bastet, or whether it made its way there later, however, Meritptah’s role as a chantress 

of Bastet makes it likely that the couple would have dedicated objects in the temple, or 

that she herself commissioned and offered the bowl in memory of her husband.   

As noted above Ameneminet’s bowl includes imagery and compositional elements 

suitable to the international koine but does not fully conform to the vignetted 

compositional format which Feldman associates with koine works.38 Rather, it presents a 

deliberate contrast between the through-composed outer register and the vignetted 

second register.  I have postulated continuity of the bowls’ production in Egypt, along 

with a continued awareness of the stylistic elements and prestige of the LBA international 

koine.  While Ameneminet’s bowl partakes of elements of the koine, it also draws deeply 

from the tradition of Egyptian tomb and temple imagery.  The process of hybridization 

and cultural evolution is ongoing:  just as the international koine was a deliberate 

hybridization of Egyptian and Near Eastern styles, so Ameneminet’s bowl may be a new 

middle ground between the prestigious LBA koine and Egyptian elite traditions.  As a royal 

 
38 Marian Feldman, “Luxurious Forms: Redefining a Mediterranean ‘International Style,’ 1400-1200 
B.C.E.,” The Art Bulletin 84, no. 1 (March 2002): 21. 



 66 

scribe, and member of the elite (based on his tomb, his titles, his bowl, and other costly 

objects) Ameneminet, circulating among the elite of the court, would have had awareness 

of the koine’s remembered prestige, and been well situated to commission a work that 

deliberately referenced the koine while also celebrating the time-honored iconographic 

traditions of the Egyptian elite 

Eg2 and Eg3, although different in shape, and condition of wear, have sufficient 

similarity in the execution of certain elements such as papyrus stalks and birdcage to 

make it possible that they are by the same hand or workshop. 

Eg4 

Illustration 2.11:  Eg4, Bowl of Amy, Chantress of Neith, top and side views 
Egyptian Museum, Cairo, JE 38709 and 39869, CG 53263, SR 1/6619 
Photograph:  Edgar 1907b, pl. 48, after Lilyquist, “Treasures from Tell Basta,” cat. 1,  
fig. 44 

Eg4, known as the “Bowl of Amy” for its inscription to “the singer of Neith, Amy” is 

another example with one register of imagery suitable to an Egyptian tomb and one of 
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canonical koine decoration.  Like the other Tell Basta bowls it is a costly object:   silver 

with gold accents, a gold omphalos center, and an omega shaped handle mounted with 

gold spheres.  The inner register depicts bejeweled swimming females, the attendants of 

Hathor in a marsh setting that includes a standing cow (most likely Hathor herself), 

boating, birds, and papyrus,39  while the outer register depicts a vignetted composition of 

formally arranged sphinxes and rampant herbivores flanking composite plants, infilled 

with animals in a flying gallop. 

Like the bowl of Ameneminet, Amy’s bowl incorporates a hieroglyphic inscription.  

The inscription, which runs around and fills the space on the exterior of the bowl, just 

under the rim, specifically references wine consumption and drunkenness.      

(For) your spirit and your (f.) countenance!  One uses up (?) the years, abiding, 
spending the days(?). May your (f.) lifespan be doubled in health and life, may 
your (f.) step be extended as the morning comes(?), may there arise for you (f.) 
favour and wealth, in provision and food, may you be drunk with wine and 
pomegranate brew in the open court of Neith, O lady of the house, Chantress of 
Neith, ‘Amy (or šm’yt), justified!40 

It is unclear whether the inscription was part of the original design or added at the 

time of dedication in Amy’s memory, however, the inscription, and possibly the entire 

bowl must be a personal commission, by Amy herself or by those who mourned her.  Flat, 

shallow, and, at 6 inches in diameter, small enough fit into the palm of a hand, it is suited 

 
39 Lilyquist, “Treasures from Tell Basta,” 30. 
40 Kenneth A. Kitchen, Ramesside Inscriptions: Translated and Annotated, ser. A: Translations, vol. 4, 
Merenptah & the Late Nineteenth Dynasty (Oxford: Wiley-Blackwell, 2003), 271, as referenced in Lilyquist, 
“Treasures from Tell Basta,” 30. 
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for drinking and libation pouring.  The inscription specifically links the patron with alcohol 

consumption in a ritual setting, confirming the association between the shape and use in 

ritual feasting and commensality. 41  

Whether inscribed during Amy’s lifetime or commissioned after her death, the 

bowl, by its ultimate donation to a temple and presumed continued use in temple 

ceremonies, would have commemorated the named owner to any users who could 

interpret the inscription.  For those unable to read, the inscription could have stimulated 

questions or conversation leading to the telling of Amy’s story, or to its being read out 

loud.   In any case, the bowl’s physical presence and inscribed ownership would have 

functioned as a mnemonic stimulating storytelling about the circumstances of acquisition 

and the person who gave it. 

 
41 Athanasio Papalexandrou has suggested that the inscription reads like a magical incantation, activated 
by use of the object.  Personal communication to the author, August 8, 2019.   
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Eg5 

 

Illustration 2.12:  Eg5, Swimmers’ Bowl, Rim and Base 
Egyptian Museum, Cairo, JE 39884.2, SR 1/6698 
Photographs:  Ahmed Amin, in Lilyquist, “Treasures from Tell Basta,” cat. 3, figs. 22, 47 
 

The ‘Swimmers Bowl,’ so called due to its iconography, with a flat base, straight 

sides, omphalos center, gold rim and gold omega handle with gold sphere decoration, 

strongly resembles the Bowl of Amy.  Amy’s bowl is slightly more complex in form with 

the banding between the registers and the way the base steps up from the center to the 

outer register, however Eg5 is badly damaged and is missing an entire 3 cm. (1¼”) wide 

ring of material that could have contained an additional register of decoration or even an 

inscription.   

The primary difference between the two is the iconography.  Amy’s bowl has one 

register of Egyptian marsh scenes and one of koine iconography, while Eg5 has two 

registers of marsh scenes:  an inner one of frolicking herbivores (in a flying gallop) with 

humans and a papyrus backdrop and an outer scene with the nfrwt, or attendants of 
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Hathor, swimming with birds and fish.  The variability in iconography and compositional 

schemes shows the flexibility of patrons and artists and the use of style as tool for 

expression rather than the inevitable result of ethnicity. 

Although the worn condition of Eg5 and lack of recent images of Eg4 make 

comparison difficult, there appears to be sufficient similarity between the depiction of 

the swimmers and papyrus flowers on the two objects, and the omega handles and gold 

sphere details to make production in the same milieu or workshop likely.  Given the 

number of surviving dedications from Tell Basta and the stylistic similarities between 

them, it seems likely that the majority were produced specifically for the temple in a 

nearby locus of production with a focus on temple dedications.  
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Eg6 

Illustration 2.13:  Eg6, Bowl of General Wen-djebau-en-djed, photo 
Egyptian Museum, Cairo, JE 87742 
Photograph: ©DeA Picture Library / Art Resource, New York, in Lilyquist, “Treasures 
from Tell Basta,” fig. 46 
 

Eg6, inscribed for General Wen-djebau-en-djed, is a rare instance of a bowl from a 

completely secure context of deposition, which can be shown to have been produced for 

a named historical individual, and therefore with a concomitant secure date of 

production.  The bowl was found in the unlooted tomb of General Wen-djebau-en-djed 

in the royal necropolis at Tanis, the capital of Egypt during the Third Intermediate period 

(circa 1070 – 664 B. C.).  The inscriptions date the bowl and the burial to the reign of 
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Psusennes I (1040 – 992 B. C.).  The tomb contained the mummy and numerous rich grave 

goods, many of them precious metal objects inscribed to the general from the Pharaoh 

and his queen.  Scholars attribute the bowl and the majority of the precious metal 

decorations to the royal workshops,42 showing the continuity of fine metalworking in 

Egypt after 1200 B. C. 

The general’s bowl is of very fine workmanship, with a cloisonné rosette medallion 

and gold foil insert in a body of silver.  The single register of figural decoration, like the 

inner register on the Bowl of Amy and the outer register of the Swimmer’s bowl, depicts 

the attendants of Hathor swimming with tilapia fish, birds, and aquatic plants.  The 

otherwise plain outer register contains a lengthy hieroglyphic inscription  

The placement of Wen-djebau-en-djed’s tomb near the king’s in the royal tomb 

complex and the wealth and workmanship and multiple personal inscriptions of the grave 

goods clearly indicate Wen-djebau-en-djed’s high position and close relationship to the 

king:  the bowl, with the other inscribed objects, serves as an eternal memorial of the 

king’s regard for his general.   The presence of the bowl in such a high-status burial 

indicates the continuing prestige of these objects in Iron Age Egypt.   

In the tombs of Wen-djebau-en-ded and his king, and in the Tanite royal necropolis 

in general,  there is a clear pattern of Iron Age appropriation of Late Bronze Age elite 

status items, with the Tanite pharaohs not only commissioning objects similar to those 

 
42 Müller and Thiem, Royal Gold, 216-18.  The burial also contained a few heirloom items of Ramesside 
date. 



 73 

made for the powerful elite of the Late Bronze Age, such as gold funerary masks, engraved 

and repoussé bowls, and jewelry, but also appropriating the actual possessions of their 

precursors:  architectural spolia, sarcophagi, and a heart scarab, a most personal item of 

sacred jewelry:  Pharaohs patronizing the tomb robbers of their predecessors in order to 

acquire prestigious objects.  As I discuss in the catalog, the Tanite kings ruled over a 

greatly reduced territory – they were the rulers of Lower Egypt only, with the high priests 

of Amun wielding royal power in Thebes.  Thus, like many Iron Age elites in what seemed 

like reduced circumstances compared to the memory of the LBA, they may have been 

particularly anxious to associate themselves with the remembered power of the past 

through both patronage and appropriation.  In Egypt especially, and to a lesser extent 

elsewhere, the monumental buildings and monuments of the Bronze Age would have 

been a continuous reminder of the power of the Bronze Age elites.  Having access to 

specific Late Bronze Age objects, and the ability to commission costly objects in the same 

tradition must have been a powerful tool not only for self-legitimation, but also for 

legitimation in the eyes of their subjects and peers.     

UGARIT 

Ugarit was a small, wealthy polity on the northern Levantine coast, opposite Cyprus 

at the site of Ras Shamra in modern Syria.  The city owed its wealth to its position at the 

intersection of Mediterranean shipping and land trading routes into the Near East, and 
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flourished from circa 1600 B. C. until its destruction and abandonment in 1180 B. C.43  

Ugarit proper was located inland, with a port at the nearby site of Minet-el-Beidha, about 

half a mile away.  The place name is attested in the Amarna letters, and the architectural 

remains show traces of Aegean and Egyptian as well as local traditions.  Archaeological 

investigations have yielded numerous precious artifacts from Egypt and the Near East, in 

alabaster, ivory, and gold, including a wedding scarab of Amenhotep III (father of 

Akhenaten) and Queen Tiye, as well as cuneiform tablets in Ugaritic, Akkadian, Hittite, 

Egyptian, Hurrian, and Cypro-Minoan.44   

Excavations began in 1929 and continue to the present.  Bowls Ug1 and Ug2 were 

both found on the acropolis, approximately 48 cm (nineteen inches) below the surface of 

the soil, to the southwest of the Temple of Ba’al.45  The excavator believed this was a 

secondary context of burial prior to the city’s destruction, 46 and believed the objects in 

the deposit to have been part of the sanctuary treasure of the temple and to have been 

used in ritual observations.47  I therefore include these bowls in the category of sanctuary 

depositions. 

 
43 Feldman, “Luxurious Forms,” 8. 
44 Jean-Claude Margueron, “Ugarit, Gateway to the Mediterranean,” in Beyond Babylon:  Art, Trade and 
Diplomacy in the Second Millennium B. C., eds. Joan Aruz, Kim Benzel and Jean M. Evans (New York: The 
Metropolitan Museum of Art, 2008), 236-38. 
45 Sophie Cluzan, “147: Patera with Chariot Hunt,” in Beyond Babylon, eds. Aruz, Benzel and Evans, 243. 
46 Feldman, “Luxurious Forms,” 8.  
47 Claude A. Schaeffer, “Les Fouilles de Ras Shamra: Cinquieme Campagne,” Syria 15 (1934): 130. 
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Ug1 

Illustration 2.14:  Ug1, Gold Bowl from the Acropolis at Ugarit 
National Museum, Aleppo, Syria, M10129 
Aruz, Benzel and Evans, eds., Beyond Babylon cat. 146  
 

Ug1 is one of the most visually dazzling of the surviving bowls:  it is solid gold over a 

bitumen core with an intricate and complex design.  The object dates to the Late Bronze 

Age, prior to the destruction of the city in 1180 B. C.  The iconography is canonical for the 

koine,48 including extended narrow friezes, sphinxes and griffins, herbivores formally 

arranged flanking composite plants, Mycenean flying gallop, and a lion combat.  The 

workmanship, however, is not of the finest quality.  Although the repoussé work displays 

considerable technical virtuosity, the drawing and execution of the design is not as precise 

 
48 Feldman includes this work in her list of koine objects.  Feldman, “Luxurious Forms,” 18. 
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as some other bowls:  for example, the palmettes in register one and two that miss their 

radial alignment.  Furthermore, the extensive use of adjacent elements with echoing 

angles and the many curved elements give the scene a through-composed visuality 

despite the apparent intention to divide the subject matter into scenes in the vignetted 

fashion of the koine.  I suggest that this is a second wave object, commissioned in 

emulation of the koine objects disseminated from royal workshops in the great centers, 

but by a patron without access to the finest artisans.   

Ug2 

Illustration 2.15:  Ug 2, Gold Bowl from the Acropolis at Ugarit 
Paris, Musée du Louvre, Département des Antiquités Orientales, A017208  
Aruz, Benzel and Evans, eds., Beyond Babylon cat. 147  



 77 

Ug2, with a lively hunt scene in the outer register, is strongly narrative in content.  

Koine features include the use of the flying gallop and the hybridity of the imagery:  the 

hunter’s beard and hairstyle are Near Eastern, the bow is a Mesopotamian design, and 

the chariot a Syro-Anatolian type, while the flying gallop posture of many of the animals, 

as noted above, derives from Minoan and Mycenean art. 49  The shape is reminiscent of 

the Bowl of Amy and the Swimmers’ Bowl (Eg4 and Eg5).  Ug2 is much more surely 

executed than Ug1.  The depiction of the animals is fluid and naturalistic except for the 

flying gallop posture, and the use of space, suggestion of movement, and the chaos of the 

chase give the outer register a lively, exuberant feeling.  There is no apparent formal 

structural relationship between the imagery in the inner and outer registers.  All the 

animals except the dog are depicted with visibly defined male genitalia. 

The hunt scene in the outer register is reminiscent of the scenes on Cy22 (partially 

filling the register, the animals at flying gallop, and the exuberant use of space) and G7 (a 

hunt scene with chariots, lions, and a sphinx), both of which have similar scale with 

relationship to the bowl, but both of which are executed on bowls which are very different 

in shape.  Files of animals or birds such as the one in the inner register are very common 

on surviving bowls, including Ca1, Cr4, Cr12, Cr13, E2, E3, E12, E15, G5, and G8.   

Cluzan has suggested that the bovines could represent the local deities of Ugarit in 

bovine form,50 however I suggest that royal or elite patrons would avoid depicting 

 
49 Cluzan, “147,” 243. 
50 Cluzan, “147,” 243. 
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themselves in conflict with deities.  Most bowl imagery depicts elites justifying or 

celebrating their roles by ordering the natural world in tacit cooperation with the divine.  

In addition, the findspot at Ugarit is no indication that the bowl originated there:  It could 

easily have come from farther east or farther west.  The excavator compares the shape 

to Egyptian bowls of the New Kingdom, 51  and the straight sides are reminiscent of the 

Bowl of Amy, although without the curved transition from top to bottom.  He associates 

both Ug1 and Ug2 with the first level of Ras Shamra and dates them to the late 14th 

century.52 If this is the case, they would be contemporary with the bowl of Hatiay.  The 

findspot minimally indicates a terminus ante quem of circa 1180, the date of destruction 

of the city, making both objects Bronze Age artifacts.  Ug2, while not partaking fully in the 

hybrid imagery of the intercultural koine, displays a hybrid sensibility characteristic of 

elite culture of the time.  

With regard to interpretation, there is a strong contrast between the peacefully 

walking, domestic goats in the inner register and the wild excitement of the hunt scene 

in the outer.  Chariot hunting, and hunting in general, is a frequently depicted activity of 

elite males, although lions and other dangerous animals are more typical prey.  The two 

scenes may be juxtaposed to contrast uncontrolled nature with domestic prosperity and 

celebrate the presumed role of the elite in creating prosperity.  On the other hand, the 

vitality, strength, and movement, particularly in combination with the noticeably male 

 
51 Schaeffer, “Les Fouilles,” 128.   
52 Schaeffer, “Les Fouilles,” 130. 
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attributes of the animals in the outer register could be a general celebration of strength 

and fertility.  I also suggest that the inherent tension in the unresolved narrative in the 

outer scene could have been a source of humor.  Elite viewers gathered to view or use 

this object, most likely for drinking, at a ritual or social occasion, would likely have been 

visually drawn to the human figure as the start of the imagery.  Tracing the story around 

the circle, they would see each of the animals in turn, and note at the very end the bull 

charging the chariot.  The surprise, the unresolved question, and the possibility of nature 

turning the tables on one of their own might well have occasioned a sense of incongruity, 

and possible storytelling or conversation discussing the probable outcome. 
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ISRAEL 

Is1 

 

 
Illustration 2.16:  Is1, Bronze Bowl from Megiddo 
The Oriental Institute, University of Chicago, A 17208 
Left: line drawing, in Lamon and Shipton, Megiddo 1, pl. 115, no. 12 
Right: photograph, in Markoe, Phoenician Bronze and Silver Bowls, 338 
 

Is1 is the only known instance of a bowl coming from a probable domestic context. 

Excavators discovered the bowl in Megiddo, in the ruins of a large structure which they 

believed to be the residence of a local military official.53  The remaining portion depicts a 

religious procession / offering scene, which also occurs on Eg3, Cy2, Cy6, Cy13, Cr1, Cr11, 

G3, G13, and E2.  The remnants of this version include an offering table with a lotiform 

 
53 Robert S. Lamon and Geoffrey M. Shipton, Megiddo 1. Season of 1925-34: Strata I-V, Oriental Institute 
Publications 42 (Chicago: Chicago University Press, 1939), 58-59 for discussion of function of building 338, 
141 for listing and location in Register of Finds (object M791), and pl. 115, no. 12. 
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base, a procession of worshippers including a musician, a priest with a staff, and a Horus 

hawk seated on a papyrus flower. 

Given Megiddo’s location on a primary route connecting Egypt and Assyria, Israel 

and the wealthy cities of the Levant to the north, it is easy to imagine a number of 

plausible scenarios for the bowl’s arrival there, particularly if the deposition context was 

the residence of a member of a local elite or a military commander stationed onsite to 

police the trade route.  Such a person could have acquired the bowl through inheritance, 

marriage, or as a gift.  If the court of Solomon in Jerusalem flourished in the 10th century 

and was the source of political and military power in Megiddo, court customs, presumably 

partaking in regional elite practices, could have exemplified use of the bowl.  If not 

Jerusalem, Egypt, Tyre, and Sidon were all close at hand, either through physical proximity 

or via the trade route.  We will see in the discussion of As1 that polities in the Levant / 

Canaan / Israel had diplomatic relations, including marriage, with the rulers of Egypt and 

Assyria, indicating cultural and political interaction, and the Bible recounts the marriage 

of the Sidonian princess Jezebel to Ahab, king of Israel.  Further, since elite practices of 

wine consumption in social and ritual settings were a regional phenomenon, it is 

reasonable to presume that elites of Israel and / or Judah shared in these practices.  In 

the Megiddo bowl, we see physical traces of the practices that provided a framework 

which facilitated regional, pan-regional and intercultural elite interaction in the early Iron 

Age.  The next object, As1, provides an even more specific example of such interactions.   
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ASSYRIA 

As1 – The Bowl of Yaba 

 

Illustration 2.17:  As1, Bowl of Yaba from Nimrud, Queen’s Tomb II 
Baghdad, Iraq Museum, IM105967 
Left: photo, courtesy of Georgina Hermann, in Feldman, Communities of Style, pl. 9 
Right: line drawing, in Wicke, “Die Goldschale der Iabâ,” Abb. 2: Vgl. Abb. 1 

 
As1 is pivotal to this study, not only for its costly materials and fine workmanship, 

but also for the quality of the available evidence, the way in which it exemplifies the 

extended biography of the bowls and their role in elite society and status definition, and 

strong correspondences with specific bowls from other regions, which I will discuss at 

length in Chapter 6.  Like the bowl of General Wen-djebau-en-djed (Eg6, Reign of 

Psusennes I, circa 1040 – 992 B. C.), As1 comes from an intact, unlooted royal tomb 

context (the so-called Queens’ Tombs at Nimrud) and is inscribed with an owner’s name.  

Based on inscriptions in the physical fabric of the tomb and the presence of other objects 

inscribed with the same name, it is overwhelmingly likely that one of the occupants of the 
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tomb was the owner whose name is on the bowl.  In addition, Yaba, the owner, can be 

historically situated and securely identified as the consort of Tiglath-Pilesar III, and 

therefore a member of the Assyrian royal family.    

The intact tomb contained the bodies of two queens and grave goods of staggering 

wealth:  over one hundred and fifty objects including fifteen gold metal vessels, jewelry 

including 2 gold anklets weighing approximately 2 pounds each, and a Bronze Age 

carnelian bead inscribed with the name Kurigalzu, king of Babylon.54  Several of the 

objects were inscribed for their owners (Yaba, Banitu, queen of Shalmaneser V, and Atalia, 

queen of Sargon (II) while the tomb itself carried an inscribed tablet naming Yaba and 

cursing anyone who disturbed her burial.   

Illustration 2.18:  Other inscribed bowls from the Queens’ Tombs at Nimrud 
Top left:  Atalia; Top right:  Yaba; Bottom left:  Banitu; Bottom right:  Bowl from Tomb III 
Curtis, New Light on Nimrud, plate iv (a) 

 
54 Joan Oates and David Oates, Nimrud: An Assyrian Imperial City Revealed (London: The British School of 
Archaeology in Iraq, 2001), 82-83.  Refer to Appendix: Catalog for a more detailed description of the tomb 
and contents. 
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Illustration 2.19:  Gold Jewelry from Tomb II 
Curtis, New Light on Nimrud, plates Ia and Ib  

Yaba’s bowl is a complex work of art, executed in solid gold.  The entire theme is 

Nilotic, with a radially spiraling composition of fish, crocodile, swimming horse, and one 

of the nfrwt among aquatic plants in the inner register, while the outer register is a strictly 

composed scene of four reed boats against a backdrop of evenly spaced papyrus plants.  

The execution is of the very finest quality, while the successful juxtaposition of the radial 
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central motif with the rigorous quadripartite composition of the outer register exhibits a 

high degree of sophistication and compositional awareness on the part of the maker.   

The boats transport a variety of naked figures who drink (presumably alcoholic 

beverages) from straws and interact with cows and lionesses, as well as a single clothed 

male seated beneath a canopy, also drinking from a cup.  Some scholars have suggested 

that the outer register represents an “outing of four boats”55 however this description 

implies qualities of identity and interaction that are by no means certain.  There is no 

strong or inherent narrative connection between the four depictions – the boats and their 

occupants do not interact except perhaps via their direction of travel – thus it is not 

certain that all the boats are conceived as being together.  Furthermore, the idea of an 

outing or expedition suggests a human excursion.  I propose that at least the three reed 

boats are occupied not by humans but by deities or their attendants engaging in activities 

to demonstrate and promote prosperity in the human and natural worlds, including the 

consumption of probably alcoholic beverages from garlanded vessels, and interaction 

with animals, such as the lion and the possibly divine calf.  The swan-headed boat, on the 

other hand, may be occupied by an elite or royal personage:  the elaborate design, the 

canopy, and the difference in attire all signal a distinction between this boat and the other 

three.  Only the presence of the nude female, a probably divine being, casts doubt on this 

 
55 “eine Ausfahrt von vier Booten”; see Wicke, “Die Goldschale der Iaba,” 113. See also under Cy24 in 
Chapter 3.  Cy24 has similar iconography of four reed boats which some scholars have suggested is a 
literal representation of a festival at Tell Basta. Lilyquist, “Treasures of Tell Basta,” 21 and n. 72. 
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interpretation.  I suggest that the entire register depicts a royal or elite male who finds in 

the papyrus marshes a liminal world between the human and the divine where his 

presence calls forth the semi divine beings whose actions guarantee prosperity for all, 

thus glorifying the role of the elite in interacting with the divine and ordering the world. 

In general, the inner register appears to depict actions and scenes in and under the 

water, while the outer register depicts actions and scenes on the water and at the edge 

of the water.  The use of strong symmetry / formal structure and informality on the same 

bowl in different registers is an unusual yet successful, and clearly deliberate design 

choice.     

The bowl is inscribed in cuneiform with Yaba’s name and title:   Yaba, queen of 

Tiglath-Pileser III.  It has strong formal resemblances to both Cy24 (Markoe’s Comp.7) and 

E1.  (Refer to discussion under E1 in Chapter 6.)  On the basis of style and iconography, 

Wicke ascribes the bowl to Egypt and dates it to the Third Intermediate Period, circa 1000 

B. C.,56  which would make it a close contemporary of the bowl of Wen-djebau-en-djed 

(E6).  Yaba’s bowl, like the bowls from Tell Basta, features iconography celebrating the 

bounty and prosperity of the marshes, where elites interact with the divine to order the 

world. 

What might the ownership and inscription of such an object have meant to Yaba?  

Elite Assyrian women wielded considerable power and influence.57  The queen traveled 

 
56 Wicke, “Die Goldschale der Iaba,” 109-41. 
57 Oates and Oates, Nimrud, 78. 
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with the king on campaign, and there is evidence, including several examples, that queens 

held their office until their own deaths, that is, that a queen would retain her position and 

influence even upon the death of her husband.  Scholars have therefore suggested that 

Yaba and Banitu are the same person, as Yaba meant “beautiful” in West Semitic, and 

Banitu is the same word in Akkadian, so that upon the death of her husband, Tiglath-

Pileser III, Yaba would have become the queen (chief woman of the palace) of his 

successor, Shalmaneser V.  Scholars account for the presence of two queens in the 

sarcophagus, despite Yaba’s curse tablet, by supposing that they were members of the 

same family.  Both Yaba and Atalia are West Semitic names, and it has been suggested 

that they came to Assyria via the diplomatic marriages so common during this period, 

either from Judah, or elsewhere in the Levant.58  

If indeed Yaba was a Levantine princess, from a wealthy but not politically powerful 

region, coming as wife to the king of one of two major powers in the Near East, and 

ascending to the office of queen, what value or status would she have derived from 

ownership of such an object?  The object itself is of gold, of elaborate and high-quality 

workmanship, it was already very old at the time she acquired it, it may have been an 

heirloom of her family, and it is recognizably Egyptian in its motifs.  What would Yaba 

 
58 Stephanie Dalley, “The Identity of the Princesses in Tomb II and a New Analysis of Events in 701 B. C.,” 
in New Light on Nimrud:  Proceedings of the Nimrud Conference 11-13 March 2002, eds. John E. Curtis, H. 
McCall, D. Collon, and L. Al-Gailani Werr, British Institute for the Study of Iraq in association with the 
British Museum (Exeter:  Meeks and Middleton, 2008), 171. 
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herself have experienced in viewing and using the bowl?  What would an Assyrian viewer 

at Nimrud have made of it? 

The bowl is golden and very shiny, with an elaborate design that fills most of the 

interior.  The execution appears to be primarily in repoussé, emphasizing by its depth all 

movement of the object, as light reflects from the myriad of surfaces.  Even looking at the 

photograph, one is dazzled by the intricacy of the design and depth of the repoussé.  The 

location of the design on the interior restricts the viewing experience – only those who 

held the bowl would have been able to fully see the imagery and attempt to puzzle out 

the detail. 

To the privileged viewer, the boats and water imagery would have been clearly 

distinguishable:  Yaba herself, coming from the Levant, in closer proximity to Egypt, may 

have known precisely what was being depicted, but even an Assyrian viewer would have 

recognized references to prosperity and abundance in the water, the fish, the animals, 

and the abundant vegetation, as water was an even scarcer resource in Assyria than in 

Egypt and the Levant.  It seems likely that any viewer would have appreciated the 

presence of the tame lion in one of the boats, and that nude women do not typically hunt 

waterfowl, and would have recognized a reference to deities of some kind.  The bowl 

must have had a huge visual impact when handled in the light, which could have given 

the illusion that the figures moved. 

In addition, as noted above, Wicke has proposed that the bowl is a contemporary of 

the Tanis bowl, making it approximately two hundred years old when Yaba would have 
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acquired as part of her dowry in her early- to mid- teens.  As an heirloom, it could either 

have been passed down in her family or acquired by them as a gift from other elites in 

the region.  Either case would enhance Yaba’s status:  either her family could trace its 

descent and wealth back to the early Iron Age or earlier, or they were on excellent terms 

with other powerful elites.59  The presence of the Babylonian carnelian bead in the tomb 

shows that these Iron Age elites appreciated and derived status from the heritage of the 

past.   

The bowl further carries visual associations with Egypt, the other power in the 

region, and a power that far predated the Assyrian.  If Yaba could demonstrate via display 

of the bowl that her family had or claimed some relationship with Egypt, either at that 

time or in the past, through political, economic, or marital connections, that might also 

have enhanced her status at the Assyrian court.   

The bowl acquires an additional layer of importance and meaning with regard to the 

importance of wine possession and wine consumption as markers of high status in 

Assyria.  We have seen above that the queen’s household received the largest allotment 

of wine in the Nimrud wine lists, thus Yaba would have been able to use and display her 

bowl for the consumption of wine, like the queen in the Garden Relief of Assurbanipal, 

 
59 As Weiner notes, “What makes a possession inalienable is its exclusive and cumulative identity with a 
particular series of owners through time.  Its history is authenticated by fictive or true genealogies, origin 
myths, sacred ancestors and gods…inalienable possessions are symbolic repositories of genealogies and 
historical events:  their unique, subjective identity gives them absolute value, placing them above the 
exchangeability of one thing for another.”  Annette B. Weiner as quoted in Ann Gunter, Greek Art and the 
Orient (Cambridge: Cambridge University Press, 2009), 136. 
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partaking in both the actuality and the symbolism of abundance and prosperity through 

drinking.  

Further, the object was inscribed with her name and title as queen.  The presence 

of so many inscribed objects in the tomb suggests that identification of ownership was of 

paramount importance to the elite owners.  In the case of Yaba / Banitu, the name change 

indicated via the inscriptions suggests that they were executed during her lifetime, and 

not as funerary dedications.  During the owner’s life, an inscription suggests not only 

extraordinary access to resources but also a permanent act of claiming.  As we have seen, 

it is likely that As1 was an heirloom, two hundred years old at the time it came into Yaba’s 

possession.  The inscription of her name and title, in cuneiform, can only have occurred 

after her arrival in Assyria and ascent to power as queen of Tiglath Pileser III, a permanent 

claiming of a two hundred year old object, and all of the stories associated with it, as her 

own and as part of her identity. 

Inscriptions add a further layer of performativity to the experience of a luxury 

object.  We can imagine Yaba showing or using the bowl at the Assyrian court, whether 

in her own quarters, or in association with her husband.  If it was filled with wine, the 

imagery would appear as the liquid was drunk.  In any case the light flickering off the 

shiny, three-dimensional surface would have invited attention, and curiosity.  

Examination of the images would have invited interpretation.  Yaba might have told 

stories about the bowl – its length of tenure in her family, how or from whom it was 

acquired, etc.  Finally, she might have pointed out the inscription and read (or recited) its 
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content: “Yaba, queen of Tiglath-Pileser III,” perhaps one of the most influential positions 

available to women at that place and time, and a powerful validation of her identity. 

Inscriptions may take on a new meaning after death.  The curse on the tablet in the 

tomb shows that retainage of possessions after death was a primary concern.  In addition, 

the presence of the curse shows that Assyrians accorded power to the written word.  If 

tomb dedications are gifts to the gods, it may be that Yaba’s name on some of her objects 

would been intended to enhance her status in the afterlife, or to remind the gods from 

whom the gifts originated.   

As noted in the introduction the bowls the Northwest Palace at Nimrud are excluded 

from this study.  The final objects I will consider from this region show both the breadth 

of the bowls’ travels and the importance of funerary dedications for Near Eastern elites. 

ANATOLIA AND IRAN  

An1 

Illustration 2.20:  An1 (with detail) 
TACDAM 94.03.58 
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An1 comes from the Great Tumulus, which dates to the last quarter of the eighth 

century, in the Phrygian necropolis near Ankara.  The tumulus was exceptionally large and 

elaborate:  a mound over 122 m (400 feet) in diameter covering a burial chamber 4.6 m x 

3.5m (15’ x 11½’), with grave good including wooden furniture, 90 metal objects including 

bronze drinking sets (cauldrons, phialai, bowls, and cups, clothing, jewelry, and pots 

containing cooked food.60    

Although Phrygia is physically far distant from the great centers of the Near East 

(straight line distance approximately 1100 kilometers from Cairo and 900 kilometers from 

Nimrud) the evidence of both locally made and imported bull cauldrons shows that 

Phrygian elites nonetheless participated in the Iron Age elite koine.61  The Great Tumulus 

burial in particular, in addition to An1, contained two phialai which resemble works from 

Assyria and Urartu.62      

Analysis of this object is complicated by the lack of complete images showing the 

decoration.  The visible portion has heavy cable band edging the medallion, a file of 

clockwise facing cows with calves in the inner register and a file of counterclockwise facing 

bulls in the outer register.  An1 has comparanda in G1 and Cr16, as deeper bowls with 

 
60 “The Great Tumulus,” Centre for Research and Assessment of Historical Environment, Middle East 
Technical University, accessed April 1, 2018, http://tacdam.metu.edu.tr/node/112. 
61 For bull cauldrons and Phrygian participation in shared elite culture, see Jan Crielaard, “Powerful Things 
in Motion: A Biographical Approach to Eastern Elite Goods in Greek Sanctuaries,” in Sanctuaries and the 
Power of Consumption: Networking and the Formation of Elites in the Archaic Western Mediterranean 
World: Proceedings of the International Conference in Innsbruck, 20th-23rd March 2012, eds. Erich Kistler, 
Birgit Öhlinger, Martin Mohr and Matthias Hoernes (Wiesbaden: Harrassowitz Verlag, 2015), 351-72. 
62 Ertugrul Atasoy and Sevim Buluç, “Metallurgical and Archaeological Examination of Phrygian Objects,” 
Anatolian Studies 32 (1982): 157-60. 
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generally simpler figures in a wide outer register.  There is also some resemblance to the 

fragmentary G5 and G6. 

An1 comes from an unusually complete and well-excavated context.  It exemplifies 

the wide distribution of practices which are associated with the bowls around the 

Mediterranean:  drinking, funerary feasting, and the sacrifice of high value objects in 

funerary deposits.  It also shows the appeal of the bowls to elites interested in high status 

objects, as it was thought worthy to include in the tomb dedication. 

Ir9 

Illustration 2.21: Ir9, photo 
Iran Bastan Museum, Teheran, 75/8 
Vanden Berghe, “La Necropole de Chamzhi Mumah,” 60 
 

Ir9 is the only securely provenanced member of a group of stylistically similar works 

with otherwise conjectural attribution to Iran.  The bowl is bronze, executed in engraving 
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with no repoussé work.  The iconography includes a rosette medallion with integral 

omphalos, highly abstracted cable bands, and a single register of hunting scenes include 

trees and animals in a flying gallop posture.  This adaptation of formal qualities represents 

what may be termed a third wave of the corpus, made by someone who had seen first or 

second-wave objects, but adopting the format and iconography to locally available 

techniques and materials.   

Illustration 2.22: Ir9, Chamzi Mumah Necropolis 
Teheran, Iran Bastan Museum, 75/8 
Vanden Berghe, “La Necropole de Chamzhi Mumah,” 52 
 

Ir9 comes from a secure context, the Chamzhi Mumah necropolis, excavated in a 

well-documented effort by the Belgian Luristan Expedition in the mid 1970’s.  The 

necropolis consisted of seventy-six inhumation burials in double depth pits edged with 

stones.  Grave goods included weapons, jewelry (including silver and gold objects), 
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weapons and ceramics, with each grave including a large vase with a cup placed in the 

mouth.  The grave goods themselves represent the only status variation among the 

tombs:  elites had metal cups while lower status individuals had pottery, yet there was no 

stylistic or formal consistency among the metal cups chosen. 

While the Iranian bowls may have been used for drinking or libating, based on the 

evidence of the burials, there seems to be no general participation in the Iron Age elite 

koine.  Rather, we may be dealing with a situation in which the form, format, and 

iconography of the bowls had sufficient appeal for local elites to commission their own 

versions, which were then utilized in local cultural practices. 

SUMMARY OF CORRESPONDENCES  

This chapter groups several disparate regions.  Literary evidence including the 

Amarna letters, and the case of Yaba (a probable Levantine princess) indicates diplomatic 

relations, marriages, and a regular exchange of objects between and among Egypt, Ugarit, 

Assyria, and Israel, which are also physically contiguous.  Iran and Anatolia are physically 

distant and seem to belong to a different cultural milieu. 

Egypt and the Near East   

Analysis of the contexts, motifs and inscriptions of the Egyptian bowls from Tell 

Basta (the bulk of the Egyptian corpus) shows that nearly all the surviving objects are 

specifically funerary dedications.  Lilyquist has noted that the subjects depicted on many 

of the objects from Tell Basta, including the bowls, recall the scenes in Egyptian tomb 
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paintings. This includes Nilotic imagery, marsh scenes, the nfrwt (swimmers), as well as 

the scenes of agriculture, viniculture, trapping birds, fishing, etc.  The several inscribed 

objects from the hoard use language that shows them to have been intended as funerary 

dedications.  It therefore seems highly likely that the Tell Basta bowls were commissioned 

specifically as funerary dedications for a temple context, and indeed, what better 

remembrance than to commission a bowl knowing that after one’s death it will be used 

in public ceremonies at the favored temple, with one’s inscription on display to the users? 

This has specific implications for understanding the use and transmission of motifs 

and of the koine style around the region. If the Tell Basta objects were commissioned as 

funerary dedications, and in all likelihood produced at a workshop or workshops 

associated with the temple, we cannot assume that the Tell Basta bowls are 

representative of Egyptian bowls in general. The evidence of the bowls of Hatiay and 

General Wen-djebau-en-djed shows that bowls did exist in Egypt outside of specific 

funerary dedications for temple contexts. It is quite likely that bowls more in alignment 

with the international koine were current in Egypt. I have suggested, following Wicke, 

that the bowl of Yaba may have been one of them, as may also Bowl E1.  It should also be 

noted that the Bowl of Amy (E4) contains canonical koine features in its outer register, 

indicating an awareness and acceptance of this mode of bowl design among the Egyptian 

elite. 

With regard to other patterns and correspondences among the Egyptian and Near 

Eastern bowls, a few trends emerge. Nearly all of the Egyptian and Near Eastern bowls 



 97 

have clear figural narrative. In the case of the three Egyptian bowls depicting the 

attendants of Hathor (Eg4, Eg5, Eg6), it is less clear whether to interpret the presence of 

these beings as emblematic or narrative. A high percentage of Egyptian / Near Eastern 

bowls have writing inscribing the bowl in memory of the dedicant. Three are from 

funerary contexts in Egypt.  Yaba’s bowl has an inscription of ownership.  Approximately 

70% include imagery comparable to Egyptian tomb paintings as discussed above. This 

notably includes the bowl of Yaba. Approximately 50% depict Egyptian deities, 50% Nilotic 

imagery, and 70% lotus or papyrus plants. With regard to the koine (refer also to Table 1).  

Eg1, Eg2, and Eg4 include koine elements.  Eg4 has an entire register conforming to koine 

characteristics. There are no hoplite shields, smiting pharaohs, religious processions, 

military processions, or animal files, however, I have noted above that the Egyptian bowls 

are overwhelmingly (five out of six) funerary dedications and their subject matter reflects 

this.  Furthermore, as Feldman has discussed, with regard to the smiting pharaoh motif in 

particular, many bowl motifs date back to predynastic Egypt, remained popular through 

the New Kingdom and were popular around the Near East.63   

Israel and the Levant 

The very small sample size from this area makes generalizations about preferences 

infeasible.  The context of deposition shows Ug1 and Ug2 to be objects of the LBA.  Ug1 

has many koine characteristics, but is not of the finest workmanship, and so may be a 

 
63 Feldman, “Luxurious Forms,” 16. 
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‘second wave’ object produced outside of the major centers.  Ug2 has a lively hunt scene 

including use of the Mycenean flying gallop but does not otherwise conform to the koine. 

The remaining portions of Is1, fragmented and in poor condition, depict an offering 

scene including some Egyptian religious symbols.  While this could indicate production in 

Egypt, as noted above, these symbols traveled all over the Levant and Near East from the 

Late Bronze Age onward. 

CONCLUSION   

We have in the bowls from find spots in Egypt and the Near East a secure 

chronological progression of deposition contexts from the New Kingdom / Late Bronze 

Age (Eg1) to the first half of the seventh century B. C. (Ir9), and physical progression of 

over 1500 kilometers from Thebes to Chamzhi Mumah (Ir9) and over 1700 kilometers 

(shortest path, disregarding terrain) from Thebes to Ankara (An1). 

An object from Egypt provides the earliest secure date for the bowls, in the context 

of an official of the royal court:  Hatiay, a member of the elite and administrator of the 

temple of the Aten at Memphis, is inextricably associated with the Aten and may 

reasonably be presumed to have been known to Akhenaten. The bowls from the 

sanctuary hoard at Tell Basta, between 50 and 300 years later than Hatiay’s bowl, 

continue the association with Egyptian elites.  Their dedicatory inscriptions specify named 

owners, some of whom are known from other monuments, and who, in several cases, can 

be shown to have been of “foreign” extraction, demonstrating the multicultural nature of 
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Egyptian society, beginning at least in the New Kingdome, as shown by the Syrian names 

of some of the vintners  responsible for the wine in Tutankhamen’s tomb,64 and 

continuing into the Ramesside period.   

The Tell Basta objects further provide specific evidence for reception and use.  They 

are ineluctably connected with the ritual consumption of wine:  their entourage includes 

other objects used in wine-drinking, they match depictions of wine services shown in use 

in tomb and temple paintings, and some of the inscriptions specifically reference wine-

drinking in a sanctuary context. Their materiality, of silver and gold, and ornate design 

and construction demonstrate the wealth that was dedicated and visible in sanctuaries, 

of which we have only textual evidence for other locations, supporting my contention 

that only a tiny portion of the bowls survive, and that sanctuary dedications were 

particularly vulnerable to removal and consequent loss.  Unlike many of the bowls found 

in other regions, the inscribed Tell Basta bowls seem to have had relatively short life 

histories.  The dating of their context of deposition, combined with the evidence of the 

named owners, and the integration of the inscriptions with the bowls’ designs, suggests 

that most of them were commissioned as funerary dedications and went straight to the 

temple, or were commissioned and dedicated during the owners’ lives.  The specificity of 

the inscriptions and connection with the owners, some of whom can be placed in Egypt 

 
64 Lesko, “Egyptian Wine Production,”220. 
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close to the timeframe of the deposition, points, for these objects only, to a nearby place 

of production to which these members of the Egyptian elite had access. 

The bowl of General Wen-djebau-en-djed dates to the Third Intermediate period, 

following the loss of Egypt’s foreign possessions, the removal of the capital to Tanis, and 

the division of political authority between the Pharaohs and the high priests of Amun at 

Thebes.  The bowl comes from the secure, unlooted context of the royal necropolis at 

Tanis.  Wen-djebau-en-djed was clearly a favorite of Psusennes I:  buried in the royal 

necropolis near his master’s future resting-place and surrounded by rich inscribed gifts 

from the pharaoh and his queen.  The wealth and fine workmanship of the objects in the 

tomb, which include custom gold funerary masks and many items inscribed for their 

owner, clearly demonstrate the Egyptian elite’s continued access to vast financial 

resources and skilled artisans despite the reduction in the area they ruled.  The presence 

of architectural spolia and heirloom funerary objects in the tombs shows that these Iron 

Age elites had a keen awareness of the greatness of the past and a desire to associate 

themselves with it by deliberate appropriation and claiming of past artifacts in a funerary 

context. 

The two gold bowls from Ugarit, found in a secondary burial context near the 

Temple of Ba’al, date at least prior to the destruction of the city in 1180 B. C., and possibly 

as early as the late 14th century and thus are products of the Late Bronze Age.  As with 

many of the bowls, their place of production is not known:  they could have been 

manufactured in Ugarit or could have arrived via trade or travel.  Ugarit’s wealth and 
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power was founded on trade, and the excavators found both objects and correspondence 

from Egypt, the Near East, and the Aegean in its ruins.  While the two bowls are very 

different from one another, they both exhibit hybridity of imagery in different ways.  Their 

clear resemblances to bowls from other regions and their demonstrably early date further 

show the origin of this tradition in the Bronze Age.  

There is little available information about the fragmentary bowl from Megiddo, 

however it does suggest the extent of the spread of elite practices in the region.  

Finkelstein and Silberman have interpreted the archaeological evidence of the region, 

including architectural remains and inscriptions, to suggest that the kingdom of Israel 

under Ahab and the Omride dynasty was a prosperous polity with access to both trade 

and agricultural resources and that it was an active participant in regional culture and 

diplomacy. 65  All of this would accord well with the presence of one of the bowls, and is 

worthy of further study. 

As1, the bowl of Yaba, queen of Tiglath-Pileser III, from a context of deposition circa 

725 B. C., is a compelling example of reception, international connections, extended 

trajectories or life histories of the bowls, and Iron Age elite celebration and display of 

objects from the past to enhance or solidify their status.  The undisturbed status of the 

tomb and high quality of the excavation provide superior evidence for context and 

entourage.  The presence of inscriptions, both in the tomb and on the bowl, relate both 

 
65 Israel Finkelstein and Neil Asher Silberman, The Bible Unearthed: Archaeology’s New Vision of Ancient 
Israel and the Origin of Sacred Texts (New York: Touchstone, 2002), 186-95. 
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tomb and bowl to a named historical personage and help us understand the bowl’s value 

to its owner. The bowl is of superlative workmanship and carries intricate and 

sophisticated designs in both the central medallion and outer register.  Its iconography 

relates strongly to the bowls from Tell Basta and the bowl of General Wen-djebau-en-

djed, and some scholars have assigned it a date in the Third Intermediate period, circa 

1000 B. C.  The bowl would thus be an heirloom which Yaba, whose name indicates a 

Levantine origin, would have brought with her to Assyria upon her marriage to the king, 

and later had inscribed in cuneiform with her name and title, a permanent claiming of a 

valuable object from the past.  Finally, the bowl bears remarkable formal resemblances 

to a bowl from Cyprus (Cy24 – Markoe’s Comp.7 from Golgoi) and to E1, from the 

Bernardini tomb in Latium, which I will discuss in depth in Chapter 6.  The resemblances 

are sufficiently strong that they cannot be accidental, indicating at least a common model 

or iconographic tradition, and highlighting the extraordinary voyages of these objects. 

The evidence from Egypt and the Near East, including the quantity of securely 

contextualized bowls from dates ranging from the Bronze into the Iron Age, the 

association with named owners, and the very clear formal and iconographic parallels with 

bowls found in other regions clearly indicates continuity of production from the Bronze 

into the Iron Age and supports expanding the corpus as I have proposed. The 

preponderance of Egyptian bowls in the early date range supports my thesis that Egypt is 

the original locus of production from whence the bowls quickly spread and further 

hybridized via the exchanges of international diplomacy, trade, and the movement of 
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artisans. In the next chapter I will examine the spread and reception of this tradition on 

Cyprus, the next nearest area with significant bowl finds. 
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Chapter 3: Cyprus 

INTRODUCTION 

Twenty-four of the surviving bowls come from Cyprus.  Cyprus is of particular 

interest in this study as the bowl find spot in closest proximity to Egypt, the Levant, and 

Assyria, as a key location along the principal east-west Mediterranean sea route which 

extended from Egypt and the Near East to Cyprus, along the coast of Anatolia to the 

Aegean, Crete, and the central Mediterranean – an important trade route from the 

Bronze Age to the Medieval period,1  and as a major source of copper since at least the 

nineteenth century B. C.2  

Cyprus’ position on the trade routes ensured frequent contacts with travelers from 

the Levant, Egypt (as evidenced by the Late Bronze Age Tale of Wenamun), and the Near 

East.  In the case of the Levant, those contacts became closer and more frequent once 

Tyre established a colony at Kition, which, I will argue below, was a substantial stimulus 

for increased political and economic organization in the surrounding territories.  Cypriot 

elites applied their economic surplus to the acquisition and deployment of the types of 

assemblages of luxury objects (ivory furniture, decorative metalwork, chariots, and 

weapons) indicative of elite status in the Levant, Egypt and the Near East  

 
1 Susan Sherratt and Andrew Sherratt, “The Growth of the Mediterranean Economy in the Early First 
Millennium BC,” World Archaeology 24, no. 3, Ancient Trade: New Perspectives (February 1993): 361-78.  
Sherratt and Sherratt have described Cyprus as “a key staging point” (364.) 
2 Colette Hemingway, and Seán Hemingway, “Cyprus—Island of Copper,” October 2004, Heilbrunn 
Timeline of Art History, Metropolitan Museum of Art, accessed August 12, 2019, 
http://www.metmuseum.org/toah/hd/cyco/hd_cyco.htm. 
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Beginning in the early eighth century, in response to economic and political pressure 

from the Tyrian settlement at Kition and Assyrian expansion on the mainland, the elites 

in the surrounding chiefdoms increased the political organization and social stratification 

of their regions.  The newly elevated kings employed a number of strategies to define 

their communities and legitimize their rule, including monumental architecture, the 

construction of urban sanctuaries and rural shrines, and above all, performative display 

that included lavish, theatrical funerals involving the public sacrifice of great wealth, 

which include nearly all the surviving bowls known from Cypriot contexts.3  When the 

island came to the attention of the Assyrian rulers in the late eighth century, the Cypriot 

monarchs established diplomatic relations with Assyria, which the stele of Sargon II at 

Kition suggests was a further source of prestige and legitimation for the Cypriot elite. 

To frame the material evidence, I begin with a brief review of the sociopolitical 

history of Cyprus.  The circumstances of political interactions both between Cypriot 

polities and with outside powers are of the utmost relevance to this study, as they both 

condition and are the impetus for the specific strategies by which Cypriot elites deployed 

wealth in the form of imported objects in a highly performative context.  I follow with an 

equally brief discussion of the scholarly controversies surrounding Cypriot history and 

 
3 For theatrical burial rites, see Marian Feldman, Communities of Style:  Portable Luxury Arts, Identity, and 
Collective Memory in the Iron Age Levant (Chicago: The University of Chicago Press, 2014), 154-55; and 
David W.  Rupp, “The Seven Kings of the Land of Ia', a District of Ia-ad-na-na: Achaeaen Bluebloods, 
Cypriot Parvenus or Both?” in Stephanos: Studies in Honor of Brunilde Sismondo Ridgway, eds. Kim J. 
Hartswick and Mary C. Sturgeon (Philadelphia: The University Museum, 1998), 217. 
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discuss a model for understanding the archaeological data of the early Iron Age as 

evidence for increasing social complexity. I introduce the stele of Sargon II as a monument 

that provides important insights into the character both of the Cypriot rulers’ interactions 

with Assyria and their self-presentation at home.   

I then present the material evidence.  I consider both the bowls from secure tomb 

contexts and the bowls for which no specific location evidence exists.  Due to Western 

European antiquarians’ early discovery of Cypriot sites, very few of the Cypriot bowls 

come from well-conducted modern excavations.   Nevertheless, the vast majority of the 

bowls for which we have no specific find spot can be attributed with reasonable security 

to the activities of Luigi di Palma di Cesnola, an early treasure-hunter antiquarian, working 

in a distinct time frame, by whose activities those bowls passed quickly into the 

collections of major museums where they have remained until the present.  The Cypriot 

bowls have a wide range of style, iconography, and technique / execution, which, in 

combination with Cyprus’ key position in the Eastern Mediterranean makes consideration 

of all the available material evidence critical both to theorizing reception on Cyprus and 

understanding the trajectories of bowls found in other regions.  For the bowls where 

contextual information exists, I review the context of deposition, including the physical 

surroundings and entourage of accompanying objects.  For all the bowls, I discuss format, 

style, technique, and imagery, and where indicated, draw comparisons to works from find 

spots in other regions.  Refer to Appendix: Catalog for in-depth formal analysis and 

detailed information on contexts. 
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POLITICAL HISTORY 

Chronology 

Cyprus has been continuously occupied since the Neolithic period.  A brief 

chronology of key transition points and supporting evidence provides background to the 

discussion of scholarly controversies and evolving social complexity below, and as a point 

of comparison for developments in other regions.4 

Late Bronze Age:   Cyprus participated in the international culture of the 
Mediterranean.   Large official structures, including processing facilities for 
commodities such as olive oil, suggest concurrent participation in a centralized 
system of government and distribution.   

Late Cypriot IIIA (1200 / 1190 – 1125/ 1100 B. C.):  Final phase of the Late Bronze 
Age.   Trade with the Aegean and the Levant, a “highly cosmopolitan material 
culture” and immigration from “both East and West.”     

Late Cypriot IIIB (1125 / 1100 BC):  Widespread disruptions and abandonments and 
the founding of new settlements and cemeteries in different locations mark the 
beginning of the period, which Rupp considers the beginning of the Cypriot Iron Age.   

Cypro-Geometric IA (1050-1000 BC): “some changes in patterning of settlements 
and cemeteries” but the LC IIIB pattern generally continues.  There was little direct 
contact with the Aegean.  Although some scholars believe the Hellenization of 
Cyprus was complete during this period, a “pan-Cypriot” material culture appears 
in most areas of the island. 

Cypro-Geometric IB – Cypro-Geometric II (1000 – 850 BC):  contacts resume with 
the Aegean and the Levant. 

Cypro-Geometric III (850 – 750 B. C.): significant changes in material culture and 
social organization.  Increased imports of fine ceramics from Euboea, Attica, and the 
Cyclades.  Long distance trade with Euboean Greeks and Levantine cities.  ‘Cypro-
Phoenician’ material appears in the Aegean. 

Cypro-Archaic I (750 – 600 B. C):  Cypriot kingdoms at the peak of their prosperity.  
Levantine influence in Cypriot culture.  A three-tiered settlement hierarchy with 
large, fortified urban settlements, secondary settlements (towns), and very small 

 
4 Rupp, “Seven Kings,” 213-15, for all chronological data. 
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tertiary settlements (farmsteads).  Appearance of urban sanctuaries and rural 
shrines.5  

Controversies 

Scholars have strongly contested the cultural and political history of Cyprus during 

the Iron Age.  Since the bowls are items of elite material culture strategically deployed in 

acts of performative consumption, understanding the cultural background which shaped 

elite strategies is critical in theorizing their reception.  The bowls, with their small size, 

portability, and striking visuality were particularly suited for inclusion with related 

artifacts such as Aegean fine ceramics in burials of increased complexity associated with 

a process of secondary state formation beginning near Kition in the eighth century.  It is 

therefore important to note scholarly disagreements on the timing and impetus for 

formation of the Iron Age monarchies, and on the nature of Cypriot relations with Assyria. 

The primary points of dispute relate to 1) whether Aegean migrants came to Cyprus 

as conquerors who achieved political control and marginalized the native Cypriot 

population or as immigrants who participated in a hybrid culture, 2) dates and agency for 

the coalescence of the Cypriot kingdoms referenced in Assyrian documents (foundation 

by Mycenaean refugees  in the 11th century vs. evolution during the eighth century in 

response to political and economic pressure from the Tyrian colony at Kition and the 

expanding Assyrian empire), 6 and 3) the nature of the relations of Cypriot polities with 

 
5 Rupp, “Seven Kings,” 216. 
6 Rupp, “Seven Kings,” 209-11. 
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Assyria:  conquest and dominance vs. voluntary affiliation as an avenue to political 

prestige at home.   

Social Complexity and Elite Display 

Noting a “pancyprian koine material culture” during the Cypro-Geometric IA period 

and “a significant level of cultural and economic interaction among all of the settlements 

on the island,” David Rupp rejects the idea of an eleventh century Aegean takeover of 

Cyprus with subsequent marginalization of the indigenous population, and formation of 

Mycenaean-style kingdoms by the victors. (Issues 1 and 2 above) 7  He proposes instead 

a chiefdom form of political organization during the 11th to 9th centuries: “…socially and 

politically centralized societies composed of economically interdependent 

communities…characterized by clearly defined social hierarchies exhibiting significant 

differences in status between upper and lower levels.”  Chiefs and their families 

demonstrate and preserve higher status by “restricted and conspicuous use of sumptuary 

goods” and via trade or exchange with other chiefs. “With continued growth in the 

system, a decision-making bureaucracy coalesces around the chief, and the entire system 

comes to be organized in an integrated decision-making hierarchy.”8  The archaeological 

data for this period are consistent with this hypothesis: 

 
7 Rupp also points out that: “…Iron Age Cyprus and Iron Age Greece were separate and distinct cultures, 
regardless of economic interactions and the presence on the island of the descendants of twelfth and 
eleventh-century Aegean immigrants.”  See “Seven Kings,” 211. 
8 Winifred Creamer and Jonathan Haas, “Tribe vs. Chiefdom in Lower Central America,” American 
Antiquity 50, no. 4 (October 1985): 740, quoted in Rupp, “Seven Kings,” 215. 
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“….at least two levels of settlement hierarchy focused on a structurally distinct 
central place; communal labor projects of a limited nature organized on a regional 
level, some specialized production especially of a sumptuary nature focused on the 
central places; rank-ordered burials with clear status levels; large graves with 
deposits representing valuables removed from circulation; possibly extensive 
regional exchange of subsistence and sumptuary goods; significant long-distance 
exchange of valuables which are restricted to the higher levels of the society; 
indications of finite territorial boundaries including the construction of defensive 
works; warfare, sometimes intense, among chiefdoms.” 9 

Settlement quantities and distribution support the idea of a change in social 

complexity, with few settlements in Cypro-Geometric I and even fewer in Cypro-

Geometric II (1050 – 850 B. C.  During Cypro-Geometric III (850 – 750 B. C.), the number 

of settlements increased dramatically and settlements appeared at greater distances 

from the central places.  By Cypro-Archaic I (750 – 600 B. C), a three-tiered settlement 

hierarchy, consistent with greater social complexity, appeared:  a large, urban, fortified 

center for administrative, religious, cultural and economic function, including trade; 

secondary towns, and smaller tertiary settlements such as individual farmsteads.  The 

same period sees the construction of urban sanctuaries and rural shrines, large numbers 

of votive dedications of terra cotta and stone statues and statuettes, and, in particular, a 

concentration of Aegean and Levantine fine wares in rich burial assemblages in the urban 

centers.   Rupp notes that  

“The occurrence of these fine wares in rich burial assemblages indicates 
that they served as high-status markers associated with public consumption 
rituals or feasting… conspicuous consumption patterns documented by 
these rich burial assemblages in the eighth and seventh centuries B.C. 

 
9 Rupp, “Seven Kings,” 215. 
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should be interpreted as conscious attempts to articulate new status 
distinctions and to legitimize recently acquired power.” (My emphases) 10   

Thus, secondary state formation began in the mid-ninth century due to the economic and 

subsequent political activities of Levantine and North Syrian polities, with the process 

beginning earliest near the Tyrian settlement at Kition.11  (See below.)   

Rupp has further proposed that the early Cypriot kings consciously and deliberately 

“adopted and adapted the model of the contemporary Levantine political system and its 

concomitant ideology,”12  and with that model, they adopted the “suites of objects that 

constituted the symbols of excellence” for Levantine and Near Eastern elites:  ivory 

furniture, chariots, bronze armor and weapons, and metalwork such as the bowls.13   

THE STELE OF SARGON II 

The stele of Sargon II provides insights into how the Assyrians and Cypriots 

perceived one another.  Considered in conjunction with the corresponding Assyrian 

annals, it also provides important evidence regarding Item 3 above:  the question of 

 
10 Rupp, “Seven Kings,” 216. 
11 “A subsequent, broader analysis of the archaeological and historical data from the island from the 
Cypro-Geometric I through Cypro-Archaic II periods, ca. 1050-475 B. C., provided me with additional 
insights into the problem.  In 1987, using the geographical and chronological patterning of sites, the 
development of public architecture, the appearance of rural sanctuaries, the reappearance of literacy, 
and the Assyrian official texts relating to the island, I hypothesized that the Cypriot territorial monarchies 
had evolved between the first half of the eighth and the second half of the sixth centuries.”  Rupp, “Seven 
Kings,” 211, 215-16.  It should be noted that Iacovou contests Rupp’s assertions, arguing for continuity of 
states on Cyprus since the Bronze Age.  Refer to Maria Iacovou, “Cultural and Political Configurations in 
Iron Age Cyprus: The Sequel to a Protohistoric Episode,” American Journal of Archaeology 112, no. 4 
(October 2008): 625-57, and “From Ten to Naught: Formation, Consolidation and Abolition of Cyprus Iron 
Age Polities,” Cahiers du Centre d’ Etudes Chypriotes 32 (2002): 73-87, and other published works. 
12 Rupp, “Seven Kings,” 219. 
13 Rupp, “Seven Kings,” 217. 
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whether Cyprus became an Assyrian territory or whether the Cypriot monarchies 

remained independent but used a diplomatic relationship with Assyria to enhance their 

prestige at home.   

Karen Radner’s analysis, incorporating evidence from Sargon’s military annals and 

other Assyrian documents, establishes several points which are key to understanding the 

political and cultural climate on Cyprus around the time of the bowls’ deposition and the 

intensification of elite display in tombs.  Tyre and other Levantine cities had maintained 

close contact with Cyprus from at least the eleventh century.  During the 9th century, Tyre 

established a colony at Kition, in order to control the island’s copper deposits.14  Several 

small city-states arose in the area surrounding Kition, probably in response to Kition’s 

ascendance.15  The King of Tyre considered the Cypriot monarchs his vassals, and around 

709 or 708 B.C., requested Assyrian assistance in settling a conflict with “the seven kings 

of Ya’, on the island of Adnana,” as he had also done in 715 B. C. in requesting assistance 

 
14 Karen Radner, “The Stele of Sargon II of Assyria at Kition:  A Focus for an Emerging Cypriot Identity?” in 
Interkulturalitat in der Alten Welt:  Vorderasien, Hellas, Agypten und di vilfaltigen Ebenen des Kontakts, 
eds. Robert Rollinger, Birgit Gufler, Martin Lang, and Irene Madreiter (Wiesbaden:  Harassowitz Verlag, 
2010), 435-36.  Joanna Smith notes that that habitation and cult at Kition started in the 13th c. BCE and 
continued uninterrupted to the presumed period of Tyrian intervention and establishment of a colony. 
See Art and Society on Cyprus from the Bronze Age to the Iron Age (Cambridge: Cambridge University 
Press, 2009). 
15 See also David W. Rupp, "Vive le roi:  The Emergence of the State in Iron Age Cyprus" in Western 
Cyprus, Connections: An Archaeological Symposium held at Brock University, St. Catharines, Ontario, 
Canada, March 21-22 1986, ed. David W. Rupp (Goteborg: P. Åström Förlag, 1987), 152-53. Rupp 
contends: “the establishment of the Tyrian colony at Kition ca. 900/850 B. C. can be used as a terminus 
post quem for the emergence of the state of [sic] Cyprus.”  State formation thus would have been 
between 850 and 709 B. C., and “the features described previously as having first appeared in the eighth 
century are the archaeological correlates for the political, economic and social attributes of a state.  These 
attributes are not present in the tenth and ninth centuries.” 
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with Ionian pirates.  Tyrian ships would have transported the Assyrian soldiers to Cyprus, 

as Assyria had no fleet at that time.    

There is no literary or archaeological reason to suppose that Assyria exacted 

taxation, established any kind of permanent local presence, or took control of the Cypriot 

kingdoms in any way:  “What is described in Sargon’s annals, following the conventions 

of Mesopotamian royal inscriptions, as an Assyrian campaign is really a conflict between 

Tyre and the Cypriot kingdoms, with Assyria’s army giving military assistance to its ally.”16 

In 708, following the reestablishment of order, the “seven kings of Ya’” paid a 

diplomatic visit to Sargon at Babylon, bringing diplomatic gifts, and almost certainly 

receiving gifts in return.17  The stele was most likely erected in 707.  Only the Assyrian 

king could commission such monuments, considered to represent the king’s self.18  From 

an Assyrian perspective the stele would have functioned as a proxy for the king’s physical 

presence, and functioned as a lasting monument to their “symbolic achievement in 

acquiring ‘knowledge of the place.’”19 

Radner suggests that the visit of the seven kings to the Assyrian court was a locally 

prestigious undertaking commemorated by the erection of the stele.20  Following Rupp’s 

 
16 Radner, “Stele,” 438-40. 
17 Feldman, Communities of Style, 159-60. 
18 Radner, “Stele,” 434. 
19 Radner, “Stele,” 440.   
20 “locally and quite unintended by the Assyrian king who commissioned its erection, this monument 
came to acquire meaning as a monument commemorating a joint and prestigious undertaking of several 
local Cypriot rulers and as such may have played a role in the emergence of a pan-Cypriot identity, 
transcending the political boundaries of city-states.”  Radner, “Stele,” 429. 



 114 

line of reasoning, I concur that the visit to Assyria would have enhanced the prestige of 

the local rulers and consolidated their political positions at home.  This visit would also 

have given Cypriot elites firsthand experience of the grandeur of the Assyrian court and 

court practices.  In addition, A. T. Reyes notes that “just as other Levantine communities 

had, the Cypriots probably recognized the commercial and political advantages of 

participating in an economic system protected by the Assyrians.”21  Marian Feldman’s 

case study of ‘hand me down’ Assyrian ivories reworked into a new whole and deposited 

in ‘royal’ Tomb 79 at Salamis confirms the high status accorded to Assyrian goods on 

Cyprus between the eighth and sixth centuries, and by association the value that the 

Cypriot rulers would have received from their public relationship with Assyria, although 

Feldman suggests that the ruler interred in Tomb 79 was not in the first circle of those 

participating in diplomacy or gift exchange, and therefore had to make do with 

refashioned, ‘secondhand’ luxury objects. 22   

THE MATERIAL EVIDENCE 

Overview of Cypriot bowls 

Cyprus, like the Italian Peninsula, suffers from early, unsystematic excavation with 

a focus on recovering treasure rather than finding and interpreting data about the sites 

and their contents.  The majority of the Cypriot bowls come from excavations funded or 

 
21 Andres Trinidad Reyes, Archaic Cyprus:  A Study of the Textual and Archaeological Evidence (Oxford:  
Clarendon Press, 1994), 54. 
22 Feldman, Communities of Style, 153-60.   
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carried out by Luigi di Palma di Cesnola, one of the most notorious of the early treasure-

hunter antiquarians.  Scholars approach Cesnola’s writings with caution, as it has been 

shown that he frequently created whole statues from parts, conflated the contents of 

multiple excavations in his writings, and even created a fictitious findspot.   Among other 

misrepresentations, Cesnola presented excavations from a series of tombs at Kourion as 

the “Treasure of Kourion,” with a stated findspot in subterranean vaults.23  Many of the 

bowls with Cypriot findspots are attributed to the “Treasure of Kourion,” and thus have 

likely tomb contexts. 

The bowls from Cypriot find spots are highly diverse in material, complexity, and 

style.  The majority (15 out of 22) are silver or silver-gilt, with one of solid gold.  There are 

bowls of great simplicity and bowls of staggering complexity, such as Cy8.  (Illustration 

3.12)  There are bowls that bear strong formal resemblances to bowls from other regions, 

such as Cy3, Cy22, and Cy24, bowls that seem unique in the corpus, such as Cy21, and a 

series of bowls which may reasonably be presumed to come from a single workshop.  In 

addition, there is a huge range in the quantities of engraving and repoussé, density of 

composition, and styles of figural depiction.  Many of the Cypriot bowls are more complex 

and of more expensive materials than surviving bowls from Greece or Crete.   A number 

 
23 Vassos Karageorghis, Ancient Art from Cyprus: The Cesnola Collection in the Metropolitan Museum of 
Art, in collaboration with Joan R. Mertens and Marice E. Rose (New York: Harry N. Abrams, 2000), 4-6; 
Olivier Masson, “Kypriaka. I. Recherches sur les Antiquités de Tamassos,” Bulletin de Correspondance 
Hellénique 88 (1964): 199-238; and The British Museum, “Bowl,” accessed April 18, 2018, 
http://britishmuseum.org/research/collection_online/collection_object_details.aspx?objectId=282690&p
artId=1&searchText=123053&page=1s 
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of them have a great deal in common formally with the bowls from the Italian peninsula.  

I associate this outcome with the Cypriot bowls’ specific association with the ruling elite, 

and, as we will see in the discussion of Greek bowls, with the greater survival rate of tomb 

deposits than of sanctuary deposits. 

Cy1 

Illustration 3.1: Cy1, Bowl, photo 
Musée du Louvre, AO 20135 
Markoe, Phoenician Bronze and Silver Bowls, 243 
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Cy1 is a complex, costly silver and gold object with a high degree of compositional 

rigor.  The bowl is one of two from Cyprus believed to come from a sanctuary context.24  

The central medallion is a mesh of interlaced rosettes, known on only one other bowl 

(Ca1 from the Italian Peninsula), surrounded by two very narrow friezes and two registers 

of figural decoration.  The narrow friezes are canonical for the koine, as is the design of 

the inner register, a series of alternating vignettes of a kilted male in combat with a falling 

griffon (a version of which can also be seen on Cy2) and a four-winged deity in a scaled 

long robe fighting a lion, all separated by two-tiered voluted palmettes.  

The outer register depicts a military procession, a frequent motif on the Italian 

bowls, but one which does not occur on any of the surviving bowls from Egypt or the Near 

East.  The procession is hybrid in the extreme, including men on foot, on horseback, in 

chariots, and on a camel, alternating Egyptian and Assyrian dress, carrying a miscellany of 

spears, riding crops, and bows and arrows.  In addition, three of the foot soldiers carry 

round shields similar to the aspis (hoplite shield), however, they extend them rather than 

carrying them against their body in the typical hoplite fashion.   

The hybridity of the outer register must be deliberate, as the figures with Egyptian 

clothing and hairstyles alternate in the same groupings with the figures in Near Eastern-

type garments.  As noted above, the military processions have a great deal in common 

 
24 Glenn Markoe, Phoenician Bronze and Silver Bowls from Cyprus and the Mediterranean, v. 26, 
University of California Publications:  Classical Studies, eds. Ann Bergren, Mortimer Chambers, Alan Code, 
Ronald Stroud, John Sullivan (Berkeley:  University of California Press, 1985), 170.   
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with those on several of the bowls from the Italian Peninsula (E3, E7, E8, and E9) which 

include bare-chested riders in leggings or pleated kilts, and soldiers alternating in 

Egyptianizing and Assyrianizing garb, although the hoplite soldiers on the E series bowls 

carry their shields against their bodies rather than extended.  The horses on E9 have an 

ankh on their right hindquarters, in the exact position where the concentric arcs fall on 

the Cy1 horses.  There is sufficient similarity between Cy1 and the E series bowls noted 

above that it is not out of the question to propose a common model, or manufacture in 

the same location or by artists trained in the same tradition. 

The presence of the round shields indicates at least an Iron Age date for the work, 

presumably after the last quarter of the eighth century, while the design of the inner 

register shows a clear understanding of the features of the LBA koine.  The hybridity of 

iconography in the military procession shows that elites must have continued to derive 

value from deliberately hybrid portrayals.   

From the standpoint of execution, this work is an interesting combination of 

expensive materials, high complexity and high compositional rigor with a very free and 

sketchy style in the execution of the figures, particularly the normally highly symmetrical 

voluted palmettes.  The apparent lack of understanding of the crashing griffin motif is 

another conundrum.  The position of the hero, the angled back legs, and the forelegs 

resting on the ground show that the artist intended the same motif as Cy2, yet the head 

and the wings have melded into a harp-shaped object. 
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Illustration 3.2: Crashing griffin motif 
Left:  Cy1; Right: Cy2  
 

Despite the fine materials and compositional rigor, the execution of the figures 

suggests this is a second wave object, produced in emulation and with understanding of 

the originals, by craftsmen who did not possess all of the requisite skill sets at the highest 

level.  If this is the case, the hybrid iconography in the outer register may reflect a desire 

on the part of the patron to self-associate with the great powers. 
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Cy2 

lllustration 3.3: Cy2, Bowl, photo 
Silver bowl from Idalion, Louvre AO 20134 
Wikimedia commons, 
https://commons.wikimedia.org/wiki/File:Cup_Idalion_Louvre_N3455.jpg, accessed 
January 15, 2018 
 

Cy2 is another very costly gilded silver object, from the same presumed sanctuary 

findspot as Cy1.  The central motif is a version of the smiting Pharaoh, a motif which dates 

to predynastic Egypt and remained in use in Egypt and around the Near East.25  This 

version, however, is not canonical:  the attendant on the left wears a Near Eastern style 

beard, and the artist has substituted a Horus hawk for the typical standing humanoid 

version of the deity. (Refer to Cy8 below for a canonical version of the motif). The inner 

register is a series of vignettes of the lion with human captive motif, however the artist 

has substituted alternating sphinxes and griffins for the canonical lion, again indicating 

 
25 Feldman, “Luxurious Forms,” 16. 
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understanding of the motif’s meaning.  The outer register depicts a series of lion and 

griffin combats, with some vegetation.  The design of both registers is thus fully canonical 

with regard to the LBA koine.  

Like Cy1, this work is an interesting combination of expensive materials, detailed 

imagery, and ambitious and elaborate composition with execution that does not achieve 

the level of finesse shown in many other silver and gold bowls (for examples Cy8, As1, E1, 

and E2).  The artist has set up a formally rigorous composition, with a horizontal ground 

plane defining a viewing orientation and creating an implied vertical axis through the 

central medallion, yet the vignettes in the two registers just miss alignment and 

positioning on the vertical axis.  This is not a case of the artist not being interested in a 

vertical axis:  such an axis is clearly implied, yet not quite achieved.  Similarly, the spacing 

of the sphinx and captive motifs in the first register is clearly intended to be even – the 

sphinxes are nearly identical and are not grouped in twos or threes, yet they miss equal 

spacing, and the stylized lily seems like an afterthought. 

The figures are competently executed, with both repoussé modeling and complex 

engraved detail:  the crashing griffin motif in particular has a great deal of graphic 

sophistication and power.  The border bands, however, lack uniformity of execution.  The 

punches are identical, but waver from the lines and arcs they are intended to form, are 

not evenly spaced, and are neither parallel nor concentric with regard to one another – 

the distance between the large and small punches varies noticeably. 

I propose that, like Cy1, this is a second wave object, produced in a secondary locale, 
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or by a less-skilled craftsman, who nonetheless understood the meaning of the motifs and 

the koine tradition.  The substitution of the Horus falcon for the humanoid Horus, for 

example, indicates an awareness of the meaning of at least some of the iconography and 

all of the combat motifs relate to one another thematically.   

Despite the lack of finesse of some of the elements, this is a dazzling work of art.  

The gilt silver surface (Illustration 3.3) with the rippling variations of the repoussé and 

strong rhythm of the punched borders would have had a stunning visual effect and would 

have appealed to the Cypriot elite and impressed their audiences of peers and 

subordinates.  As noted above, the vignetted composition and aristocratic / mythological 

imagery follow the Late Bronze Age koine.  Whether produced in the LBA or in emulation 

of that style, it is clear that the style had resonance for the Iron Age elites and met their 

needs for validation and display.   
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Cy3 

Illustration 3.4: Cy3, photo 
Metropolitan Museum 74.51.5700 
Courtesy of the Metropolitan Museum of Art 
 

Cy3 is a bronze object with several strong comparanda for both shape and 

iconography from other regions.  It is believed to come from a chamber tomb near Idalion.  

The tomb contained few grave goods, but whether this was due to prior looting or was 

the actual condition of deposition is not known.26 The bowl has a central rosette 

medallion with omphalos center, a recessed base, and a single register of figural 

decoration depicting an offering scene with a priestess, two offering tables, and file of 

dancers and a file of musicians processing toward an enthroned deity.  The fragmentary 

 
26 Markoe, Phoenician Bronze and Silver Bowls, 172.  The tomb was an early excavation by Cesnola. 
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Is1 depicts a portion of such a scene, although the details differ. 

Cy3 is very similar in format to G1 (Athens, Kerameikos) and to Cr16 (Idaean Cave):  

all three have a raised rosette medallion with omphalos center edged with a cable band, 

recessed base that curves up to a cable band which forms the ground plane for a single 

register of figural decoration, and sides shaped in a shallow ogee profile, (Refer to 

Illustration 3.5) however, G1 depicts a somewhat enigmatic procession of humans and 

animals, while Cr16 depicts animal combats rather than an offering scene.  Furthermore, 

the figures on Cy3 are executed in very shallow repoussé with engraving as the primary 

technique, while G1 and Cr16 are notable for the very deep and dramatic use of repoussé 

in the figures.  On the other hand, G1 and Cy3 share a squarish and heavy style of figural 

depiction and very distinctive use of closely spaced lines to depict folds of clothing.  In 

addition, the lotus blossoms held by the deity on Cy3 and by the figure following the goat 

on G1 share the same unusual form.   G3, another comparandum, is much larger with a 

flat center and star medallion but does have a single register of figural decoration 

depicting an offering scene in a stylized sanctuary setting.  (Refer also to Chapters 4 and 

5 for a more extensive discussion of these works). 

The figural scene expresses complex concepts (offering to a deity, sanctuary setting, 

details of costume distinguishing the various actors) with an elegant simplicity and 

concise formal arrangement, however the figures themselves are highly schematic in their 

rendering and their proportions are not at all naturalistic:  one might describe the style as 

“simple and heavy”.  The omphalos is a feature of several Egyptian bowls, (the Tell Basta 
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treasure includes several omphalos cones which have lost their bowls) but is also known 

in the Near East.  The strong resemblance of format to G1 and Cr16 indicates a common 

thread of formal ideas about the bowls (whether of production or imitation), yet the very 

different subject matter and technical expression of the figures indicates that we cannot 

postulate production in the same workshop.  This nuanced adaptation of a similar, 

complex form to differing subject matter and motifs may suggest sophistication on the 

part of patrons and artisans alike:  in any case we are not looking at direct copying of the 

qualities of an entire object.  While this work exhibits strong hybridity in the combination 

of physical form, subject matter, and style of figural depiction, it does not partake in the 

formal elements of the LBA koine. 
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Top Left: Cy3, 13.1 cm dia. x 5.1 cm deep (3.9 x 1.5 inches) 
Top Right, G1, G1, Athens, Kerameikos, 17 cm dia. x 4.8 cm deep, (6.69 x 1.89 inches) 
 

 
Bottom Left, Cr16, Idaean Cave 
Bottom Right, G3, Olympia, 20.4 cm dia. x 3.5 cm deep, (8 x 1.375 inches) 
 
Illustration 3.5: Comparanda to Cy3 
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Cy4  

Illustration 3.6: Cy4, Bowl, photo 
British Museum 123053 
Courtesy of the British Museum 
 

Cy4 is a silver object, elaborate, complex, and formally rigorous.  The format is a 

rosette medallion with three registers of figural decoration.  The fragmentary first register 

depicts highly detailed, equally spaced sphinxes wearing solar disc crowns.  Two elaborate 

cable bands with a blank space in between separate the first from the second registers.  

The second register is a highly formal composition of vignettes.  The remaining portion 

consists of a single central vignette of two bearded figures in Assyrian dress flanking and 

extending flowers (or Egyptian sedge staffs) toward a perfectly aligned, symmetrical 

palmette.  To the left of the palmette Isis faces Pharaoh as earthly king, while to the right, 

Nut faces Horus / Harpocrates, seated on a lotus flower, as divine king.  Exactly at the 

right quarter point (and by extrapolation, at the left), is a vignette of Khepri, the sun as 
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scarab beetle, flanked by two facing representations of Horus as falcon-headed man 

kneeling on a table with hands raised in worship. Two elaborate cable bands flanking a 

band of engraved zig-zags separate the middle from the outer register. 

The outer register develops the hybrid military procession motif to a new level of 

complexity, with a castle or city under siege exactly aligned with the palmette in the 

second register.  The attackers and defenders wear variations on Egyptian, Assyrian, and 

Urartian dress, and include hoplite soldiers in crested helmets, archers in long Assyrian 

robes, horsemen, and two chariot horses (the chariot is missing) in flying gallop with a 

dog in flying gallop beneath them.  The level of detail extends to variations in tunic fringe, 

shield ornamentation, and double lines separating the bricks on the castle.  A complex 

band of interlocking X-shaped lattice edges the register. 

The three registers relate strongly to one another, not in content, but formally.  The 

rosette has a petal perfectly on axis with the centerline of the palmette and the centerline 

of the besieged castle in the third register.  Similarly, the rosette has a petal at 

approximately 90 degrees clockwise from the axis formed by the top petal / palmette / 

castle, which anchors another axis passing through the centerline of Khepri and the first 

horseman. 

The inner two registers designs are canonical for the LBA koine, although the 

presence of the hoplite shields gives the bowl a terminus ad quem of the late 8th century, 

anchoring it firmly in the Iron Age. Hybrid features of the imagery include Egyptian deities, 

military personnel in three types of dress, the inclusion of the palmette, and the use of 
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the flying gallop.  In addition to the hybridity, this bowl is notable for its consistently fine 

craftsmanship, the strict formal symmetry of the remaining elements of the second 

register, the equally strict relationship of the key elements in the registers to one other, 

and for the canonical depictions of the Egyptian deities, with a concomitant 

understanding of the roles of Pharaoh as earthly king and Horus as divine king.   

The highly hybrid imagery, careful workmanship, precise formal layout, and 

elements of the design that exhibit vignetted composition all show that this is a work 

whose patrons or makers were aware and valued the LBA koine as a suitable modality for 

elite self-representation.  On the basis of the workmanship and nuanced implementation 

of the iconography, it seems probable that this bowl is a first wave object, produced in a 

royal workshop in Egypt and disseminated as a diplomatic gift to Assyria or the Levant, 

from whence it could have made its way to Cyprus, perhaps even as gift from the king of 

Assyria to the Cypriot kings who journeyed to the Assyrian court.  (“The Seven Kings of 

the Land of Ia.”)  It is of course, possible that a high-level craftsman trained in a royal 

workshop produced this work in a different location than Egypt.  Cy4 most resembles E1 

(Italian Peninsula) which I also consider a first wave object, in its formality, complexity, 

and composition, although not at all in the workmanship / depiction of the figures. 
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Cy5 

Illustration 3.7: Cy5, photo 
British Museum 1892,0519.1 
Courtesy of the British Museum 
 

Cy5 is one of a series for which I postulate production on Cyprus, by craftsmen 

familiar with the first- and second wave bowls, but without training in their manufacture. 

The resulting objects are executed in engraving with no repoussé work. They utilize the 

format of central medallion, banding and one or more registers of figural decoration, and 

deploy canonical versions of some of the iconography, demonstrating a continuous trend 

in bowl production of hybridization and innovation around the basic form. 

The central medallion of Cy5 depicts a slight variation on the smiting Pharaoh motif.  

The outer register depicts a seated, facing divine couple (or royal couple assimilated to 
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the divine) directly above and on axis with the medallion. The balance of the register 

depicts activities and equipment suitable to a drinking party, including a cauldron on a 

stand, several drinking bowls, an amphora, two kline, male and female attendants holding 

wine pitchers, sexual activity, and musicians. 

The imagery on Cy5 is an intriguing mixture of iconography assimilating the royal to 

the divine (the smiting Pharaoh attended by a god, the royal couple assimilated to gods 

whose placement directly over the smiting Pharaoh scene cannot be accidental – refer to 

Appendix: Catalog – and the formally seated figure in the cap crown with the drinking 

bowl) with imagery of a drinking party.  Perhaps most interesting is the ambiguity of the 

figures whose roles would fit equally well in a temple setting or a drinking party:  the 

attendant proffering wine to the royal or divine couple could be an offering bearer in a 

temple scene or a servant at a party.  Similarly, the musicians could form part of a 

procession in a temple or be the entertainment at a party.  The perhaps deliberate 

ambiguity of these figures provides a clever transition between the divine and the elite, 

which, whether commissioned on Cyprus or imported, would have appealed to Cypriot 

elite attempting to justify their roles in the increasingly complex and hierarchical society 

of Iron Age Cyprus.  On the other hand, given the evidence for drinking in temple contexts 

in Egypt, it is also possible that the outer register depicts drinking and sexual activity in a 

religious context. 

The Egyptian elements of the imagery are canonical in depiction, indicating that this 

work was produced by an artist familiar with Egyptian artistic traditions. I will argue below 
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that Cy5 is one of a grouping of bowls outside of, yet produced in, emulation of the 

mainstream of bowl production, most likely for a local clientele.  This is also one of the 

few bowls that self-referentially depicts imagery of drinking bowls in use.  I noted in 

Chapter Two the importance of wine and wine-drinking to elite culture and self-

representation in Egypt and the Near East.   

Cy6  

Illustration 3.8: Cy6, Bowl, photo 
Metropolitan Museum 74.51.4556, in Karageorghis, Ancient Art from Cyprus, 307 
Courtesy of the Metropolitan Museum of Art 
 

Cy6 is a fragment of a silver bowl with the medallion and most of the registers 

missing.  What remains of the inner register depicts canonical koine elements, including 

a hunt scene, and two opposed griffins flanking a palmette.  The remaining portion of the 

outer register shows a male and female reclining on kline, facing one another across a 
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laden table and holding drinking bowls:  another instance of bowls depicted in use on the 

bowls.  To the left of the female is a procession of offering bearers, a laden offering-table, 

a wine jar, a female attendant holding a wine pitcher and stack of drinking bowls, and a 

procession of female musicians, all progressing toward the female.  A female musician 

occupies the small remaining space to the right of the male.  Inscriptions in the Cypriot 

syllabary, contemporary with the bowl, partially fill the space over the reclining figures:  

the female’s may be a name or may read “she who reigns over Cyprus,” the male’s may 

read “king.”27  It should be recalled, however, that Cyprus was at this time a collection of 

many small polities, and it seems doubtful that the most ambitious local ruler would have 

been able to contemplate domination over the entire island, thus a claim of a person to 

‘reign over’ seems unlikely.  Another possible interpretation based on the inscription, in 

conjunction with the offering table, processions of offering-bearers and musicians, is that 

this is not a banquet scene depicting a local ruler, but rather an offering scene depicting 

divinities, who might reasonably be identified as “reigning over Cyprus.”28 Hermary 

confirms the identification of the female figure as a deity, proposing that the male is a 

mortal king interacting with the goddess.29 

Cy6 is one of several bowls whose visuality has been significantly altered by 

 
27 Karageorghis, Ancient Art from Cyprus, 189. 
28 This interpretation would invalidate the reading of the inscription over the male, however modern 
scholars have assigned meaning to only two of the four signs.   
29 Antoine Hermary, “Déesse Plutôt que Reine? À Propos d’une Coupe en Argent de la Collection 
Cesnola,” Cahier du Centre d’Études Chypriotes 30 (2000): 72-73. 
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conservation, artificially reversing the figure-ground relationship from silver with dark 

engraving to a dark background with white linework. 30 

This bowl is unusual in the execution of the figures, and in the use of iconographic 

elements usually associated with the more elaborate works.  The drawing is economical, 

yet exuberant and flowing, and schematic in the extreme:  elements such as eyes and ears 

are exaggerated to highlight what they signify, and depiction of items such as the bowls 

shown in section and the tablecloth in section / elevation clearly privilege meaning over 

naturalism.  Both the individual iconographic elements such as the palmettes and griffins, 

the vignetted composition of what remains of Register one and use of the canonical 

elements of a temple offering scene show that the maker had both seen and understood 

more elaborate works such as Cy1, Cy2, and Cy4.  

If the inscriptions were part of the original manufacture, production can be assigned 

to Cyprus, by an artist familiar with both Egyptian traditions, the LBA koine, and the 

iconography of temple offering depictions.  What this bowl additionally indicates is that 

the Cypriot elite themselves were familiar with and understood these iconographic 

traditions and derived value from emulating them, whether the imagery in the outer 

register is a royal banquet scene or a temple setting.  I assign this work to the grouping of 

Cypriot bowls for which I postulate third wave production on Cyprus. 

 
30 For discussion of the bowl’s manufacture, condition, and conservation, See Elizabeth Hendrix, “A 
Cypriot Silver Bowl Reconsidered:  2. The Technique and Physical History of the Bowl,” Metropolitan 
Museum Journal 34 (1999): 21-31. 
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Cy7 

Illustration 3.9: Cy7, photo 
Metropolitan Museum 74.51.4556, in Karageorghis, Ancient Art from Cyprus, 305 
Courtesy Metropolitan Museum of Art 
 

Cy7 is a fragmentary silver bowl, which I also identify as a third wave production, 

locality Cyprus.  Like the other bowls which I assign to this category, it includes complex, 

ambitious iconography with clear and specific referents in the first and second wave 

objects, yet is executed in engraving only, with a simple and cartoon-like method of figural 

depiction.  Like Cy6, conservation efforts have reversed the figure ground relation and 

comprehensively altered the visuality. 

The central medallion depicts the remnants of a smiting Pharaoh motif.  The inner 

register includes remnants of a military procession including a chariot and foot soldiers 
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carrying oval shields and a procession of musicians.  Whether the two processions should 

be grouped together is unclear.  The outer register depicts remnants of a narrative 

involving an elite male, a city or castle, combat with monsters, and either apotheosis or 

rescue by a winged female deity.  A much more complete version of this scene occurs on 

E2 from the Italian peninsula. 

The bowl as shown in the Met photograph has been reconstructed.  Based on the 

outer register’s very strong analogy to the scene on E2, and on the apparent 

misplacement of the legs and arm of a kilted male in the inner register with respect to the 

central medallion, I suggest that the reconstruction is incorrect and that the outer register 

should be rotated approximately 140 degrees to the right, placing the apotheosis / rescue 

scene at about 4 o clock and the vertical elements, which I identify as a city or castle at 

12:00.  This would then allow rotation of the fragment depicting the military procession, 

legs and kilt approximately 80 degrees, positioning the legs and kilt with the fan-holding 

attendant, as there is nowhere else in the central medallion where they could reasonably 

be placed.  This would result in an arrangement much closer to the line drawing which 

Markoe provides.  (Refer to Illustrations 3.10 and 3.11.) 

Even if this reconstruction is not accepted, the outer register is a clear emulation of 

an ambitious and complex narrative scene which can be found on elaborate bowls of the 

first or second waves of production.  Cy7 resembles Cy5 and 6, and, it will be seen also, 

Cy11, 13, 16, and 17 in its combination of ambitious narrative with very schematic 

depictions.  It also demonstrates familiarity on the part of the makers, and presumably 
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the patrons, with iconographic and narrative traditions of the entire corpus. 

 

Illustration 3.10: Cy7, photo 
Metropolitan Museum 74.51.4556 
Courtesy Metropolitan Museum of Art, in Karageorghis, Ancient Art from Cyprus, 305 
Diagram by the author 

APOTHEOSIS 

CITY / CASTLE 

KILTED LEGS 



 138 

 
Illustration 3.11: Cy7, line drawing 
Markoe, Phoenician Bronze and Silver Bowls, 254 
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Cy8 

Illustration 3.12: Cy8, Bowl, photo 
Metropolitan Museum 74.51.4554  
Courtesy of the Metropolitan Museum of Art 
 

Cy8 is extraordinarily detailed and of very refined execution.  The workmanship is 

of the finest quality, and the figures display a remarkable level of detail, with engraving 

used to depict elements such as strands of hair, eyes, and nostrils on figures that cannot 

be more than one inch tall.  The central figural medallion depicts a four-winged deity in 

Assyrian dress in combat with a lion.  Both registers have fully vignetted designs in the 

mode of the LBA koine. Iconography includes bull combat, smiting Pharaoh, crashing 

griffin, lion with human captive, as well as sphinxes, goats, and griffins flanking elaborate 

palmettes.  The bowl carries two separate inscriptions of ownership in the Cypriot 
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syllabary, a partly erased one over the head of the griffin in the outer register and directly 

over the central medallion, naming a royal owner (“I am of Akestor, king of Paphos”) and 

the second, later one, at the left quarter point (“I am of Timokretes”),31 highlighting its 

long life story.  

The iconography of this bowl includes more scenes of the dramatic expression of 

power than any other:  scenes that are usually reserved for central figural medallions are 

scattered liberally around the registers.  It is hybrid in the extreme, combining canonical 

Egyptian iconography with figures in Assyrian dress and heraldic compositions of animals 

flanking palmettes.  In terms of physical complexity, cost, workmanship, and iconographic 

sophistication, Cy8 is comparable to the bowls of Yaba (As1), Wen-djebau-en-djed (Eg6), 

Cy4, and E1 and E2 from Praeneste (refer to Chapter 6).  I identify it as a work of the first 

wave, produced in and disseminated from a major center such as Egypt or Assyria and 

with multiple owners prior to deposition. 

It is, in addition, perhaps the most visually overwhelming of all the known bowls:  

the combination of silver and gold with the remarkable level of detail is dazzling to a 

modern viewer – one can only speculate on how much more so it would have been to 

someone not accustomed to electric light and electronic media.  The way that the figures 

in the central medallion break out of the border band, also unprecedented among other 

known bowls, must have given them a sense of movement, as if they were exploding out 

 
31 For location and translation of inscription, see Karageorghis, Ancient Art from Cyprus, 183. 
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of the medallion, which, combined with the level of detail, undoubtedly contributed to 

the perception of life-likeness of the imagery.  The level of detail invites prolonged 

viewing and many of the scenes, although not continuously narrative in character, 

present condensed narratives that invite storytelling.  I will discuss the similarities 

between Cy8 and E1 in Chapter 6. 

Cy9 

Illustration 3.13: Cy9, photo 
Metropolitan Museum 74.51.4551  
Courtesy of the Metropolitan Museum of Art, in Karageorghis, Ancient Art from Cyprus, 
301 
 

Cy9, with a probable tomb findspot, is a sophisticated expression of abstracted 

Nilotic imagery.  The rosette medallion has a deep repoussé center which may have 
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functioned as an omphalos suitable for holding the bowl.  With great visual economy, the 

artist has conflated the border bands of the two registers with the figural depiction:  the 

bands take the form of water schematically depicted as if seen from the top.  Evenly 

spaced tree-height papyrus plants form the backdrop of each register, with evenly spaced 

swimming ducks in the first register and swimming deer and lions in the second the only 

additional decoration.  From an artistic standpoint, Cy9 displays an elegant minimalism, 

and a possible interest in keeping the gold surface as smooth as possible.  The animals are 

depicted with great economy of linework, and the marsh scene is reduced to its visual 

fundamentals.  

The extended narrow friezes are the only canonical koine characteristic, however 

Cy9 is reminiscent of several of the Egyptian bowls.  As discussed in Chapter 2, marsh 

iconography was particularly popular in Egypt where it carried connotations of fertility 

and abundance.  Papyrus plants as backdrop for marsh scenes occur on As1 (Bowl of 

Yaba), and two of the Tell Basta bowls:  Eg3 (bowl of Ameneminet) and Eg5 (the 

Swimmers’ Bowl), and the theme of swimming in the marshes / animals in the marshes 

on As1, Eg1, Eg2, Eg3, Eg4, Eg5, and Eg6.  It is possible to make a good case for this being 

either an Egyptian work, or one produced by an Egyptian-trained artist, particularly since, 

as the Amarna Letters indicate, Egypt was known as a source of gold as a raw material 

during the Late Bronze Age.  The stunning visuality of this work would have had general 

appeal.  It is possible to imagine it produced around the same time as the Bowl of Yaba, 

and circulating around Egypt and the Near East for several hundred years prior to final 
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deposition in a Cypriot tomb.  

Cy10 

Illustration 3.14: Cy10, photo 
Metropolitan Museum 74.51.5616 
Courtesy of the Metropolitan Museum of Art 
 

Cy10 is an unusual work which seems to come from the periphery of the bowl 

tradition.  The quality of the workmanship is very high:  the knobs on the outer rim seem 

perfectly spaced.  Similarly, the rosette medallion, single register of papyrus plants and 

four goats with curving horns and prominent eyes seem perfectly spaced and identically 

executed.  The form of the bowl with knobs ornamenting the rim is unusual, as is the use 

of primarily engraving and very shallow repoussé to execute the decoration, yet the 

choice of iconography clearly references the primary tradition of bowl production.  It is 
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not out of the question that the bowl was made in one place or artistic tradition, and 

ornamented later, in a different tradition, by a different artisan.  The bowl appears to be 

a third wave object from a different center than either the Iranian bowls or the series Cy5, 

6, 7, 11, 13, 16, and 17 for which I postulate production on Cyprus. 

Cy11 

Illustration 3.15: Cy11, photo 
Metropolitan Museum 74.51.4552 
Courtesy of the Metropolitan Museum of Art 
 

Cy11 has a central rosette medallion surrounded by a blank register and a frieze of 

alternating lotus flowers and buds.  The outer register depicts a series of hybrid vignetted 

scenes including griffins and sphinxes flanking palmettes, Horus falcons, and an Assyrian-
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style four-winged deity.  The bowl also bears an inscription of ownership: “I am the bowl 

of Epiorwos, son of Dies.”32 

I assign Cy11, with its characteristic combination of engraving, no repoussé, and 

free, cartoon-like yet accurate execution of first- and second-wave bowl iconography, to 

the corpus of Cypriot-made bowls commissioned for local elites.  The design shows clear 

awareness of and intent to emulate the koine:  extended narrow friezes, vignetted 

composition, and highly hybrid imagery.   

Despite some damage, Cy11 retains much of its original visuality, with the visually 

dominant shiny silver surface inviting closer examination of the linework, the only 

example of the proposed Cypriot third wave corpus in close to its original state.  The 

composition is highly rigorous.  As I discuss in in the catalog, the radius of the bowl is 

divided into six equal widths:  the central medallion, four registers, and the distance to 

the edge.  The engraved circles are precisely executed, and in the outer register the two 

naturalistic tree motifs fall precisely opposite one another, at the zero and half points.  

Karageorghis and Markoe believed that the inscription was placed during the original 

manufacture of the bowl, and its location in the only blank space in the otherwise evenly 

distributed outer register supports this interpretation, which in turn supports my 

attribution to a third wave Cypriot corpus produced for local patrons. 

The iconography is unusual.  When examined in conjunction with Cy16 and E14, it 

 
32 Karageorghis, Ancient Art from Cyprus, 185. 
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becomes apparent that the work incorporates motifs (a duck and a winged snake) that 

are elaborated hieroglyphs in addition to the typical prestige imagery of sphinxes, griffins, 

and palmettes  The imagery further shows an awareness of specifically Egyptian symbols 

of royal power:  the composite snakes are a conflation of an Egyptian uraeus (cobra) 

goddess with a Horus falcon, thus a combination of divine femininity with a male divinity 

specifically associated with royal power and divine patronage of the king; 33  and the Horus 

falcons with flails, a symbol of Egyptian royal authority.  The medallion and lotus frieze 

are capably executed, with repeated elements nearly identical in form.  The figural 

decoration is competent, but not elaborate in execution. 

Karageorghis, following Markoe, suggested that the use of the word phiale (libation 

bowl) in the inscription implies a dedication to ritual use rather than luxury or elite 

display,34 however I find it questionable to assume rigid distinctions between ritual and 

everyday life at this period on Cyprus.  It seems likely that libations would have been 

poured at a feast or drinking party, and particularly during the feasts that accompanied 

the elaborate performative funerals during which most of these objects were consigned 

to their places of final deposition.  Given the evidence of the tombs and the likely need of 

the emerging Cypriot elite to legitimize their status, how can we separate elite religious 

practice from performative display? The deposit of these objects overwhelmingly in 

tombs rather than as sanctuary dedications indicates an emphasis on “public 

 
33 Refer to the catalog. 
34 Markoe, Phoenician Bronze and Silver Bowls, 73; Karageorghis, Ancient Art from Cyprus, 185.   
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consumption rituals or feasting” / performative consumption.35  In this context, an 

inscription of ownership seems particularly oriented toward display of wealth even if the 

display occurs in a religious or quasi-religious context. 

Cy12 

Illustration 3.16: Cy12, photo 
Metropolitan Museum 74.51.4553 
Courtesy of the Metropolitan Museum of Art 
 

Cy12 is silver with gold plating, with a figural central medallion and two registers of 

decoration with related content, divided by idiosyncratic border bands.  The medallion 

depicts a standing bull, the first register a file of grazing horses, and the second register a 

 
35 Rupp, “Seven Kings,” 216. 
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series of vignettes of herbivores in front of papyrus clusters.  The work is notable for the 

sophisticated naturalism of the animals and elegant informality of the papyrus stems, in 

conjunction with the rather careless execution of the composite punched border bands.  

As with Cy11 it is possible to reconstruct the original visuality. 

On the basis of stylistic features (the execution of the banding) I group Cy12 with 

Cy2 and Cy15 as products of a single workshop, but without any implication that the 

workshop was necessarily located on Cyprus.  Refer to the discussion of images and style 

under Cy15 below.   

Cy13 

Illustration 3.17: Cy13, photo 
Metropolitan Museum 74.51.4555 
Courtesy of the Metropolitan Museum of Art, in Karageorghis, Ancient Art from Cyprus, 298 
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Cy13 is a remarkably dense composition with a medallion and four registers of 

figural narrative executed in engraving only.  The central medallion depicts Isis nursing 

the child (as opposed to infant) Horus in front of a papyrus cluster, a variant of which 

occurs on E1.  A frieze of papyrus heads forms the ground plane of a narrow register with 

horses and a herdsman.   

The second register, like Cy5, suggests a drinking occasion in a religious setting, with 

a series of reclining males, a wine server, a musician, and an apparent enthroned deity, 

bordered by another papyrus frieze.  The third register includes what I interpret as up to 

three narratives:  a dinner party or possibly court scene with servers waiting upon a 

reclining elite male, an offering scene with two lines of offering bearers, some of them 

dragging animals, and two of them apparently making obeisance in front of another deity, 

and a third scene, mostly illegible, which may depict animal combats.  A border band of 

intertwined vines and fruit separates the third from the outer register.  The remaining 

portions of the outer register depict a journey of wheeled vehicles to a walled city and a 

line of female dancers. 

This object is idiosyncratic in the extreme:  while there are some familiar elements, 

they are combined in atypical ways. The execution of the figures is extremely casual, 

almost cartoon-like, yet the narrative content is clear and intentional.  The central 

medallion is a typical Egyptian motif, and the first register with its images of herdsman 

tending animals is reminiscent of the scenes of abundance in Egyptian tomb paintings.    I 
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propose that the second register represents a drinking party in a sanctuary, known to be 

consistent with Egyptian religious practice, but also unlikely to have been confined to 

Egypt.  The third register is divided into two and possibly three narrative segments.  The 

top segment (approximately one-third of the register), with its imagery of service to an 

elite male, and particularly the figure next to the palm tree with his hands raised, may 

depict homage to a ruler, an image that would be unique among the known bowls, but 

which would fit well with the Cypriot elite’s practice of legitimation via performative 

display.  The next one-third represents an offering scene, but the action is much livelier 

than usual for these scenes with their typical processions of offerors, dancers, or 

musicians. The damaged portion of this register, also approximately one-third, could 

belong to either the court or the offering scenes, however, based on its length and what 

remains of the imagery, it seems likely that it depicts a third narrative sequence. 

The fourth register, with its imagery of chariots, laden carts, at least one cart with a 

reclining figure, city walls, dancers, and yet without military or hunting imagery, is unique 

among the surviving bowls and clearly represents an important occasion for the elite 

protagonists.  Based on my conjectural identification of the reclining figure on the cart 

leaving the fortress as female, I suggest that this scene could represent the festivities and 

preparations for an alliance marriage, with the figures picking palm fruit engaged in 

preparation.  Alliance marriages formed a documented and significant part of diplomatic 

relations in the Bronze Age.  It seems reasonable that the competing rulers of the polities 

of Cyprus would have engaged in such strategies to bolster their alliances and increase 
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their territories  

As with Cy6 and Cy7, the visuality of Cy13 has been completely altered from its 

original appearance, via deterioration and subsequent conservation efforts.  The once 

pale, shiny silver is now brown, and the darker engraved images, once visible as shadowed 

lines, have almost certainly been enhanced with white paint for display purposes.  Thus, 

both the originally dazzling visual effect and the balance of figure to ground has changed, 

reducing the appearance of movement as light played across the shiny surfaces, and 

foregrounding the linework of the imagery. 

I assign Cy13, with its casual engraved imagery, ambitious and exuberant figural 

narratives, and incorporation of high-status motifs from more refined works, to the third 

wave Cypriot corpus.   

Cy14 

Illustration 3.18: Cy14, Bowl, photo 
Metropolitan Museum of Art 74.51.4552a 
Courtesy of the Metropolitan Museum of Art 
 

Only the rim of Cy14, a silver bowl attributed to Kourion, survives.  The remaining 

fragment has remnants of an elaborate cable band with double engraved linework around 
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punched centers, and a Greek inscription written in the Cypriot syllabary, “Of Dieithemis 

the basileus.”36  This fragment is one of at least six inscribed bowls from Cypriot find 

spots.37  The inscribing of a name and title demonstrates the interest in staking a lasting 

claim to these objects, an interesting endeavor, since, if not destroyed, bowls will outlive 

their human patrons.  Given the lack of context in this case, we cannot know whether the 

inscribing owner was the original patron, the final owner who took the bowl with him to 

his tomb, or one of a series of owners during the bowl’s life history. 

Cy15  

Illustration 3.19: Cy15, Bowl, photo 

 
36 Anna Satraki, "The Iconography of Basileis in Archaic and Classical Cyprus: Manifestations of Royal 
Power in the Visual Record," Bulletin of the American School of Oriental Research 370 (2013): 128. 
37 Refer to Feldman, Communities of Style, ch. 4, for further discussion. 
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Cyprus Museum, Nicosia J755 
Markoe, Phoenician Bronze and Silver Bowls, 265 
 

Cy15, like Cy1, Cy2 and Cy12, is silver gilt.  It comes from a known tomb context, an 

elaborate burial with a chamber tomb and dromos, partially looted but retaining many of 

the grave goods.38  The imagery consists of a naturalistic horse in the  central medallion 

and two blank registers, separated by border bands of punches which strongly resemble 

those on Cy2 and Cy12 

Cy15 resembles Cy12 in format, iconography, and execution.  In addition to the 

similarities in format, and in the style and execution of the border bands, the minute 

details of the rendering of the horse is nearly identical:  the naturalistic musculature, the 

shapes of the hooves and fetlocks, and the tail indicated with dashed lines.  This is the 

only case among the known bowls where there is sufficient similarity of detail to make 

production by the same hand not only possible but likely.  As noted above, border bands 

similar in both style and casualness of execution also occur on Cy2, however Cy2 is 

otherwise quite different in iconography and the details of rendering of the figures.    

 
38 Masson, “Kypriaka,” 213-20. 
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Cy16 

Illustration 3.20: Cy16, Bowl, photo 
Metropolitan Museum 74.51.4558a and 74.51.4558b 
Courtesy of the Metropolitan Museum of Art 
 

Cy16 survives in two small fragments. It is most notable in the context of this 

discussion for the frieze of non-textual hieroglyphs in the rim banding visible in Fragment 

B.  Of particular interest is the use, as on Cy11, of the winged cobra, the conflation of two 

of the most potent symbols of Egyptian royal power:  the uraeus and the Horus falcon. 

The small quantity and poor condition of the remaining material makes it difficult 

to analyze workmanship, the presence of koine features, likelihood of production on 

Cyprus or membership in the Cypriot third wave corpus.  
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Cy17 

Illustration 3.21: Cy17, photo 
Metropolitan Museum 74.51.4559 
Courtesy of the Metropolitan Museum of Art 
 

Cy17 is a fragment of the central medallion of a silver bowl. It depicts a unique motif:  

a four-winged Assyrian deity apparently in mid-leap, holding one lion by the tail with 

another pacing between his feet.  As with Cy16, the poor condition and limited surviving 

material make it difficult to analyze in relation to the koine or to other Cypriot works.  The 

ground plane of somewhat haphazard punches between double engraved lines is 

reminiscent of the punch work on Cy2, Cy12, and Cy15. 
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Cy18 

Illustration 3.22: Cy18, photo 
Metropolitan Museum 74.51.4562 
Courtesy of the Metropolitan Museum of Art 
 

Cy18 is a silver bowl with an unusual combination of central omphalos, deep shape, 

fluted sides, and carinated rim.  The carinated, fluted shape is atypical for the corpus but 

common in the Near East as seen in several of the gold bowls from Yaba’s tomb (refer to 

Chapter 2) however the Yaba’s examples are much shallower and the shoulders much 

wider with respect to the neck.  The figural decoration consists of a frieze of thirteen 

individually depicted, clockwise-facing ducks walking around the rim. 
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The size (10.5 cm in diameter by 5.4 cm deep, or 4.125 x 2.125 inches), shape, and 

omphalos center would make it well suited to fit in the hand for wine consumption.  It is 

unclear whether the decoration is original to the object or added later.  Cy18 has an 

interesting comparandum in E3, the Bernardini Cauldron, another exceptionally deep and 

unusually shaped object, with a frieze of individualized ducks at the rim.  The Bernardini 

ducks are much more detailed but the shape, individuality of stance, and generally 

naturalistic portrayal of the walking posture of ducks is similar.    

Cy18, detail of rim 

E3, Bernardini Cauldron, Bernardini Cauldron, Villa Giulia 61566 
 
Illustration 3.23: Cy 18, Comparandum  

Cy19 

Cy19 is omitted due to lack of secure provenance and quality imagery. 
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Cy20 

 

 
Illustration 3.24: Cy20, Schemes A (left) and B (right), line drawing 
Cyprus Museum, Nicosia  
Markoe, Phoenician Bronze and Silver Bowls, 268-69 

Cy20 is a silver bowl from an elaborate chamber tomb with a dromos.  The bowl is 

in extremely poor condition, with the imagery completely illegible to the naked eye.  Data 

produced by a scan at the British Museum led to the suggestion that the object had been 

decorated and then later reworked with a completely different decorative scheme.   

Both proposed reconstructions are without parallel in the bowl corpus as currently 

known.  Scheme A has a central medallion with figures in Egyptian dress surrounded by a 

frieze of papyrus stalks, a second of tufted vegetal elements with connecting stems, a 

third of non-textual hieroglyphs, and an outer border of abstracted interconnecting 

papyrus heads.  Scheme B, the proposed reworking, has a sphinx central medallion, 

several bands of parallel radial hatch marks, a completely unprecedented band of 
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interconnecting hatched squares and diagonals, one band of teardrop shapes, and 

another unprecedented band of sphinxes alternating with panels of hatched diamond 

shapes. 

Without access to the original data from the scans, it is difficult to interpret the 

results, as the presence of so many unprecedented motifs on one object seems open to 

question.  Similarly, reworking the design seems like a huge investment of labor:  why 

spend the labor to re-engrave instead of starting over with a fresh bowl body?  Was the 

intent to completely efface the original scheme?  Without understanding the visual result, 

it is even more difficult to imagine a motive.  In the case of defacing a statue, relief, or 

inscription, as was with the images of Ashurbanipal at Nimrud, there is clear intent to 

erase the memory of the person or idea represented, however the imagery on the bowl 

seems to be fairly benign. It is worth noting that Scheme A is completely Egyptian in 

content, while Scheme B seems more hybrid.  If the reconstructions are correct, it seems 

possible that possible that Cy20 could have been produced in Egypt, but without better 

evidence, all discussion remains conjectural 
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Cy21 

Illustration 3.25: Cy21, Bowl, photograph 
Cyprus Museum, Nicosia 
Markoe, Phoenician Bronze and Silver Bowls, 271 
 

Cy21 is a bronze bowl which is unique in the corpus.  Apart from the approximate 

rosette shape of the medallion, the imagery bears no relationship to any of the other 

surviving works.  This could be a fourth wave object or come from a completely different 

tradition of metalwork somewhere in the Near East.  In any case, the object made its way 

to Cyprus and had sufficient value to its final owner to be buried in a chamber tomb near 

Palopaphos. 
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Cy22 

 
Illustration 3.26: Cy22 
Cyprus Museum, Nicosia 1980/XII-18/2 
Markoe, Phoenician Bronze and Silver Bowls, 273 

Cy22 is a bronze bowl with strong comparanda from other regions.  Relatively deep, 

with an aspect ratio of .3, it has a central rosette medallion bordered by a frieze of vines 

intertwined with lotus buds and floral motifs and a repoussé cable band.  The single, wide 

register of figural decoration depicts a hunt scene. 

The iconography of the hunt scene is reminiscent of Ug2 (Chapter 1) with the liberal 

use of the flying gallop to depict a profusion of animals running in wild abandon, some 

literally under the other’s bellies.  The shape, format, and overall visual impression 

resemble G4, a deep bronze bowl packed with narrative content, and G7, another deep 

bronze bowl with cable banding, heavy and schematic repoussé figures, and an action-

packed hunt scene, although G7 has two registers of figural decoration.  The style of the 

figural depiction on this bowl most resembles Cy3:  the figures are squarish, with thick 
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limbs, and features such as eyes and noses schematically exaggerated.    

 
Illustration 3.27: Cy22 (top) and Ug2 (bottom), comparison of flying gallop 
Cyprus Museum, Nicosia 1980/XII-18/2 
Cy22:  Markoe, Phoenician Bronze and Silver Bowls, 273 
Ug2:  Aruz, Benzel and Evans, eds., Beyond Babylon cat. 147  
 
The similarity between Cy22 and Ug2 (the dynamism of the composition and the 

execution of the flying gallop motif) is so great that it seems possible they come from the 

same tradition. 

Cy23 

Cy23 is a silver bowl with a gold band and is omitted from this study due to its 

extremely poor condition.  Refer to catalog for museum number and references.  
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Cy24 

 
Illustration 3.28: Cy24, photo left, engraving right. 
Ägyptische Museum, Berlin, 14117  
Photograph in Markoe, Phoenician Bronze and Silver Bowls, 361; engraving in Cesnola, 
Cyprus, New York Public Library Digital Collections, 
https://digitalcollections.nypl.org/items/510d47e1-00ff-a3d9-e040-e00a18064a99, 
accessed July 12, 2019 

Cy24 is a silver bowl from Atheniou.  The medallion is a unique conflation of a 

composite rosette (rosette center with lotus petal surround) with a variant of the 

Swimmer’s motif familiar from bowls Eg4 (Bowl of Amy), Eg5 (Swimmers’ Bowl), Eg6 (Bowl 

of General Wen-djebau-en-djed) and As1 (Bowl of Yaba), such that the woman, horses 

and fish, instead of swimming in the water, swim in front of the open lotus which 

symbolizes the sun. The single wide register of figural decoration has a continuous 

backdrop of uniform papyrus stalks, in front of which four evenly spaced reed boats float 

with a chariot, two cows, horses, and birds on the bank behind and between.  The 

occupants of all four boats have jars or other equipment that can be associated with wine. 
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The bowl has strong comparanda in both As1 (Bowl of Yaba) and E1 from the 

Bernardini Tomb, which I will discuss further in Chapter 6.  In general, this bowl is a 

somewhat formal and stilted rendering of the iconography of the Bowl of Yaba.  The most 

striking curiosities are the conflation of the solar with the water motif in the medallion 

and the fact that all four reed boats do not travel in the same direction:  one travels 

counterclockwise and the other three, clockwise.  In addition, the chariot seems out of 

place in what is otherwise a mystical marsh setting with at least some deities partaking of 

wine.  All of these beg the question of whether the artist understood these motifs, 

thereby challenging the modern viewer to seek additional meaning, or whether this is a 

case of copying a popular and widely disseminated motif.  The poor condition makes it 

hard to judge quality of workmanship, therefore I will not speculate as to whether it is 

first wave or second wave production, or how long it remained in circulation.  Nonetheless 

this is a complex and elaborate object.  Like the bowl of Yaba, it depicts images of 

prosperity and abundance reminiscent of Egyptian tomb iconography.  Several scholars 

have proposed that this is intended as a literal depiction of the Festival of Bubastis as 

described in Herodotus, Histories, 2.60, describing a procession of boats en route to the 

festival.39    

When the people are on their way to Bubastis, they go by river, a great 
number in every boat, men and women together. Some of the women 
make a noise with rattles, others play flutes all the way, while the rest of 
the women, and the men, sing and clap their hands. [2] As they travel by 

 
39 Christine Lilyquist, “Treasures from Tell Basta: Goddesses, Officials, and Artists in an International 
Ages,” Metropolitan Museum Journal 47 (2012):  21 and n. 72. 
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river to Bubastis, whenever they come near any other town they bring 
their boat near the bank; then some of the women do as I have said, while 
some shout mockery of the women of the town; others dance, and others 
stand up and lift their skirts. They do this whenever they come alongside 
any riverside town. [3] But when they have reached Bubastis, they make 
a festival with great sacrifices, and more wine is drunk at this feast than 
in the whole year besides. It is customary for men and women (but not 
children) to assemble there to the number of seven hundred thousand, 
as the people of the place say.40 
 

As with the Bowl of Yaba, I find the identification of this event as a representation of a 

typical human activity problematic.  The imagery on the bowl does not match the 

description above of boats filled with boisterous festival-goers, and the presence of naked 

women interacting with animals in a marsh setting seems more likely to refer to divinities. 

E1 similarly has four reed boats, but they are more emblematic than narrative and 

do not relate specifically to a depiction of water. 

CONCLUSION 

Cyprus has the largest sample size of any region.  The objects are diverse in style, 

iconography, and workmanship.  They include some of the finest and most costly, several 

(Cy10, Cy11, Cy21) with no parallel anywhere else, one grouping of presumably local 

manufacture, and one group that can be attributed to the same hand (Cy12, Cy15).  

Eleven of the twenty-one objects analyzed have one or more koine elements, while six 

had three or more.  Cy1 and Cy4 have canonical koine imagery in the inner register and 

 
40 Herodotus, The Histories, trans. A. D. Godley (Cambridge: Harvard University Press, 1920), 2.60, 
accessed August 12, 2019, http://www.perseus.tufts.edu/hopper/text?doc=Perseus:abo:tlg,0016,001:2:60. 
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military processions in the outer, a combination which also occurs on some of the Italian 

bowls.  Cy2 and Cy8 are canonical koine in design.  Several fragmentary bowls defy 

analysis as there is insufficient material remaining. 

Cy5, Cy6, Cy7, Cy13, Cy16, Cy17 all incorporate sophisticated motifs and complex 

compositions, freely executed in an almost cartoon-like style, all.  This group, I suggest, 

was locally manufactured to meet the demand for bowls among a second-tier elite.  

Another noteworthy feature of this group is the popularity of the drinking party motif, 

which is fairly rare among other subsets of the corpus.  Many Cypriot bowls are inscribed.  

This may be a local preference, or the result of the generally better survival rate and 

condition of bowls from Cypriot sites. 

Cross regional groupings 

Cypriot bowls belong to several significant, stylistically very different cross-regional 

groupings.  I have noted above and will discuss further in Chapter 6 the correspondences 

and distribution of the motif of four reed boats in a quadripartite arrangement in the 

outer register which included As1, Cy24, and E1.  Similarly, the grouping of deep bowls 

with dynamic figural narrative (combat or hunt) in a wide outer register includes Cy22 in 

addition to G4 and G7.  Another series of bowls with shape and design similarities 

(omphalos or rosette centers, recessed bases, cable bands, and wide outer register) 

includes Cy3 in a grouping with Cr16, G1, and G12.  Bowls with cable banding, offering 

scenes, and a wide outer register include Cy3, Cr16, G1, and G13.  These bowls represent 
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the entire range of stylistic qualities, suggesting that there is no specific regional 

preference for one type of bowl over another in the primary areas covered by this study. 

Waves of Production With regard to waves of production, three groupings can be 

discerned among the bowls with Cypriot find spots, however not all bowls with Cypriot 

find spots fall into these categories.  The first grouping is Cy8 and Cy9 (and possibly Cy4):  

bowls that rank among the most intricate, most refined, and most technically and 

formally rigorous of all the known bowls, whose only comparanda in cost and level of 

refinement are As1 (Bowl of Yaba), Eg6 (Bowl of General Wen-djebau-en-djed), E1, and 

E2, two of which are reliably connected with royal patronage at the great courts of Egypt 

and Assyria.  I propose that these objects are first-wave production, made by the highest 

level craftsmen and most likely in the great centers. 

The second grouping is notable for costly materials, and a reasonably high level of 

difficulty.  This includes Cy1 and a subgroup of Cy2, Cy12, and Cy15, all three of which 

have nearly identical format, and very distinctive composite border bands with large flat 

punches edged by small flat punches surprisingly irregular in execution compared to the 

degree of difficulty of the figural decoration.  Two of this subgroup, Cy12 and Cy15, depict 

animal figures with identical details of execution, and thus are the only two bowls from 

any location which can reasonably be attributed to the same hand.  Comparanda from 

other regions include E3, E4, E5, E6, E7, E8, and E9, as well as the Egyptian bowls from 

Tell Basta. 
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The third group includes Cy5, 6, 7, 11, 13, 16, and 17, bowls notable for their use of 

primarily engraving, very schematic, yet free linework, ambitious narrative scenes, and 

large amounts of visual content, clearly produced by craftsmen who were not immersed 

in the general tradition of bowl production.  

The most likely scenario is that Cy8 and 9 were indeed products of the highest-level 

craftspeople, whether under royal patronage in Egypt or Assyria, or in another location.  

Cy1, 2, 12, and 15 are products of what we may describe as second-tier craftspeople, 

highly capable and clearly immersed in both the technical and iconographic traditions of 

bowl production.   

The bowls in the third group are products of a common tradition outside the 

mainstream of bowl production, yet which had access to mainstream bowls as models for 

format and iconography. The large numbers, combined with the inscriptions on some of 

them, suggest Cyprus as the place of manufacture.  They also indicate that there was a 

strong demand for these objects among the Cypriot elite, who, perhaps unable to obtain 

sufficient Tier 1 or Tier 2 bowls to meet their needs, commissioned local craftspeople to 

produce similar works which incorporated the features most important to the users. 

It should be noted that Cy8 stands out among all of the known bowls not only for its 

intricacy and visual impact, but also for what must have been the intentional iconographic 

deployment of numerous scenes of great narrative power, such as the smiting Pharaoh, 

typically reserved for the central medallion, sequentially in the registers.  This work must 
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indeed have been a wonder to behold, and one wonders how it came into the possession 

of the king of a small Cypriot polity. 

Based on the number of bowls inscribed with names (six out of twenty-two), there 

appears to have been an exceptionally strong interest in Cyprus in claiming these luxury 

objects in a semi-permanent fashion:  a somewhat paradoxical activity, since bowls 

outlive human owners if not actively destroyed.41  Due to the lack of detailed contextual 

information on Cyprus, we do not know if any of the inscriptions were commissioned by 

the final (depositing) owners.  In the case of Cy8, with its dual inscriptions, we know that 

at least one of the owners did not get to ‘keep’ the bowl, however, the very action of 

having one’s name inscribed on an object of such power must have been a way of 

participating in the object’s qualities, and have carried extra performative value.42 

As I have discussed above, Cyprus, as the nearest locale to Egypt and the Near East, 

is an important node in the network of bowl production, transmission, and reception.  

While Cyprus participated in Bronze Age networks of exchange and cultural patterning, 

the material evidence shows that Cyprus, unlike Egypt and the Levant, did experience 

significant social change and a reduction in prosperity at the end of the LBA.  As the region 

recovered economically and politically, the sea both connected Cyprus to and divided it 

from the Near Eastern mainland.  Goods and people came to Cyprus, but Cypriots 

 
41 The Curium treasure also included two gold bracelets inscribed for Eteandros, King of Paphos.  Markoe, 
Phoenician Bronze and Silver Bowls, 78. 
42 Refer also to Feldman’s analysis, “Speaking Bowls and the Inscription of Identity and Memory,” 
(chapter 4) in Communities of Style, 111-38. 
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participated in mainland culture only at second hand, as consumers of goods, hosts to 

visitors, and occasionally, via travel.  

The Cypriot polities of the early Iron Age formed in response to economic and 

political pressure from the economically successful cities of the Levant:  the evolving 

Cypriot elite class had therefore to develop strategies for defining their roles and 

maintaining their power not only within their communities, but also in relation to other 

Cypriot polities, and abroad.  The material evidence shows that these arrivistes 

specifically looked to Egypt and the Near East as both examples of elite consumption and 

sources of prestige objects.  

We will see in other locales considered in this study that acceptance and 

conspicuous deployment of visually stunning luxury objects was not always an accepted 

strategy for elite behavior, however this was not the case on Cyprus:  Cypriot elites 

adopted Levantine models of kingship and deployed the types of luxury objects favored 

by Egyptian and Mesopotamian elites in lavish display as key strategies in the legitimation 

of their rule. 
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Chapter 4: Crete  

INTRODUCTION 

Scholars have identified seventeen bowls from Cretan tomb and sanctuary contexts.  

Like Cyprus, Crete occupied an important position on one of the two major east-west 

Mediterranean trade routes in use from the Bronze Age to the medieval period:  from the 

Levant to Cyprus, along the Anatolian coast to the Aegean, to Crete, then on to western 

Mediterranean destinations such as Sardinia and the Italian peninsula,1 thus, people, 

ideas, and things arrived in and departed from Crete. 

While all of the regions considered in this study had unique geographical, cultural, 

and historical circumstances, and unique expression of those circumstances in the 

archaeological and historical records, Crete, like Greece, diverged significantly from elite 

Mediterranean cultural practice.2  To frame the material evidence, I begin with a brief 

review of the sociopolitical history of Crete. 

OVERALL CONTEXT 

Crete is located approximately 200 miles from Cyprus, approximately 90 miles from 

Rhodes and approximately 60 miles southeast of mainland Greece, with the Peloponnese 

being the closest region of the mainland.  (Illustration 4.1) The island’s long, narrow land 

mass runs nearly east-west.  The physical form of the landscape plays an important role 

 
1 Susan Sherratt and Andrew Sherratt, “The Growth of the Mediterranean Economy in the Early First 
Millennium BC,” World Archaeology 24, no. 3 (February 1993): 364-65. 
2 I discuss Greek divergence from Mediterranean elite cultural practices in Chapter 4. 
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in the economic and cultural history of Crete, not only with regard to trade and 

agriculture, but also cultural development, both internally and externally, and religious 

practice.  The long coastline and proximity to other islands facilitated trade and fishing, 

and the mountain ranges both divided the island along its spine and served as places of 

refuge during times of political and economic upheaval.  The archaeological record for 

Iron Age Crete shows distinct regional variations in settlement, patterns, ceramic styles, 

and cult and funerary practices.3 

Illustration 4.1: Crete and Surrounding Areas 
maps.google.com, accessed October 31, 2016 

 
3 Melissa Eaby, “Regionalism in Early Iron Age Cretan Burials,” in Prehistoric Crete: Regional and 
Diachronic Studies on Mortuary Systems, ed. Joanne M. A. Murphy (Philadelphia, PA: INSTAP Academic 
Press, 2011), 194; James Whitley, “Crete,” A Companion to Archaic Greece, eds. Kurt A. Raaflaub and Hans 
van Wees (Malden, MA: Wiley-Blackwell, 2009), 275; Nicholas Stampolidis, “Near Eastern Imports and 
Imagery on Crete During the Early Iron Age,” in Assyria to Iberia at the Dawn of the Classical Age, eds. 
Joan Aruz, Sarah B. Graff, and Yelena Rakic (New York: The Metropolitan Museum of Art, 2016), 282. 
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Historical / Chronological Background and Developments 

Crete in the Bronze Age was densely populated, with a complex sociopolitical 

organization administered in a palatial system centered first on Crete (the Minoan period) 

and then from the mainland (the Mycenean period).  As on the Greek mainland, the 

collapse of the palace system led to profound social, political, and cultural changes.  On 

Crete, these included the abandonment of many coastal settlements, the foundation of 

new communities in more defensible locations, and a probable in-migration of Doric 

speakers.  Nevertheless, there is a degree of continuity between the Bronze and Iron Age 

in names of places, names of deities, architectural elements, ceramic types, votive 

objects, burial practices, and the continued use of certain Bronze Age sanctuaries, 

including the Idaean Cave. 4 

As economic conditions improved, from the ninth century onward, as on the 

mainland, population and social complexity increased, standards of living improved, 

writing and specialized craftsmanship reappeared, and contacts with other regions, 

including the Near East, increased.  The material record shows increasing evidence for 

wealthy elites who enjoyed a relatively lavish lifestyle.5  In the Aegean in general, this 

period also saw an increasing investment / dedication of wealth in sanctuaries and 

 
4 Mieke Prent, Cretan Sanctuaries and Cults: Continuity and Change from Late Minoan IIIC to the Archaic 
Period (Leiden: Brill, 2006), 1-9. 
5 Prent, “Cretan Sanctuaries,” 10-11. 
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reduction in dedication of wealth in tombs, which scholars often cite as an indication of 

state formation.6 

Despite many similarities with the rest of the Aegean, mainland Cretan society 

seems to have evolved in a different direction from many mainland polities, especially 

Athens.  These differences included not only the persistence of Bronze Age customs but 

also an early and relatively long-lasting period of cultural engagement with the Near East.  

In addition, Cretan social and political structures varied significantly from those of Athens.  

By the seventh century, evidence from literary sources shows that Cretan society was 

composed of land-owning elites with political rights and dependent groups without them.  

Perhaps consequently, Cretan poleis did not embrace democracy, but rather had an 

oligarchical form of government involving boards of magistrates elected by and from the 

elite.7 

Wealth and Performative Display 

Luxury goods in Crete are found in both tomb and sanctuary deposits, but, as will 

also be seen in the following chapter, the nuances of both funerary and religious practices 

differ significantly both from the mainland and from Cyprus and Latium.  Tomb deposits 

are much more common in Crete than on the mainland.  The grave goods deposited in 

these tombs are often of high value (weapons, jewelry, metalworks such as the bowls, 

 
6 Prent, “Cretan Sanctuaries,” 211-14. 
7 Prent, “Cretan Sanctuaries,” 218-19.  She notes that “there is neither textual nor archaeological 
evidence for the emergence in the island of a free peasantry, which pressed for democratic reforms.” 
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and imported pottery), yet are not present in large quantities.  Interments in Tomb A1K1 

at Eleutherna, for example, to the extent that goods may be definitively associated with 

specific cremations, typically included a high-quality cremation urn, a cover (often a high 

value metal object), with jewelry or other small objects inside, weapons (sometimes 

broken) placed on or through the handles, and a small collection of other pots grouped 

around the urn.  This is a striking contrast to elite burials in Egypt, the tomb of Yaba in 

Assyria, and the extremely wealthy burials of Cyprus and Latium, on the one hand, and 

with Athenian burials with only pottery or one or two small objects on the other.   

Religious Practice 

The physical settings of Cretan religious practice included hearth temples (small 

rectangular buildings with benches around the inside and a hearth in the center), shrines 

at springs, and shrines built over the ruins of Bronze Age sites.8 The most important 

sanctuaries were extra-urban open-air sanctuaries at important natural features, such as 

the Psychro, Idaean, Liliano, and Skoteino caves.  Non-elites made offerings of food and 

drink and elites dedicated higher value items, yet the sanctuary deposits differ from those 

on the mainland, as sanctuaries themselves remained different.  While there were some 

built temples, their form and furnishings tended to follow Bronze Age traditions:  the 

classic Greek peripteral temple never took hold.9 

 
8 Whitley, “Crete,” 279-81. 
9 Prent, “Cretan Sanctuaries,” 4. 
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DRINKING AND COMMENSALITY 

Alcohol consumption had served as a status differentiator on Crete since the late 

second millennium and continued to do so during the rise of the Minoan palatial 

hierarchy.  During the LBA, Minoan elites adopted both drinking practices and associated 

drinking vessels from the mainland. Drinking as a mode of elite self-representation 

continued after the collapse of the palaces, with drinking vessels intended for both 

personal and communal use appearing in the archaeological record in both funerary and 

residential contexts through the Early Iron age and into the mid-seventh century.  

Examination of the contexts in which they appear shows both that drinking had a strong 

cultural association with elite masculine behaviors and warfare, and also that modes of 

drinking varied over time, between practices that claim dominance through hosting / 

sponsorship of communal drinking and those that emphasize the participation of 

equals.10  As Rabinowitz notes, the two archetypal elite male identities of ‘hosts’ 

(indicated by funerary deposits of ceramic kraters) and ‘fighters’ (indicated by funerary 

deposits of weapons) “provide the basic symbolic vocabulary for elite male self-

representation” from the Early Iron Age to the so-called Orientalizing period.11  

The resumption of regular contacts with the Near East brought new options for high 

status drinking, specifically the bowls which are the topic of this study.  As noted in 

 
10 Adam Rabinowitz, “Drinkers, Hosts, or Fighters? Masculine Identities in Pre-Classical Crete,” in Cultural 
Practices and Material Culture in Archaic and Classical Crete, eds. Gunnar Seelentag and Oliver Pilz, 
(Berlin: De Gruyter, 2014), 91-94. 
11 Rabinowitz, “Drinkers,” 99. 
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Chapter 2, these objects were elite status symbols par excellence in Egypt, Assyria and on 

Cyprus, where they are inextricably associated with drinking, and it seems likely that the 

knowledge of their use accompanied them to Crete.  Bowls appear in funerary contexts 

at both Knossos and Eleutherna, increasing in number (to the extent that deposits can be 

dated) from the Late Protogeometric (circa 870) to the first half of the 8th century.12 

In a similar vein, Brisart has proposed that Orientalizing objects on Crete served as 

a symbolic expression of the ruling elite, differentiating them from their dependents.  

Under this argument, bowls would serve a diacritical function in the context of 

performative commensality.13  In the stratified agricultural society of Crete, it seems likely 

that any expensive object would be inaccessible to non-elites simply on the basis of cost, 

but it is seems possible that imported objects and objects commissioned in emulation of 

imported objects would carry an extra level of prestige and inaccessibility. 

ARCHAEOLOGICAL RECORD 

The archaeological record in Crete, like most of the areas in this study, suffers from 

looting, incomplete excavation, localized rescue excavations that lack context, and early 

excavations that are incompletely published.  Many ceramics are unprovenanced.14  In 

addition, there is no specific link between the archaeological record and dateable 

 
12 Rabinowitz, “Drinkers,” 102-03. 
13 Athanasio Papalexandrou, review of Un Art Citoyen: Recherches sur L’orientalisation des Artisanats en 
Grèce Proto-archaïque by Thomas Brisart, American Journal of Archaeology Online 117, no 1 (January 
2013), accessed August 12, 2019, https://www.ajaonline.org/book-review/1481. 
14 Saro Wallace, Ancient Crete: From Successful Collapse to Democracy’s Alternatives, Twelfth to Fifth 
Centuries BC (Cambridge: Cambridge University Press, 2010), 21. 
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historical events (such as occurs with the Persian destruction of Athens) thus there is no 

currently accepted absolute dating system for Cretan objects.15 Scholars have noted a 

number of problems with Cretan cave archaeology in particular, including incomplete 

excavations, technically poor excavations, and early looting.16  Assessing evidence from 

Cretan tombs is also complicated by the practice of multiple burials, sometimes over 

extended periods,17 and the consequent jumbling of the contents. 

Material Evidence  

The Cretan corpus is particularly impacted by the incomplete data resulting from 

low sanctuary survival rates. Twelve of the surviving Cretan bowls (including two of 

uncertain attribution) come from the Idaean Cave, and five come from tombs.  The bowls 

from Cretan find spots are a disparate group.  Many are fragmentary, and thereby skew 

the formal and iconographic analysis both internally and cross regionally.  Included in the 

surviving objects are bowls that are unlike any other bowl, a group with both strong 

internal similarities and equally strong comparanda from Nimrud, one with strong 

comparanda from Greece, and another group that share an idiosyncratic cable band detail 

found only on Crete, which are good candidates for local manufacture.   

 
15 Whitley, “Crete,” 276.   
16 Nicholas Stampolidis and Antonis Kotsonas, “Cretan Cave Sanctuaries of the Early Iron Age to The 
Roman Period,” in Stable Places and Changing Perceptions: Cave Archaeology in Greece, BAR International 
Series 2558, eds. Fanis Mavridis and Jesper Tae Jensen (Oxford:  Archeopress Publishing Ltd., 2013), 188-
89. 
17 Prent, “Cretan Sanctuaries,” 214 
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As discussed above and in the introduction, with any collection of high value metal 

objects from archaeological contexts, the question of survival rate arises.  We will never 

know how many bowls circulated originally, what percentage were chosen for 

archaeologically visible deposits vs. inheritance and subsequent dispersal or destruction, 

how many were looted from tombs or graves, and how many simply did not physically 

survive the circumstances of their deposition.  The available data is that all of the surviving 

Cretan bowls are bronze, with no silver or gold, a striking contrast to Egypt / the Near 

East, Cyprus, and, it will be seen, the Italian peninsula.  Based on the evidence from other 

regions and the literary evidence of the Parthenon treasure lists (see Chapter 5), this is 

almost certainly the result of low survival rates.  Cretan cave archaeology has been beset 

with a number of problems, including tourism from the medieval period onwards and 

looting in the 19th century.  Furthermore, the location of at least one of the major cave 

sanctuaries mentioned in ancient literary sources is unknown to modern scholars.18 In 

Athens, the melting down of silver and gold objects from the Parthenon treasury was 

standard practice, in time of peace for recycling into newer objects, and in time of war as 

a financial resource. Silver and gold objects would also be the first casualties in any looting 

scenario, thus it is probable that silver and gold bowls were present on Crete, and were 

passed down within families and later destroyed, dedicated in sanctuaries and looted, 

 
18 Stampolidis and Kotsonas, “Cretan Cave Sanctuaries,” 188-89. 
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dedicated in sanctuaries and melted down, or deposited in yet-undiscovered  sanctuaries 

and not recovered to date.   

Approach 

As in most scholarship on Near Eastern / Levantine luxury objects, the question of 

date and place of production of objects found in Crete is a matter of significant concern 

in the published works.  Following Feldman, and due in part to lack of evidence for place 

of production and in part to strong continuity with Late Bronze Age works, I will not 

concern myself with dates and places of production, but will consider instead the 

evidence of the objects themselves, including find spots, formal qualities, and similarities 

to other objects.19  In my discussion, I group all of the tomb bowls and all of the sanctuary 

bowls rather than considering them in numerical order by catalog number.20  Refer to  

Appendix: Catalog for close formal analysis and additional illustrations. 

THE IDAEAN CAVE 

The Idaean Cave (Illustrations 4.2-4.6) is an extra-urban sanctuary in a striking 

physical setting.  Sited on the side of Mt. Ida, 1500 m above sea level, and inaccessible 

during the winter, the cave is a large, dramatic space, approximately 40 x 50 meters, with 

 
19 Wallace notes that "Though the increased range of types and higher quantities of metal goods in PG – 
EA Cretan graves suggest that a number of specialized metallurgical workshops must have existed in the 
island, we still have no single preserved example to study.”  See Ancient Crete, 285.  By contrast, there is 
surviving evidence for pottery production. 
20 Throughout this study, I have based numbering on the system developed by Glenn Markoe, using 
Markoe’s numbers where applicable and expanding the numbering system where new material has come 
to light. 
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light filtering into the interior from the wide entrance.  There is an upper cave located to 

the rear, with its mouth approximately 10 meters above the lower cave.  The sequence 

of finds shows that cultic activity at the site goes back at least as far as the third 

millennium B. C. and continued without interruption during the transitions from Minoan 

to Mycenean domination, and from the collapse of the palace system into the Iron Age.  

Scholars believe the sanctuary to have been inter-regional in nature, with no political ties 

to any specific settlement.21   

The cave was devoted to the worship of Cretan Zeus, a youth and fertility god 

believed to have originated as a Minoan vegetation deity who was born and died every 

year.  The worship included sacrifices both outside and within the cave.  There is a large 

rock cut altar outside, and ash altars associated with various periods at different locations 

within the cave, typically around the edges.  Animal bones, vases containing solid and 

liquid food offerings, and thick layers of oily ash were discovered within.  The cave 

contained structures:  a wall remaining near the middle and large quantities of bricks 

which Sakellarakis believed to have been part of other constructions.22 The physical 

environment included shields hung in the trees outside, and early literary sources attest 

a “throne of Zeus” which could be associated with the remnants of ivory adorned 

 
21 Stampolidis and Kotsonas, “Cretan Cave Sanctuaries, ”191; and J. A. Sakellarakis, “The Idaean Cave: 
Minoan and Greek Worship,” Kernos: Revue International et Pluridisciplinaire de Religion Grecque Antique 
1 (1988): 211, http://journals.openedition.org/kernos/114. 
22 Whitley, “Crete,” 277; Sakellarakis, “The Idaean Cave,” 210. 
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furniture noted below. 23 

Like most Cretan cave sanctuaries, the stratigraphy has been considerably 

disturbed, partly due to illicit excavations, and possibly also to ingress of water.  In 

addition to sacrifices, votive offerings from the early Iron Age included pottery, eighth-

century ivory plaques from Syria-Palestine, probably belonging to furniture, bronze and 

clay figurines, jewelry, rock crystal, amber, seals, iron weapons, tripods, glass and faience 

objects, and a large collection of bronzes, including tripod cauldrons, oinochoai, the 

bowls, and the shields which formally resemble them.24  Many of these objects are of 

Near Eastern origin.  The majority of the offerings, including the bowls, were found on the 

slope down from the entrance into the main cave.25 

 
23 Sakellarakis, “The Idaean Cave,” 210. 
24 Stampolidis and Kotsonas, “Cretan Cave Sanctuaries”; Sakellarakis, “The Idaean Cave”; Glenn Markoe, 
Phoenician Bronze and Silver Bowls from Cyprus and the Mediterranean, v. 26, University of California 
Publications:  Classical Studies, eds. Ann Bergren, Mortimer Chambers, Alan Code, Ronald Stroud, John 
Sullivan (Berkeley:  University of California Press, 1985), 164; and Hartmut Matthaus, “Cyprus and Crete in 
the Early First Millennium B.C.,” in Eastern Mediterranean: Cyprus-Dodecanese-Crete, 16th-6th Centuries 
BC: Proceedings of the International Symposium Organized by the University of Crete, Rethymnon and the 
Anastasios G. Leventis Foundation, eds. Vassos Karageorghis and Nikolaos Stampolidis (Athens: University 
of Crete, A.G. Leventis Foundation, 1998), 128. 
25 Markoe, Phoenician Bronze and Silver Bowls, 164. 
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Illustration 4.2: The Idaean Cave, Section 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. A, 128 
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Illustration 4.3: The Idaean Cave, Plan  
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol A, 124 
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Illustration 4.4: The Idaean Cave, view of the entrance  
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. A, 207 
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Illustration 4.5: The Idaean Cave, View from Interior 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. A, 203 

Illustration 4.6: The Idaean Cave, Interior 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. A, 126 
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The Idaean Cave ‘Shields’ 

The most famous works of art found in the Idaean Cave may be the ‘shields,’ or 

tympana.  The shields resemble the bowls in format and iconography, with the addition 

of an animal head central bosses on some example.  While they are outside the scope of 

this study, their presence is important, as it suggests the possibility of at least one Cretan 

workshop specializing in techniques and iconography that overlap those of the bowls, and 

thus a possible locus of production for bowls on Crete.26 

 
26 Personal communication from Athanasio Papalexandrou to author, August 2019.  Adam Rabinowitz has 
also referenced the shields’ Urartian stylistic elements. (Personal communication to author, June 2019).  
Refer to Emil Kunze, Kretische Bronzereliefs (Stuttgart: Kohlhammer, 1931). 
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Cr2 

Illustration 4.7: Cr2, photo 
Sakellarakis 12, Heraklion Museum MH X29 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, volume C, 48 
 

Cr2 has an unusual blank central medallion, suggesting the possibility of a missing 

element such as an omphalos cone, surrounded by three narrow blank registers each 

bordered by a narrow cable band and abstract floral frieze and a wide outer register with 

figural decoration.   

The outer register is a rigorous quadripartite composition with four 

counterclockwise facing sphinxes at the quarter points and four identical groupings of 

three papyriform columns alternating with four vertical elements (possibly spears or 

vegetation).  The Egyptian god Khepri, the morning sun as scarab beetle, sits on the 
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central column, with a winged uraeus (cobra) facing outward on each of the other two 

columns.  Holes in the rim indicate a missing handle.  The narrow friezes and formal, 

vignetted composition of the outer register tie it to the LBA koine.  The figural imagery is 

primarily Egyptian.   

Cr2 has several interesting comparanda.  The most compelling are Cr3, Cr14, 

BM115505 (Nimrud) and BM ME N25AN36103001 (Nimrud), which Barnett referred to as 

marsh-pattern” bowls, after the abstract floral friezes. 27   This group shares the vignetted 

composition, sphinx iconography, shallow repoussé, extensive use of engraving, and the 

floral friezes.  Refer to Illustration 4.30 for comparison.  Other surviving bowls with 

handles include Cr13, Eg4, Eg5, and Eg6 (silver, some with gold trim) and Ca1 (Italian 

Peninsula) which is bronze.  All except Cr13 have Egyptian or Egyptian-influenced motifs.  

Ca1 (refer to Chapter 6) has a similar sparse spacing of elements with attenuated forms, 

although they are organized in files rather than vignettes.  It also has a floral frieze with 

joined scallop stems, although the frieze is in the outer register rather than the interior, 

and consists of clearly delineated lotus blossoms, alternating buds and open flowers, 

rather than the abstract floral elements of Cr2. 

 
27 R. D. Barnett, “The Nimrud Bowls in the British Museum,” Rivista di Studi Fenici 2, no. 1 (1974): 21-22, 
pls. II and IX-XIV. 
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Cr3 

Illustration 4.8: Cr2, line drawing 
Sakellarakis 13, Heraklion Museum MH X30 
Markoe, Phoenician Bronze and Silver Bowls, 235 

Cr3 strongly resembles Cr2 in format, technique, and iconography.  Differences 

include the decoration in the central medallion, and a single rim hole for hanging the 

object.  The central medallion has an unusual rosette motif which seems to depict the 

flower in the process of unfolding, surrounded by three narrow blank registers and two 

narrow registers whose decoration is an abstract floral frieze apparently identical to that 

on Cr2.28  As on Cr2, the outer register Is a rigorous, vignetted quadripartite composition 

 
28 No photograph is currently available.  
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of four sphinxes at the quarter points, this time alternating with four identical motifs of a 

bull standing on an offering table decorated with lotus flowers.. 

The figural depictions are highly emblematic, with objects and details represented 

in a manner that depicts and honors their characteristic qualities.  Thus the bull, standing 

on the offering table, although clearly intended as a sacrifice, is shown standing alive at 

the height of its potency, head up, foreleg raised, tail energized, magnifying the value of 

the offering, rather than post-sacrifice.  The lotus flowers spring from the table comers as 

if still alive, rather than cut and lying on the table.  The sphinxes’ wings are spread to their 

maximum extent and frame the head rather than being depicted in a more anatomically 

plausible location. 

The hole in the rim shows that Cr3 was hung up at some point, presumably for 

display.  All that can be known about Cr3 is its ultimate place of deposition in the Idaean 

Cave.  Although the styles, technique, and iconography of Cr2 and Cr3 are so similar, the 

execution appears sufficiently different to suggest that even if they were made in the 

same workshop, they are not by the same hand.  This can be seen in the rendering of the 

winged sphinxes:  the use of punched dots in combination with linework on Cr2 vs. pure 

linework on Cr3, the execution of the wings, the double crown, the angles of the heads, 

and the shapes of the wigs are just a few examples of variation in such otherwise strongly 

associated objects. Sakellarakis identifies G13 from Lefkandi as a comparandum,29 

 
29 J. A. Sakellerakis and E. Sapouna-Sakellaraki, The Idaean Cave: Sanctuary and Oracle, vol. B (Athens: 
Bibliotheke tes Archaiologikes Hetaireias, 2013), 66. 
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however it is difficult to see any striking formal, stylistic, or iconographic similarities 

between G13 and Cr2 / Cr3 beyond the commonalities of the corpus. 

Cr4 

Illustration 4.9: Cr4, line drawing 
Sakellarakis 9, Heraklion Museum Inv. 24 
Markoe, Phoenician Bronze and Silver Bowls, 236 

Cr4 has a large central rosette medallion with five narrow registers, each separated 

by an apparent repoussé strip decorated with the slash and dot cable band.  The first 

three registers depict files of herbivores, bulls in the first, deer in the second and bulls in 

the third.  The fourth register is blank and the fifth depicts an inward turned lotus frieze 

joined by scalloped stems.  The format of narrow, almost equal registers is somewhat 
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unusual.  Given the equal spacing of the registers it is also atypical for one to be blank, as 

blank registers are usually small in relation to those with figural decoration.   

Cr4 strongly resembles Cr12 and Cr13 (refer to comparison image under Cr13) with 

its format of central rosette medallion and multiple raised bands separating the registers, 

but otherwise belongs to the series of objects with the slash and dot ‘Cretan’ cable band, 

which may indicate local production.  

Cr5 

Illustration 4.10: Cr5 
Sakellarakis 10, Athens National Museum 11762 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. C, 46 
 

Cr5 survives only in small fragments.  While the overall size and format are 

unknown, the bowl is notable for the visual dynamism created by the use of deep 

repoussé, bold punches, and deeply modeled and detailed figures.  The remaining 

elements include a sphinx in flying gallop, and a portion of a file of clockwise facing bulls.  

Bull files are a common motif:  in this case the artist has chosen to emphasize the bulls’ 
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muscularity and masculinity and to portray them in motion, further emphasizing ideas of 

strength and dynamism. 

Cr6 

Illustration 4.11: Cr6 
Kunze, Kretische Bronzereliefs, pls. 48, 73 

Cr6 is another small fragment of a bronze bowl.  The center of the medallion is 

missing.  The remaining elements include part of a rosette, a deep repoussé band with 

round profile and the engraved slash and dot cable band, and a portion of a register 

decorated with engraved parallel lines and what appears to be the remnants of a 

palmette (right) and a fleur-de-lys (top). 

As with all fragmentary bowls, analysis is hampered by the lack of evidence.  A 

register with stylized vegetal elements at the quarter points but otherwise blank is unique 

among the surviving bowls.  The ‘slash and dot’ cable band (Markoe’s type G) which can 

also be seen on Cr4, Cr5, Cr6, Cr7 and Cr8 suggests possible Cretan manufacture.  
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Cr7 

Illustration 4.12: Cr7, photo 
Sakellarakis 15 
Markoe, Phoenician Bronze and Silver Bowls, 238 

Cr7 consists of tiny fragments in extremely poor condition.  Close analysis of the 

remaining fragments (refer to Appendix: Catalog) confirms the reconstruction of the 

remaining decoration as a religious procession including offering bearers (left) and a chain 

of dancers (right) although the line drawing appears to take some liberties with the 

details.  The rim has a wide composite border including three rows of the slash and dot 

cable band on raised repoussé, one narrow blank band, and a frieze of tear drop shaped 

objects.  
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Offering scenes also occur on bowls Cr3 (bull on table), Cr11, Cy3, G3, G8, and Is1, 

often in the context of a procession including dancers.  On each of these, the human 

figures (offering bearers, dancers, and sometimes priests) typically process toward or 

interact with a focal point, usually an offering table, but sometimes also including an 

enthroned deity.30  The frieze of teardrop shapes is unique on the surviving published 

bowls. 

Cr8 

Illustration 4.13: Cr8 
Sakellarakis 18, KB 71, Athens Archaeological Museum, EAM 11764 1a 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. C, 51 

 
 Cr8 is another instance of an Idaean Cave bowl surviving only in tiny fragments.  

Fragment 1 on the left depicts the torso of an animal, possibly a bull, in the inner register.  

 
30 Several bronze shields from the Idaean Cave also depict offering processions.  See Matthaus, “Cyprus 
and Crete,” 136. 
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The outer register has, from left, the bottom portion of a footed vase, two legs, a 

horizontal frame, and an end cap of a piece of furniture, the feet and one hand of a 

counterclockwise-facing figure in what had been an ankle length robe, and the feet and 

legs (up to the knee) of a clockwise-facing figure in a robe.   The second fragment includes 

two clockwise facing heads, and what may be the outer border and rim of the bowl:  a 

composite band including two slash and dot cable bands with a blank band between, and 

a row of uneven punches. 

There has been considerable desire among scholars to classify the outer register as 

a banqueting scene,31 reconstructing the left-most head in Fragment 2 in relation to the 

piece of furniture as if it belonged to a reclining figure, however, a close examination of 

the object shows that this is not plausible. First of all, there is no body visible on the 

horizontal element of the furniture to which the head could belong.  Secondly, if the left 

head belongs to the furniture, the right head, which faces right, would belong to the left-

facing feet.  It is possible that the left-most head could be assigned to the right-hand 

ankles and feet, with the right-hand head belonging to an adjacent figure in a line or 

procession, but equally possible that the two heads were originally situated at any other 

point on the circumference of the register.  Based on the imagery of other surviving bowls, 

a temple scene is the most likely, with the furniture object as a table or other fixture and 

the robed figures as attendants.  

 
31 Markoe, Phoenician Bronze and Silver Bowls, 166. 
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Cr8 appears much less surely executed than the other Cretan bowls:  the cable 

banding is not at a consistent distance from the engraved lines that define the outer edge 

of the double band and is not particularly uniform.  In addition, the vase, the furniture 

item and the hand are somewhat clumsy in appearance compared to other figural 

depictions.  The use of the slash and dot cable band links it to Cr4, Cr6, and Cr7, and to a 

possible Cretan locus of manufacture. 

Cr9 

Cr9 is a rim fragment of a bronze bowl, with uncertain attribution to the Idaean 

cave.  No imagery is available for analysis. 

Cr10 

Illustration 4.14: Cr10 
KB 37 no. 1, Athens, National Museum, Uncatalogued 
Kunze, Kretische Bronzereliefs, pl. 51c 

Cr10 is a rim fragment of a bronze bowl from the Idaean cave, depicting the head 

and neck of a deer, with a possible spear or sword behind, and edged by two rows of a 

cable band defined by two deep engraved lines with a fine line down the middle and the 
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centers defined by punches.  Based on analysis of the surviving portion, neither the 

technique nor the iconography resembles any of the known bowls. This may be a work 

from a different tradition of bowl production, a third-wave object reinterpreting the idea 

of the bowls in local technique and imagery, inspired by other objects disseminated from 

the major centers or their imitations. 

Cr11 

Illustration 4.15: Cr11 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. C, 50 
 

Cr11 survives as two rim fragments.  Both depict elements of an offering scene in a 

temple:  the fragment on the left shows portions of three male attendants in headdresses 

carrying gourds or vessels clockwise.  The fragment on the right depicts an offering table 

bearing a footed dish or platter, with a counterclockwise-facing female attendant 

performing a ritual at the table and the head and raised arms of a clockwise-facing female 

to the right.  The rim is decorated with evenly spaced punches. 

Inadequate material survives to make a full analysis regarding workmanship, style, 

or place in the koine.  Offering scenes are fairly common in the corpus, including Cr3 (bull 
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on table), Cr7, Cy3, G3, G8, and Is1.  The deterioration of the band on the rim suggests a 

high level of surface wear for the entire bowl, implying a much greater level of engraved 

detail in its original condition.  The underlying form of the figures is stiff and squarish 

(wide shoulders, wide heads, etc.), yet is executed with a deep and extravagantly 

curvilinear repoussé.   

Cr16 

Illustration 4.16: Cr16, interior and side Views 
Cr16, Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. C, 47 
 

Cr16 is unique among the Cretan bowls for its combination of deep shape, complex 

form (omphalos, recessed base, and curving sides, the tactility of the deep repoussé, and 

the realism of the modelling of the figural decoration.  A rosette and heavy cable bands 

surround the omphalos, and the recessed base steps up to a single register of figural 

decoration that fills the sides.  The design is a rigorous tripartite composition of three 
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pairs of bulls with horns locked in combat, symmetrical about each of the six axes which 

occur at approximately sixty-degree spacing. 

Although bronze, Cr16 is complex in form, rigorous in composition, and of fine 

workmanship.  The opposed bull combat motifs fit the formal and vignetted koine style.  

As discussed in Chapter 3, Cr16 has strong similarities to several other bowls, particularly 

Cy3, G1 and G13, which have strong resemblances of form, syntax, and banding type.32   

Cy3 and G1 have nearly identical central medallions with omphaloi, closely spaced rosette 

petals terminating in raised dots, cable banding, recessed bases, and single register of 

figural decoration.  The iconography of the figural decoration is different in each case, as 

is the style of execution of the figures:  the figures on G1 are more squared off, less 

naturalistic in proportion and have oversized, bulging repoussé eyes rather than 

naturalistic engraved ones with minimal repoussé.  Furthermore, the cable banding on G1 

is less three-dimensional, produced mostly by linework.  G13 is badly damaged, however 

it appears from the photograph that it may have had the raised rosette and recessed base.  

It does have cable banding and a single register of figural decoration, in this case, most 

likely an offering scene.  In the case of G1 and Cy3, the formal similarities are so strong 

that the possibility of production in the same workshop (although not the same hand), a 

common model, or deliberate intent to recreate the form, must be considered.   Cy3, Cr16 

and G13 are very close in size, G1 is slightly larger.   

Cy3 13.1 cm in diameter by 3.9 cm deep (aspect ratio .30) 
 

32 Refer to Chapter 4: Greece for fuller discussion of G1 and G13. 
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Cr16 11.3 cm in diameter by 3.1 cm deep (aspect ratio .27) 
G13 14.5 cm in diameter by 5.5 cm deep (aspect ratio .37) 
G1 at 17 cm in diameter x 6.69 cm deep (aspect ratio .39) 

Neither Cy3 nor Cr16 have secure dates of deposition, with Cy3 coming from an 

early, undocumented tomb excavation and Cr16 from the Idaean Cave.  G1 and G13 do 

have secure dates of deposition:  G13 in a burial in Lefkandi (Euboea) circa 900 B. C., and 

G1 in a tomb in the Kerameikos cemetery in Athens circa 850 to 800 B. C.  Karageorghis 

dates Cy3 to 850 – 705 B. C., while Sakellarakis dates Cr16 to prior to 850 on stylistic 

grounds.33 I have expressed my skepticism with regard to dating on stylistic grounds, 

particularly for these travelling objects.  Any of these works, could, of course have been 

heirlooms at the time of their deposition, and could be contemporaries of the bowls from 

Ugarit or Tell Basta (Refer to Chapter 2).   

These bowls are complex and detailed in form, and precise and accomplished in 

execution.  It does not seem out of the question that they were produced in an elite-

sponsored workshop in the Near East during the LBA, but, as we have seen, elaborate 

objects continued to be produced in Egypt and the Near East without interruption into 

the Early Iron Age.  Similarly, they could all have been produced in other centers.  The 

presence of three objects with such strong formal similarities and conjectural dates of 

 
33 Vassos Karagheorghis, Ancient Art from Cyprus: The Cesnola Collection in the Metropolitan Museum of 
Art, in collaboration with Joan R. Mertens and Marice E. Rose (New York: Harry N. Abrams, 2000), 187.  
Sakellerakis references Hermann’s “Flame and Frond Group.” See Idaean Cave. 
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production prior to 800 B. C. at such widely separated find spots s indicative of the wide 

range of bowl dissemination and appeal. 

G5 and G6, bronze bowls from Olympia, depict bulls that have some formal 

similarities with Cr16, but do not share the same type of syntax or cable banding.   The 

bulls on the fragmentary G5 are in repoussé with engraved detail.  Similarities include the 

deep repoussé, the striding posture, the way the back arcs down between the shoulders 

and the hips, and the engraving rendering fur on the neck and shoulders.  The differences 

include the only slightly lowered head position, the bulging eyes, and the specific 

execution of the repoussé muscles.  Only a rim fragment remains, so nothing can be 

known about the form or the central medallion, but it is possible, based on proportion, 

that it could have had two registers of decoration.  Finally, the banding is a narrow, 

engraved rope, rather than a deep repoussé cable.   

G6, an intact bowl also from Olympia, has an even more sketchily rendered rope 

band and two registers of figural decoration.  The technique is a much shallower repoussé 

with much greater use of engraving, both for detail and to define musculature.  We do 

see the arced back and striding posture, but very large eyes and heads only slightly 

lowered.   It seems possible that G5 and G6 are second-wave production in emulation of 

objects such as Cy3, Cr16 and G1. 
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Cr17 

Illustration 4.17: Cr17, photo  
Cr17, Sakellarakis 14, Heraklion Museum MH X 5511 
Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. C, 48 
 

Cr17 is a medallion fragment of a bronze bowl executed in engraving only.   The 

medallion depicts Khepri, the Egyptian beetle god of the morning sun, surrounded by a 

recessed register decorated with punches.  The first register depicts a file of schematically 

executed Horus hawks, and the remaining portion of the second register an abstract lotus 

frieze. 

Cr17 is strongly solar in iconography, with Khepri, the morning sun in the center, 

surrounded by friezes of Horus hawks and lotus flowers.  Horus is a solar deity and sky 
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god, and lotus flowers represented the sun and rebirth.  The flowers in the frieze, with 

their radial arrangement, also suggest the rays of the sun.  It is stylistically unique among 

the surviving bowls.  The iconography is completely Egyptian and thematically internally 

consistent, however the bronze materiality, casual workmanship, less complex 

decoration, and execution in engraving with no repoussé suggest that this is a third-wave 

production in a different tradition, for a different clientele than the patrons of the Tell 

Basta objects or the royal court at Tanis. 

The closest comparanda are the bowl of Hatiay, and a bowl from Nimrud now in the 

British Museum (ME N25AN36103001, Illustration 4.18).  The Nimrud bowl also has a 

central scarab medallion, with the scarab depicted in an open-wing position, back legs 

touching, front legs together and holding a solar disc, thereby confirming its identification 

as Khepri.  Although executed primarily in engraving and including imagery of hawks with 

spread wings, it is far more complex, has extensive punched decoration, and differs in 

composition, figural execution, and refinement.  

The bowl of Hatiay, which dates to approximately 1340 B. C. is similarly more 

complex in imagery and refined in execution and would undoubtedly have required more 

labor to produce.  What the bowl of Hatiay tells us is that bronze bowls with engraved 

linework were produced in Egypt.  I suggest that Cr17 may be a third wave bowl from 

Egypt, made, like the Cypriot bowls, for local elites who could not access or afford 

workman trained in the first-tier workshops, but who still desired objects with similar 

form and iconography. 
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Sakellarakis also compares Cr17 to Cr2, Cr14, and Nimrud bowl BM 115505, which 

also have stylized lotus friezes,34 however the rendering of the frieze on Cr17 is different 

in every way, as is the balance of the iconography and execution, and does not suggest 

any likelihood of common locus of production.   

Illustration 4.18: Comparandum to Cr17 
Bowl from Nimrud, British Museum ME N25AN36103001 
Courtesy of the British Museum 

Idaean Cave – Further Thoughts 

Aside from the qualities of the objects themselves, the only thing that can truly be 

known about the bowls found in the Idaean Cave is their place of final deposition.  The 

nature of the corpus shows that bowls traveled.  It is therefore reasonable to assume an 

 
34 Sakellerakis and Sapouna-Sakellaraki, Idaean Cave, vol. B, 66. 



 207 

extended life history and multiple owners prior to final deposition.  The shape of most of 

the bowls lends itself to drinking and libating, and we saw depictions of bowls of similar 

shape in use on some of the objects from Cyprus.  Any of the Idaean Cave bowls could 

have had an extended period of use in private or communal feasting, and could have been 

displayed in elite homes prior to dedication in the sanctuary.  As discussed in Chapter 1, 

it is also entirely possible that the sanctuary itself commissioned, purchased, or traded 

for these objects.  Once in the sanctuary, display, or use in feasting or libating could have 

continued.  Papalexandrou raises the possibility that sanctuaries used access to and use 

of valuable objects like the bowls and Orientalizing cauldrons in ritual or performative 

circumstances to create or reinforce nuances of social distinction.35  The later inscriptions 

of the Treasurers of Athena at the Parthenon show that access to sanctuaries and use of 

objects therein was strictly controlled and regulated. 

BOWLS FROM TOMBS 

Five bowls come from tomb contexts on Crete:  one from Fortetsa (Knossos), two 

from Aphrati (Arkades),36 and two from Eleutherna, all of which were used over an 

extended period.  All the bowls appear to be directly associated with a cremation burial, 

with limited, but high value grave goods, generally serving as the cover to the ash 

container, although in some cases damage to the tomb has made the original positioning 

 
35 Personal communication from Athanasio Papalexandrou to the author, August 2019. 
36 The identification of Aphrati as ancient Arkades is not universally accepted.  Personal communication 
from Paula Perlman, May 2018. 
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of the objects unclear.   

Fortetsa (Knossos) 

Cr1 comes from Tomb P of a necropolis located near Fortetsa and the site of the 

Palace of Minos.  The necropolis is located on the western side of the hill known as the 

“Acropolis of Knossos” (Refer to Appendix: Catalog.)  Tomb P was the largest and richest 

of a group of nine chamber tombs cut into the hillside, all oriented roughly east-west.  

Platon excavated Tombs P and P1 in 1933, following their accidental discovery by an 

agricultural worker in a vineyard.  The tombs, all hollowed out of rock, have round or 

square chambers with domed roofs, and are accessed by dromoi, with a step down from 

the dromos into the tomb, similar to Late Minoan chamber tombs.  Tomb P was in use 

from circa 870 B. C. to circa 630 (Late Protogeometric to Late Orientalizing, according to 

the original publication), and contained cremation burials in 87 pithoi, with most of the 

burials dating to the Orientalizing period.  The contents had been disturbed by removal 

and reorganizations to accommodate later burials,37 but included bronze drinking vessels 

(skyphoi, oinochoai, and phialai), weapons and jewelry, and two Near Eastern faience 

aryballoi. 

 
37 Markoe, Phoenician Bronze and Silver Bowls, 163, and James K. Brock, Fortetsa: Early Greek Tombs 
Near Knossos, illustrated by Audrey Corbett and Ursula Brock (1957; repr., Cambridge: Cambridge 
University Press, 2011), xi -xv, 1-3, 101-03.  Markoe gives 75 cremation burials while Brock lists 87 pithoi 
in the tomb contents. 
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Cr1 

Illustration 4.19:  Cr1, photo 
Brock, Fortetsa, pl. 114, i 
 

Cr1 is a deep bronze bowl in extremely poor condition, fragmentary and corroded, 

with an apparently blank central medallion and two registers of figural decoration.  The 

inner register depicts a file of four clockwise-facing bovines, the outer, four pairs of 

rampant goats confronting one another across palmettes (refer to Appendix: Catalog for 

additional illustrations).  The proportions of the figures are fairly naturalistic, although not 

very detailed.  Markoe compares Cr1 to G7,38 however G7 is much more compositionally 

complex, has more detailed cable bands, and has narrative content.  The vignetted and 

formal composition of goats flanking palmettes in the outer register places Cr1 firmly in 

the LBA koine tradition. 

 
38 Markoe, Phoenician Bronze and Silver Bowls, 162. 
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Cr1 covered a polychrome pithos containing the remains.39  The use of the bowl as 

cover to the ash container placed it in an important location, both in its proximity to the 

person being honored in burial, and with regard to visibility, as the cover would be seen 

by future visitors to the tomb.  The tomb was used for a period of two hundred to two-

hundred and fifty years.  Until such time as it was reorganized to accommodate new 

burials, each successive funeral party would have seen the bowl and urn.  It seems likely 

that these rituals were occasions for remembrance and the telling of stories about the 

dead.  Visible objects like the bowl could have served as cues for specific stories, whether 

remembered or constructed in accordance with the visual evidence and the local folklore, 

and the imagery on the bowl, if visible, would have contributed to the richness of the 

stories.  The remembered life history of the bowl would have shaped and been shaped by 

the story of the person with whom it was buried.  Placing a bowl as a cover on a cremation 

urn, like inscribing it with one’s name, signals the intent that the bowl be inalienable.40 

Artifacts deposited in chamber tombs that are reopened and used over a long 

period of time must have a special status.  While such tombs are liminal places removed 

from everyday experience, the artifact are not completely removed from visibility and 

while their fabric remains intact, must have a longer social life than artifacts deposited in 

tombs that are not in ongoing use.     

 
39 Brock, Fortetsa, cat. 1250 (12, XLVI), 108.  419. 
40 Refer to discussion under As1, Bowl of Yaba, in Chapter 2. 
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Aphrati (Arkades) 

Cr12 and Cr13 come from Tombs L and M of the necropolis at Arkades.  The 

necropolis, excavated between 1927 and 1929 by Doro Levi and the Italian Archaeological 

Mission, included 162 graves.  159 of them were pithos burials, but Tombs L, M and R 

were exceptional:  built tholos tombs with covered dromoi.  L and M were located next 

to each other in the eastern portion of the necropolis.  Each contained multiple cremation 

burials in both bronze basins and ceramic pithoi.   

Cr12  

Illustration 4.20: Cr12, photo  
Archaeological Mus. Heraklion 
Markoe, Phoenician Bronze and Silver Bowls, 240. 
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Cr12 is a badly damaged bronze bowl, executed in engraving and repoussé.  What 

can be discerned of the decoration includes a rosette medallion with repoussé center 

surrounded by a narrow blank register, a raised band decorated with punches, a narrow 

register with an unusual file of ten prancing herbivores and one hawk with a fierce gaze 

and wings spread at forty-five degrees.  The outer register contains remnants of two 

vertical elements, possibly palmettes, opposing one another at 180-degree separation.  

Hawks, a rearing bull and a gazelle in flying gallop can also be distinguished with careful 

inspection.  

The damaged condition makes assessing the workmanship nearly impossible.  

Placement of some of key figures just misses the quarter points, suggesting an awareness 

of quadripartite symmetry that is not quite achieved.  The palmettes and flying gallop 

both derive from the koine tradition.  Cr12 has strong similarities with Cr4 and Cr13, which 

I discuss below. 
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Cr13  

Illustration 4.21: Cr13, line drawing 
Archaeological Mus. Heraklion 
Markoe, Phoenician Bronze and Silver Bowls, 241 
 
 Cr13 is a fragmentary bronze bowl with a single handle rivetted to the outer edge, 

in a manner reminiscent of but not identical to Eg4 or Eg5 and Cy10.  It is unknown 

whether there was a matching handle on the opposite edge.  Cr13 has a central rosette 

medallion and three registers of decoration separated by raised bands:  one file of 

clockwise-facing horned bovines, one narrow blank register, and an outer register 

depicting lions in combat with apparently nude men holding round bossed shields. 

Cr4, Cr12, and Cr13 have some interesting similarities (refer to Illustration 4.22 below), 

although without knowing the actual size of Cr12, it is difficult to say how noticeable they 
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would have been to a viewer.  Cr4 and Cr12 both have the raised bands with decoration 

down the center, although in the case of Cr4, it is the slash and dot cable band while Cr12 

has punches.  Cr4, with its multiple narrow registers, otherwise differs formally from Cr12 

and Cr13.   

Cr12 and Cr13 each have a central rosette medallion with a raised center, one 

narrow and one wide band of figural decoration, and one blank register, in nearly identical 

proportions with the wider figural band at the outer edge.  The rosette medallions are 

also similar, though not identical in execution, and are a similar proportion.  The raised 

repoussé bands are also nearly identical in proportion and design, except for the punched 

dots on Cr12.  The execution of the figures is difficult to compare based on a line drawing 

and a poor-quality photograph but seems quite different.   

Of the three, Cr13 is the only one with a handle.  Based on the line drawing it may 

be more refined in workmanship and execution of the figures.  The formal similarities of 

Cr12 and Cr13, combined with the difference in figural execution and deposition in the 

same necropolis raises questions of influence and order of manufacture or acquisition.  
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Cr13, with its greater complexity, could be a first or second-wave object whose formal 

layout influenced Cr12.  They could also be productions of the same region or workshop. 

Illustration 4.22: Comparison:  Cr4 (top), Cr12 (bottom left), Cr13 (bottom right) 
 

 



 216 

The Orthi Petra Necropolis at Eleutherna  

The site of Eleutherna, an early Iron Age defensible settlement that evolved into a 

polis,41 is located on a hilltop with sources of water, arable land, timber, and a view to the 

coast 10 km. away, where the inhabitants maintained a port.  The site had been occupied 

during the Bronze Age but appears to have increased in size and population beginning in 

the ninth century. 42   

Based on the number and quality of artifacts from the eighth through early sixth 

centuries, and the quantity and quality of grave goods found in the Orthi Petra necropolis, 

the Iron Age city must have been prosperous and connected to the Mediterranean as a 

whole.43  From the 9th to the fourth centuries B. C., the community appears to have been 

spread out in clusters of small dwellings, although there exists evidence for at least one 

building that could have served as a communal center:  the so-called megaron, which may 

have contained benches and been the site of feasting.44  (Illustration 4.23) 

 
41 Eaby, “Regionalism,” 368. 
42 Nicholas Stampolidis, Eleutherna: Polis, Acropolis, Necropolis (Athens: Museaum of Cycladic Art, 2004), 
47-48.  Perlman notes that the inhabitants probably controlled the land all the way to the seacoast.  Paula 
Perlman, “Tinker, Tailor, Soldier, Sailor: The Economies of Archaic Eleutherna, Crete,” Classical Antiquity 
23, no. 1 (April 2004): 100.  
43 Stampolidis, Eleutherna, 48.  Stampolidis notes that "The number and especially the quality of the 
grave goods from funeral pyres, tombs, and inurnments of the ninth to the early sixth century BC, in the 
necropolis west of Sector III at Orthi Petra, are characteristic of an economically and politically powerful 
local aristocracy."   
44 Stampolidis, Eleutherna, 48-49.  Evidence for feasting in the megaron includes shards of pottery and 
burned animal bones. 
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Illustration 4.23: Eleutherna – Plan of “Megaron” 
Stampolidis, Eleutherna, 48 
 

Cr14 and Cr15 come from Tomb A1K1 of the Orthi Petra necropolis at Eleutherna.  

The necropolis (Illustration 4.24) had a primary period of use from the early ninth through 
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the mid sixth centuries, although sporadic use may have continued thereafter.  Burial 

practices included cremation, burial in a jar (pithos), and simple burial in a grave, 45 which 

appears to have been based on age and gender rather than social class.46  Tomb A1K1 

(Illustrations 4.25 and 4.26) is a rock tomb, cut into the limestone of the hill, 

approximately 2m x 1.8m (6’-6¾” x 5’-107
8� ”).  A single doorway .75m (2.5 feet) wide is 

centered on the west wall, while a ledge approximately .2m high by .3m deep (8 inches 

by 12 inches) runs along the north, east and south sides.47  After use of the tomb was 

discontinued and the doorway walled up, burials continued in the dromos.  The tomb was 

unlooted, and contained more than 100 cremation burials, and a variety of high-value 

grave goods. 48  Most of the burials were in ceramic vessels, including pithoi, amphorae, 

and the Theran stamnos that contained Cr14, with several in bronze cauldrons.  Each 

cremation vessel was covered by another bronze or ceramic vessel, including bronze 

bowls, vases, fruit stands (chernips), one cauldron, one bronze ‘shield’, and clay lekanides 

and oinochoai.  The configuration of vessel containing remains covered by another 

valuable vessel was clearly central to the practice.  Dating on the basis of pottery styles 

 
45 Stampolidis, Eleutherna, 118. 
46 Eaby, “Regionalilsm,” 368. 
47 The author describes this as a bench, but 8” tall by 12” wide is not proportioned for seated humans.  I 
suggest that ledge may be a more accurate description.  Stampolidis, Eleutherna, 122. 
48 “Over 100” is given by Antonis Kotsonas, in his abstract of The Archaeology of Tomb A1K1 of Orthi Petra 
in Eleutherna: The Early Iron Age Pottery (Athens: University of Crete, 2008).  Stampolidis gives the 
number as “dozens”; see Eleutherna, 123. 
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indicates the tomb’s period of use was from the first quarter of the ninth century B. C. to 

the mid-seventh century.49   

The grave goods were placed both inside and outside the cremation vessels.  Objects 

found within the vessels included clay and faience perfume containers, weapons, and 

jewelry of gold, bronze, silver, faience, and glass.  Larger objects were placed around and 

touching the cremation vessels:  larger vessels in clay, bronze, or faience, iron spits or 

firedogs nearby, and intentionally damaged weapons on top of the vessels, or thrust 

through the handles.  The burials in the dromos outside have the same configuration of 

cremation vessel covered by bronze or clay vessel, however the quantity of grave goods 

decreases over time with the latest burials receiving the fewest or none at all.50 

The tomb is adjacent to a pit (Pit A) lined with stone blocks, whose contents and 

configuration indicate that it was most likely a crematorium associated with the tomb.51 

 
 
 
 
 
 
 
 
 
 
 

 
49 Stampolidis, Eleutherna, 123. 
50 Stampolidis, Eleutherna, 124. 
51 Stampolidis, Eleutherna, 120-22. 
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Illustration 4.24: Eleutherna – Orthi Petra Necropolis 
Stampolidis, Eleutherna, 119, fig. 3 
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Illustration 4.25: Eleutherna – Orthi Petra Necropolis, Plan of Tomb A1K1 
Stampolidis, Eleutherna, 123, fig. 9 
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Illustration 4.26: Eleutherna – Orthi Petra Necropolis, Entrance to Tomb A1K1 
Stampolidis, Eleutherna, 123, fig. 8 
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Cr14  

Illustration 4.27: Cr14, photo 
Eleutherna Cat. 349, Rethymnon Museum M 1695 
Graff and Rakic, eds., Assyria to Iberia, cat. 155  
 

Cr14 is a bronze bowl with an unusual, rigorously executed tripartite composition.  

The central medallion depicts an engraved, six-petalled rosette, surrounded by an 

engraved cable band, three blank registers alternating with two registers of abstract floral 

friezes, and an outer register in which three pairs of sphinxes confront one another across 

three papyrus capital columns with a seated Horus hawk, alternating with three 

representations of Khepri, Egyptian god of the morning sun,  holding a solar disc. 

Cr14 bears a remarkable resemblance to Cr2 and Cr3 from the Idaean Cave –and 

to two bowls from Nimrud now in the British Museum, BM 115505 and BM ME 
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N25AN36103001, in format, decorative motifs, and iconography.  (Refer to Illustration 

4.30 for comparison).  All five bowls have sphinx motifs in the outer register.  

Cr14’s composition is most like Cr2 and Cr3 in the size and spacing of the registers 

and the use of abstract floral friezes divided by similar S-shaped cable bands.  Cr14, Cr2, 

and BM 11505 all have vertical elements dividing the sphinx motifs:  three columns with 

papyrus capitals on Cr14, three columns interspersed with four slender vegetal motifs on 

Cr2, and on BM11505, papyrus columns alternating with columns with double volutes.  

On Cr2 and Cr3 the sphinxes process counterclockwise, while BM 11505 has pairs of 

opposed sphinxes similar to Cr14.  BM 11505 has several interesting features:  the 

sphinxes have falcon heads reminiscent of depictions of Horus as a falcon-headed man 

and wear the double crown of upper and Lower Egypt with a uraeus.  In addition, the 

imagery is strongly vertically attenuated, and the intervening motifs of papyrus column 

with Khepri on top break the edge band, which is almost unknown on surviving bowls.  

BM ME N25AN36103001 is similar in execution, use of engraving and composition, and 

the abstract floral friezes, however it has two narrow outer registers in lieu of one wide 

register, and the scarab / Khepri motif occurs in the central medallion. 

The central medallion of Cr14 recalls the medallions of two other Nimrud bowls, 

British Museum ME N1 and British Museum ME N59, which also have round elements 

between radial elements although in the case of these two, the imagery is more obviously 

celestial in nature. 
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Illustration 4.28: Comparison to Cr14 
Bronze Bowl from Nimrud, British Museum BM 115505 
Graf and Rakic, eds., Assyria to Iberia, 287 
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Illustration 4.29: Comparandum to Cr14 and C417 
British Museum BM ME N25AN36103001 
Courtesy of the British Museum 
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Cr2 (left) and Cr3 (right)  

Cr14 (left) and BM 115505 (right) 

BM ME N25AN36103001 
Illustration 4.30: Comparison:  Cr2, Cr3, Cr14, BM115505 and BM ME N25AN36103001 
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Illustration 4.31: Comparison to Cr14 
Bronze Bowl from Nimrud, British Museum ANE N1 
Courtesy of the British Museum 
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Illustration 4.32: Comparison to Cr14 
British Museum ME N59AN33167001 
Courtesy of the British Museum  
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Cr15 

Illustration 4.33: Cr15, interior and side view 
Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Graf and Rakic, eds., Assyria to Iberia, 290 
 

Cr15 is a badly oxidized bronze bowl which, like Cr14, served as the cover to a 

ceramic cinerary urn.  The bowl has a central rosette medallion surrounded by one narrow 

blank register, a raised band and a register of six clockwise facing bovines and one 

counterclockwise-facing bovine being harassed by two lions. 52  The outer register is a 

quadripartite composition organized by four composite rosette / palmette motifs.  

Discernible portions of the design include, in the top left quadrant, a kneeling archer 

 
52 I rely on the excavator’s description as the photo provides insufficient detail. Stampolidis, Eleutherna, 
cat. 350. 
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shooting an arrow backwards towards a boar, and, top right, a lion flying over the backs 

of two antelope.  The lion attacks in the inner register and vignetted composition, 

palmettes, and flying gallop in the outer register all echo the LBA koine. 

CONCLUSION 

The analysis of correspondences for bowls with Cretan findspots is skewed by the 

large proportion of bowls in very poor condition.  Many survive only as single small 

fragments, and two have significant surface corrosion which renders the iconography 

largely illegible.  There are multiple examples of bowls from other regions that have 

significantly different decoration in the inner and outer registers, for example, one 

register of locally significant decoration and one register of canonical koine motifs and 

composition.  For Crete, much of this data is missing.  Analysis is further skewed by 

insecure and physically damaging nature of many of the findspots, leading to a total lack 

of surviving costly bowls (gold, silver, complex, figural medallions, etc.)  Given the strong 

correlation between secure findspots and costly bowls, it is not possible to say that 

Cretans had no interest in the more precious or complex objects.   

The surviving evidence shows that in general the corpus from Crete is a miscellany, 

with a wide variation in style and few predominant motifs.  A slight majority have figural 

narrative.  Thirteen of the surviving bowls have one or more koine elements, while at least 

four have three or more.  There are no surviving bowls with inscriptions. 
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Seven to eight of the Cretan bowls have animal files, while five have sphinxes or 

griffins, and four have Egyptian deities.  Other motifs appear on only one to three bowls. 

Five of the sixteen analyzed (Cr4, Cr6, Cr7, Cr7, and Cr15) have the idiosyncratic 

slash and dot cable band which is found only on bowls from Cretan findspots, suggesting 

a possible locus of production on Crete.  There is no apparent correlation between animal 

file motifs and the slash and dot cable band.  (Only two of the eight bowls with animal 

files have the cable band.) 

Although there is considerable formal and stylistic variation in surviving bowls on 

Crete, just as in other regions, there is also a remarkable number of bowls with strong 

stylistic similarities.  There are also several bowls with striking comparanda both in Crete 

and in other regions, such as the groupings of Cr2 / Cr3 / Cr14 / BM 115505 (Nimrud) and 

Cr16 / G1 / G13, each of which have such strong formal similarities that it is appropriate 

to speak of production in the same workshop (or by the same group of artisans).  In 

addition, the grouping Cr12 and Cr13 suggests at least inspiration of one by the other, or 

copying a common model for layout.  There are also several bowls that have multiple 

narrow registers of decoration, suggesting that either there was demand for this 

characteristic, or that there was generalized demand for bowls and that these objects 

were what was available. 

For all these groupings, we cannot know based on any of our current evidence 

whether the bowls, the artisans, or both traveled:  instead the similarities among these 

objects in their groups bring the unanswerable question of place of manufacture and 
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identity of the makers more strongly forward.  If they are indeed products of the same 

hand or workshop, were they made in the same location and dispersed, or did the 

craftspeople travel?  What route did each take to reach its final place of deposition?  

These similarities foreground the mobility of people, objects, styles and iconography in 

this period and the complexity of the intersection of tastes, styles, patronage, artistic 

production, and networks of distribution and redistribution of objects that have long 

biographies.   

Cretan sanctuary bowls survived in greater numbers and in generally better 

condition than those in Greece.  There are several possibilities that could account for this.  

It may indicate different attitudes toward sanctuary deposits on Crete.  I will propose in 

the next chapter that sanctuary deposits in Greece have a very low survival rate because 

objects remained visible in the built sanctuaries and were seen as a community resource 

available to be melted down in times of emergency.  All the surviving Cretan bowls come 

from the Idaean Cave.  It is possible that the large open-air sanctuaries such as the Idaean 

Cave were truly separate from the individual polities, and thus the deposits made there 

were not available to the leaders of the surrounding communities, or that the bowls had 

never been resident in the communities but had been commissioned or acquired directly 

by the sanctuaries and were thus inalienable.  A second possibility is that practices at the 

Idaean cave were such that objects did not remain visible in the long term and thus passed 

relatively quickly out of sight and into memory. 
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Cretan tomb bowls all come from large group tombs with fine, high value, grave 

goods in limited quantity.  In the end, we have no clear evidence as to whether any given 

bowl was made on Crete.  What we do have is a partial sample of objects that were 

acceptable to Cretan elites, and evidence for how those elites chose to deploy the bowls 

in their final deposition.  We also have further indication of a complex network that linked 

artisans, places and elite patrons all around the Mediterranean, so that ideas, people, and 

objects traveled, separately or together. 

As discussed above, elite burials on Crete differ from the extravagantly wealthy 

burials of Egypt, Assyria, Cyprus and Latium and from the very simple burials of Athens.  

Prent discusses the transition in the Aegean, in conjunction with state formation, from 

deposition of wealth in tombs to deposition in sanctuaries from the ninth century 

onward.53  Thus, just as increasing material wealth became available, Aegean elites 

ceased to dedicate it in tombs, where precious goods have a greater chance of surviving.  

This trend, in conjunction with the extremely poor survival rate of bowls from the Idaean 

cave, and from sanctuaries in general, makes it difficult to fully theorize the social function 

of the bowls on the basis of the physical evidence.  Future research will delve more deeply 

into social structures and commensality practices on Crete in an attempt to present fuller 

picture of Cretan bowl reception. 

 

 
53 Prent, “Cretan Sanctuaries,” 211-14. 
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Chapter 5: Greece 

INTRODUCTION 

I begin with a discussion of the material evidence from Greece and its associated 

opportunities and constraints.  The Greek material is divided between tomb deposits 

(approximately 25%) and sanctuary deposits.  While sanctuary deposits present 

methodological challenges, they are critical to understanding how Greek elites’ reception 

of the bowls changed over time.  I consider the material in the presumed diachronic order 

of its deposition, beginning with the earliest tomb deposits and then moving to the 

sanctuary deposits.  After the presentation of the material evidence I turn to the question 

of reception, presenting literary evidence from epic that may directly reference the bowls 

and then discuss reception of the bowls as dazzling, extraordinary objects.   

THE MATERIAL EVIDENCE 

The material evidence from Greece is scanty:  the sample size is small, and some 

bowls have unknown or insecure context.  Two of the thirteen surviving bowls (G7 and 

G8) have completely unknown find spots with location based solely on a dealer’s report.  

Several others have known find spots, but very little additional information due to early 

excavation dates or ambiguity in the physical circumstances of retrieval.  Three of the 

thirteen (G1, G12, and G13) come from secure, well-excavated funerary contexts.1  Six 

 
1 I omit an inscribed bowl excavated from a tomb context at Tragana near the Euboean Gulf pending further 
study.  The bowl has a rosette medallion but does not appear to have any figural decoration.  See Nota 
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(G2, G3, G4, G5, G6, and G11) may be associated with sanctuaries with varying degrees 

of certainty, and two (G9 and G10) were found in a context that could be associated with 

a sanctuary or a tomb.  I consider sanctuary dedications to be of the utmost importance 

in understanding the trajectory, use, and perception of bowls in Greece, and therefore 

include the bowls attributed to sanctuary locations with a discussion about what can be 

inferred or concluded about them. 

Tombs vs. Sanctuaries:  A Methodological Challenge 

The nature of deposits in the architecturally elaborated sanctuaries of Greece 

dramatically reduces the survival rate of valuable metal objects.  Survival of precious 

metal artifacts is strongly associated with their removal from circulation, as happens in 

funerary contexts or in contexts of destruction.  Objects deposited in Greek sanctuaries 

remained visible and available, and metal objects that remain visible are immediate 

candidates for recycling as soon as the cultural value of their form ceases to outweigh the 

value of their material, or in any case of civic emergency.  This visibility, which I will argue 

below constitutes the particular value of sanctuary deposits to elites in certain 

circumstances, also meant that the objects remained as a banked asset of the community, 

easily accessible to be looted by invaders, or to be melted down in case of financial 

emergency.   

 
Kourou, “The Evidence from the Aegean,” in Beyond the Homeland: Markers in Phoenician Chronology, 
Ancient Near Eastern Studies, supp., ed. Claudia Sagona (Leuven: Peeters Publishers, 2008), 329-35.   
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The inventory lists of the Treasurers of Athena, although dating to the classical 

period, provide valuable insight into visibility, reception, use, and disposal of sanctuary 

dedications in Greece.  The Treasurers had overseen the joint civic and religious resources 

of the developing polity from the time that the villagers of Attica began to meet in the 

Athenian Agora and to dedicate joint resources for festivals and buildings.2  From at least 

after circa 594 B.C., per the legislation of Solon, they were selected by lot from the highest 

economic class.3  The treasures in the Parthenon were displayed on shelves and in 

cupboards, and were distributed for use in the Panathenaic festival, therefore some 

remained visible not only to those who had right of entry into the Parthenon complex, 

but to the community as a whole.4 

The Parthenon inventory lists also provide key evidence for use of objects similar to 

the bowls and for the presence of other costly objects in sanctuaries.  The list of treasures 

from 434-433 includes, among other objects, in the Proneos, a gold phiale, “’from which 

lustrations are made,’ 104 silver phialai, 3 silver drinking horns, 3 silver drinking cups, 9 

silver phialai; in the Hekatompedon, two gold phialai, one gold phiale; in the Parthenon, 

five gold phialai, --- silver phialai ‘weight of these, 723+dr.’”  Other precious objects 

included drinking cups, drinking horns, gilded boxes, thrones, couches, weapons, gold 

wreaths, and musical instruments.  Based on their location in the temple complex, and on 

 
2 Diane Harris, The Treasures of the Parthenon and Erechtheion, Oxford Monographs on Classical 
Archaeology (New York: Oxford University Press, 1995), 9. 
3 Harris, Treasures, 13-14. 
4 Harris, Treasures, 1-2, 10. 
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the note regarding lustrations, Harris suggests that the phialai may have been used both 

for lustrations with water and libations with wine. 5 

Although the inventory list inscriptions date to the classical period, evidence exists 

for continuity of these practices from earlier times.  There is some indication of a temple 

of Athena on the Acropolis dating to 7th century BC,6 during the period when the bowls 

were in circulation.  During the Archaic period, the treasures were stored in the old 

temple of Athena (the Archaios Neos), until the Persian sack of the Acropolis in 480 B. C.,7 

suggesting that gold objects dating to before the destruction, if not melted down to pay 

for the war, would have been lost to the Persians.  According to Thucydides, the Athenians 

treated the temple treasury as a financial resource of the city and melted down items to 

mint coins at the end of the Peloponnesian war, including “uncoined gold and silver in 

public and private dedications, sacred vessels, and Persian spoils.”8  The Parthenon 

inventories also detail the specific process and frequency of melting down old dedications 

and equipment to provide material for manufacturing new ones.9 

Hodkinson notes both the greater survival rate of bronze dedications (vs. gold and 

silver) and the susceptibility of all sanctuary dedications to being melted down or looted:  

 
5 Harris, Treasures, 25-27. 
6 Harris, Treasures, 9-10. 
7 Harris, Treasures, 15. 
8 Harris, Treasures, 28. Thucydides History of the Peloponnesian War, v. 2, Loeb Classical Library, trans. 
Charles Foster Smith (Cambridge, MA: Harvard University Press, 1921), 285, accessed July 31, 2019, 
https://www.loebclassics.com/view/thucydides-history_peloponnesian_war/1919/pb_LCL108.285.xml. 
9 Harris, Treasures, 32-37. 
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“First, although bronze survives in greater quantities than more expensive metals, the 

archaeological record of bronze dedications at Spartan sanctuaries, as elsewhere in 

Greece, is seriously compromised and depleted by several post-depositional factors: the 

melting down of votives by temple officials, the increasing frequency of plunder from the 

late Classical period onwards, and the susceptibility of bronze to corrosion and 

disintegration.”10  In Assyria, as a counterexample, if the Medians and Babylonians had 

not destroyed the palace of Nimrud circa 612 B. C. and the Nimrud bowls had remained 

visible, it is unlikely that they would have survived in such quantity, if at all. 

Tomb deposits, are by their nature, both easier to date, and come with a more 

complete and intentional entourage:  the buriers specifically select the items to be 

deposited, and, in the absence of looting or severe damage to the tomb or grave itself, 

we are generally able to see what they intended to include.  Many of the objects 

associated with Greek sanctuaries, on the other hand, come from contexts of disposal.  

This impacts what may be ascertained from the archaeological information regarding 

dating, context / entourage, and understanding of possible intention, and we are forced 

to turn to textual and other sources to construct hypotheses.  Where objects are found 

in contexts of disposal, we are lucky if the findspot can be associated with a specific, 

known event that prompted the disposal and allows us to hypothesize motivations.   Even 

 
10 Stephen Hodkinson, “Patterns of Bronze Dedications at Spartan Sanctuaries, c. 650-350 BC: Towards a 
Quantified Database of Material and Religious Investment,” British School at Athens Studies 4 (1998): 55–
63. 
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when this is the case, however, it gives us only a date before which the object must have 

been deposited.  In the case of objects such as the bowls, which sometimes remained in 

circulation for extended periods of time, and for which, unlike pottery, there is no strong 

association of style with chronology, it is impossible to determine from a disposal context 

when an object was made, when it was deposited, how long it remained on display prior 

to disposal, and whether the disposal was due to a lack of perceived value, or catastrophic 

circumstances leading to damage.11 

The Heraion at Samos provides an instructive example of the difficulty of 

hypothesizing the trajectory of objects recovered from disposal contexts.  The site has 

yielded more imported dedications than any other Greek sanctuary, both natural and 

manmade objects originating from around the Mediterranean including Iran, Assyria, 

Babylonia, Cyprus, Egypt, and Spain, and including bronzes, ivories, ostrich eggs, tridacna 

shells, and much more.  The first temple on the site, the Hekatompedos or “hundred-

footer” was constructed circa 700 B. C.  Samos was a founding city of the trading 

settlement of Naukratis in the Nile Delta and established a branch of the Heraion at 

Naukratis.  The Samians used the wealth resulting from trade in a monumental 

reconstruction of the sanctuary beginning in the mid-seventh century.  Beginning in the 

 
11 Ian Morris states that no Near Eastern “exotica” have been found in Greek sanctuary contexts from the 
ninth century but given the jumbling of objects and lack of complete strata in sanctuary disposal contexts, 
it is difficult to see how this claim can be fully supported or how it excludes the possibility of deposition 
prior to the eighth century in continuously occupied sanctuary sites. Ian Morris, “Negotiated Peripherality 
in Iron Age Greece:  Accepting and Resisting the East,” Journal of World Systems Research 7 (1996): 4. 
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sixth century, the tyrants of Samos began an even more ambitious reorganization and 

construction project, including addition of a new Sacred Road and the construction of the 

much larger Rhoikos temple (named after one of the architects) circa 570-550 B. C.  The 

building stood for only about ten years before structural problems led to damage and 

subsequent demolition, followed by the construction of an even larger temple begun 

under the tyrant Polykrates.  The imported votives were found in wells and in the fill 

placed during one of the periods of construction, which Niemeier dates to about 600 B. 

C.,12 raising the question of whether the votives became outdated or irrelevant or were 

damaged during the structural problems and disposed on-site. 

The Greek Question 

The same circumstances that led to the methodological problem of uncertain 

sanctuary vs. secure tomb contexts are also the source of one of the intriguing points 

about bowls recovered in Greece:  they come from both sanctuary and tomb contexts.  

While this is also the case for the thirteen bowls from Crete, most of the bowls from 

Cyprus come from tombs and those known from Etruria exclusively from funerary 

contexts.  (It should be recalled that Cypriot archaeology suffered severely from early 

excavation and there is evidence for at least ten costly sanctuary bowls being found by 

 
12 Wolf-Dietrich Niemeier, “The Heraion at Samos,” in Assyria to Iberia at the Dawn of the Classical Age, 
eds. Joan Aruz, Sarah B. Graff and Yelena Rakic (New Haven: Yale University Press, 2014), 295.  Refer also 
to Helmut Kyrieleis, “The Heraion at Samo,” in Greek Sanctuaries: New Approaches, eds. Nanno Marinatos 
and Robinn Hägg, (New York: Routledge, 1993), 125-53. 
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local inhabitants and melted down, thus there could have been many more.  Even so, the 

numerous Cypriot tomb deposits show that sacrifice of wealth in tombs remained a viable 

practice on Cyprus into the Archaic period.) The known Greek bowls ceased to be 

deposited in tombs in the late 9th to early 8th centuries.  G12 and G13 from Lefkandi date 

to circa 900 – 875 B. C., and G1 from Kerameikos grave G42 in Athens dates to circa 850 

B. C.13  

In Greece as elsewhere, the bowls as costly metal objects reflect patterns of elite 

patronage, practices, and self-representation.  They follow the general trend in Greece 

and on Crete, beginning in the late eighth to early seventh centuries B. C., of dedicating 

high-value objects in sanctuaries rather than depositing them in tombs.14  Patterns of 

bowl deposition, however, may reflect not only shifting tendencies in the dedications of 

high value objects, but also shifting patterns in commensality.  These patterns in turn 

reflect fluctuations in elite male self-representation over time, the result of “a tension 

between equality and hierarchy within those relationships”15 played out in the social 

sphere.  Elites might choose to present themselves as patrons of commensal drinking, 

seeking power over their peers, or as participants.  Drinking equipment and weapons, 

especially in funerary contexts, are among the archaeological traces of these changing 

 
13 James Whitley, The Archaeology of Ancient Greece (Cambridge: Cambridge University Press, 2001), 115. 
14 Mieke Prent, Cretan Sanctuaries and Cults: Continuity and Change from Late Minoan IIIC to the Archaic 
Period (Leiden: Brill, 2006), 214; Rabinowitz, “Drinkers, Hosts or Fighters? Masculine Identities in Pre-
Classical Crete,” in Cultural Practices and Material Culture in Archaic and Classical Crete, eds. Gunnar 
Seelentag and Oliver Pilz (Berlin: De Gruyter) 108. 
15 Rabinowitz, “Drinkers,” 108. 
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patterns.16  It should also be noted, as Strøm suggests, that in Greece as elsewhere 

sanctuaries may have been patrons or agents of exchange of high value objects.17  

Since elite status in Greece was not conferred strictly by inheritance, but was subject 

to constant renegotiation,18 I propose that the bowls and other precious sanctuary 

dedications are part of a strategy of status acquisition via the sacrifice of wealth in 

sanctuaries rather than tombs:  a strategy potentially even more effective in enhancing 

and maintaining a family’s or individual’s prestige, as the dedication would not pass out 

of sight immediately.  Herodotus’ recording of the stories told about valuable dedications 

at Delphi shows the power and persistence of costly and visible sanctuary dedications in 

promoting prestige and creating memory.19 

These issues form the backdrop of my investigation of the Greek bowls.  In order to 

relate the bowls to the temporal and cultural milieu of their final users, I discuss the Greek 

bowls in the presumed chronological order of their deposition rather than in the order of 

catalog numbers.   

 
16 Rabinowitz, “Drinkers,” 108. 
17 Ingrid Strom, “Evidence from the Sanctuaries,” in Greece between East and West 10th-8th Centuries BC: 
Papers of the Meeting at the Institute of Fine Arts, New York University, March 15-16th, 1990, eds.Günter 
Kopcke and Isabelle Tokumaru (Mainz:  Verlag Philipp von Zabern, 1992), 47-60. 
18 Duplouy, “La Cité et ses Élites: Modes de Reconnaissance Sociale et Mentalité Agonistique en Grèce 
Archaïque et Classique,” in Aristocratie Antique: Modèles et Exemplarité Sociale, eds.Henri-Louis Fernoux 
and Christian Stein (Dijon: Editions Universitaires de Dijon, 2007), 57-77. 
19 Herodotus, The Histories, trans. A.D. Godley (Cambridge, MA: Harvard University Press, 1920), 1.14, 
1.25, 1.46-1.52, 4.33, 4.152, 4.162, 
http://www.perseus.tufts.edu/hopper/text?doc=Perseus:abo:tlg,0016,001:2:60. 
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BOWLS FROM TOMB CONTEXTS 

Lefkandi 

G12 and G1320 are the earliest known deposits of bowls in Greece.  Both come from 

the Toumba cemetery at Lefkandi, on the western coast of Euboea, facing the Euripos 

Strait (Illustrations 5.1 and 5.2). Lefkandi was continuously occupied from the Bronze 

Age,21 and appears to have maintained a degree of prosperity, and possibly ongoing ties 

with the Near East, after the collapse of the Mycenean palace system.  Euboea was the 

first region in Central Greece to send colonists to Italy and Sicily in the eighth century, 22 

confirming the idea of both prosperity and technical knowledge regarding navigation and 

travel.23 

The main archaeological evidence comes from several cemeteries that have been 

well-excavated and published.  The Toumba cemetery is particularly famous as the 

location of the so-called heroön, the largest, and one of the earliest buildings known from 

the period.  The building, constructed on a leveled stone platform, was approximately 10 

meters by 45 meters, apsidal in plan, divided into three interior spaces, and surrounded 

by a peristyle of wood columns.  The building ceased to be occupied between 1000 and 

 
20 G12 and G13 were excavated in the 1980’s by Mervyn Popham.  They are not listed in Markoe’s catalog, 
as their discovery postdates the publication of his book.  I have continued Markoe’s numbering system. 
21 M.R. Popham, E. Touloupa and L.H. Sackett, “The Hero of Lefkandi,” Antiquity 56, no. 218 (November 
1982): 169. 
22 Popham, Touloupa and Sackett, “Hero of Lefkandi,” 169. 
23 Papalexandrou notes the ubiquity of Euboean pottery in the Eastern Mediterranean in the 9th and 8th 
centuries, confirming the idea of wide-ranging Euboean contacts during this period. Personal 
communication with the author, August 2019. 
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950 B. C., and became the location of two shaft graves dug into the bedrock in the central 

space.  One contained the skeletons of several horses, the other a double burial:  an 

inhumed female and a cremated male.24  The rich grave goods comprised pottery, 

weapons, clothing, and jewelry, including an heirloom gold pendant dating to 1600 B. C.25  

At some point after the burials, the building was partly deconstructed and covered with 

a large tumulus.   

The excavator believed the structure was planned as a monumental tomb and 

constructed after the burials, however other scholars have suggested that the building 

was originally constructed as an anaktoron, the home of “a hero and his consort,” and 

only converted to funerary uses after the occupant’s death.26   

What is important from the perspective of this study is that the structure became 

the focal point of the cemetery, probably used by a family group related to the original 

“hero,” desiring to associate themselves with him, and in some cases, emulating some of 

the funerary practices of the princely burial.  Many tombs in the cemetery contained rich 

grave goods, and goods imported from the Near East.  Irene Lemos has noted the 

recurrence of double burials in each chronological state, and the gift, once in each 

 
24 Popham, Touloupa and Sackett, “Hero of Lefkandi,” 171-72. 
25 For date of pendant, see Irene Lemos and David Mitchell, “Elite Burials in Early Iron Age Aegean: Some 
Preliminary Observations Considering the Spatial Organization of the Toumba Cemetery at Lefkandi,” in 
Dark Ages Revisited: Acts of an International Symposium in Memory of William D.E. Coulson, University of 
Thessaly, Volos, 14-17, June 2007, ed. Alexander Mazarakis-Ainian (Volos: University of Thessaly Press, 
2011), 637.  
26 J.P. Crielaard and J. Driessen, “The Hero’s Home: Some Reflections at Toumba, Lefkandi,” Topoi 4, no. 1 
(1994): 264.  
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chronological state of a gold pendant in a rich female burial, echoing the circumstances 

of the original interment in the monumental structure,27 and suggesting a high degree of 

remembrance and storytelling around the family history. 

Illustration 5.1: Lefkandi, Relationship of Heroon to Cemetery 
Popham, “Further Excavation of the Toumba Cemetery at Lefkandi,” fig. 28 

 
  

 
27 For emulation, see Crielaard and Driessen, “The Hero’s Home,” 266, and Lemos and Mitchell, “Elite 
Burials,”636-38. 
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Illustration 5.2: Lefkandi, Plan of Cemetery 
After Popham, “Further Excavation of the Toumba Cemetery at Lefkandi,” fig. 1 
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G12 

 
Illustration 5.3: G12, line drawing 
Popham, “Further Excavation of the Toumba Cemetery at Lefkandi,” fig. 5 

G12 is a bronze bowl with a central rosette medallion, elaborate cable banding, and 

two registers of figural decoration.  The inner register is a tripartite composition of three 

palm trees, not quite equally spaced, separating two panthers and a pair of confronted 

goats.  The inner register is a quadripartite composition of four elaborate palmettes 
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dividing four sphinxes with Assyrian-style human heads and pointed caps.  The cable 

banding is reminiscent of that on Cr10. 

The vignetted composition, hybridity of the sphinxes, lion / panther imagery and 

formal palmettes place G12 squarely in the full koine tradition.  With a date of deposition 

of circa 900, it could date to the LBA or the following period.  Despite the bronze fabric, 

the detail photograph shows the workmanship to be very fine, thus it is possible that this 

a first-wave object, executed by a craftsman with full training in the bowl tradition.  As 

noted in the catalogue, the presence of imported ceramic cups and a wine pitcher among 

the grave goods link wine consumption to elite self-representation and to the bowls at 

Lefkandi, as elsewhere around the Mediterranean. 

Illustration 5.4: G12, detail 
Popham, “Further Excavation of the Toumba Cemetery at Lefkandi,” fig. 5 
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G13 

Illustration 5.5: G13, line drawing 
Popham, “An Engraved Near Eastern Bowl from Lefkandi,” 105 (a) 

G13 is a badly damaged bronze bowl with rosette center, heavy cable band, and one 

register of figural decoration.  The condition and available imagery permit neither a full 

reconstruction of style and iconography nor an evaluation of workmanship.  What 

remains of the decoration includes a pair of opposed rampant herbivores flanking a 

palmette, and an offering scene, clearly including elements of the koine tradition.  The 

bowl is from a secure tomb context dated to circa 900 B. C. and was found with Near 

Eastern imports.  With this date of deposition, G13 could be an LBA heirloom, or it could 

be a contemporary of the Tell Basta bowls. 

The squarish, somewhat wide figures strongly resemble Cy3, G1, G3, and G4, while 

the placement and execution of the elements in the offering scene has strong similarities 

to Cy3.  (Refer to illustration below.) 
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Illustration 5.6: Comparison Cy3 (top) and G13 (bottom)  
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G1 

Illustration 5.7: G1, photo 
Athens, Kerameikos Museum M5 
Markoe, Phoenician Bronze and Silver Bowls, 313 

G1 is a badly damaged bronze bowl with a rosette medallion with omphalos 

center, heavy cable band, recessed base, and a single wide register of figural decoration 

bordered by two additional cable bands. The decoration is a somewhat enigmatic 

clockwise procession of alternating animal and human figures.  Each human figure grasps 

the tail of the adjacent animals, which occur in the order rearing goat, bull, lion with 

reverted head, and then repeats (rearing goat, bull, lion with reverted head). 
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As discussed in the Cyprus chapter, G1 has very strong comparanda in form and 

execution in Cy3, Cr16, G3, and G4.  Particularly with regard to Cy3, the form of the figural 

depictions, the shape of the lotus flower held by two of the figures and the use of closely 

spaced engraved lines to suggest hair and folds of clothing might suggest production in 

the same workshop, although Cy3 has very shallow repoussé, while G1 appears to have 

much deeper repoussé work.    

G1 was used to seal the mouth of a cremation amphora for a male burial.    While 

metal bowls are frequently found covering cremation vessels in Cretan burials, this is 

quite unusual for Greece, occurring only in two graves in the Kerameikos and a few in the 

nearby Kriezi Street cemetery.  In Greece, the mouth of the amphora was more typically 

sealed with a skyphos or kalathos.28   

 
28 James Whitley, Style and Society in Dark Age Greece: The Changing Face of a Pre-Literate Society, 1100-
700 BC (Cambridge: Cambridge University Press, 1991), 132.  Whitley’s statistical analysis assigns Grave 
G42 (“KG42) to his analysis Group 1b, all of which came from the Kerameikos.  KG42 has a wealth score of 
56, in comparison to 71 for the richest grave in Group 1b and 119 for the richest grave in Group 1. 
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G9 and G10 

Illustration 5.8: G10, photo 
Archaeological Museum Mykonos Inv. 480 
Markoe, Phoenician Bronze and Silver Bowls, 331 

G9 and G10 are fragmentary bronze bowls in very poor condition.  Little clear 

imagery is available for analysis.29  G9 is small and deep, with a lost central rosette 

medallion and two registers of figural decoration separated by punches:  the surviving 

register depicts a file of six clockwise-facing bulls with frontal horns.  G10 is a shallow 

bowl approximately twice the diameter of G9,30 with a rosette medallion and two 

registers of decoration depicting files of bulls, separated by narrow engraved cable bands.  

What can be seen of the imagery appears naturalistic. 

 
29 Descriptions per Glenn Markoe, Phoenician Bronze and Silver Bowls from Cyprus and the 
Mediterranean, University of California Publications: Classical Studies, v. 26, ed. Ann Bergren, Mortimer 
Chambers, Alan Code, Ronald Stroud and John Sullivan (Berkeley: University of California Press, 1985), 
208. 
30 Based on Richard Barnett’s photo, in “The Nimrud Bowls in the British Museum,” Rivista di Studi Fenici 
2, no. 1 (1974): tavola V. 
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The find conditions of G9 and G10 problematize the issues with sanctuary contexts 

in general.  Both suffer from early excavation (1898) and come from a disposal context:  a 

bothros, or pit for ritual disposal of sacred objects on Rheneia.  Literary evidence 

(Thucydides, Peloponnesian War 3.104) describes a ritual purification of the nearby island 

of Delos via transfer of all tombs and their contents to Rheneia, however, it is not possible, 

based on current evidence, to ascertain whether G9 and G10 were indeed tomb deposits 

or had been desacralized from the sanctuary of Apollo prior to ritual disposal. 
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BOWLS FROM SANCTUARY CONTEXTS 

G2 

Illustration 5.9: G2, photo 
Athens, National Archaeological Museum, NM7037 
Markoe, Phoenician Bronze and Silver Bowls, 315 

G2 is a fragmentary bronze bowl found on the Athenian Acropolis between 1885 

and 1889, with no further information regarding context.  The remaining piece depicts 

the top portions of, from left to right a seated sphinx, a Horus hawk seated on a likely 

papyriform column, and two additional confronted sphinxes flanking a palmette.  This 

work is clearly in the koine tradition, with at least two pairs of confronted sphinxes 

flanking palmettes.  

If the palmette is rotated to the vertical axis (Illustration 5.11 below), the second 

pair of sphinxes would be centered at the one-third point of the register, suggesting a 

composition very similar to that of Cr14.  I reconstruct the imagery as a tripartite 

composition with three pairs of identical sphinxes flanking palmettes, interspersed with 

three Horus hawks seated on papyriform columns. 
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A close examination of the details of the cable band, the sphinxes’ heads, shape of 

the wings, and curve of their tails, and the shape of the papyriform column head reveals 

that they are very similar to Cr14, taking into account conditions of wear.  I therefore 

postulate production in the same workshop, although the Horus hawk on G2 leans slightly 

more forward than the one on Cr14.  If this is indeed the case, it shows the distance these 

objects traveled and links a series of related objects all the way from Nimrud to Athens:  

Cr2, Cr3, Cr14, BM115505 (Nimrud) and BM ME N25AN36103001 (Nimrud). 

 

Illustration 5.10:  detail of sphinxes – Cr14 (left) and G2 (right) 
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Illustration 5.11: G2, diagram of composition (top) and Cr14 (bottom) 
By the author, after Markoe, Phoenician Bronze and Silver Bowls, 315 
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G3 

Illustration 5.12: G3, photo 
Athens, National Archaeological Museum NM 7941 
Photo credit: Athanasio Papalexandrou 

G3 is a bronze bowl that was found in a river below the site of Olympia.  The work 

is complex in design and highly hybrid in iconography.   

The engraved central medallion has an eight-pointed star with a double circle at its 

center and eight evenly spaced rosettes, inscribed in single circles in between the rays.  

The single register of figural decoration is a rigorous quadripartite composition of four 

vignettes divided by four single figures, backed by equally sized diamond-patterned 

panels, framed by lotiform columns and spanned by winged sun-disks.  The vignettes 

include an offering to a seated male deity, an offering to a seated female deity with an 

infant (Isis), a procession of three musicians, and a griffin combat similar to that on Cy2, 

but with the addition of a second protagonist. 
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The medallion design strongly resembles two bowls from Nimrud, ANE M1 and 

ME N59AN33167001, now in the British Museum, each of which has a multi-armed star 

with circular elements between the rays, although the motif appears simplified on G3.  

(See Illustration 5.14 below) 

Based on the formal arrangement of the images and the balance of the 

iconography, I propose that the sun disk and lotiform columns identify the diamond-

patterned elements with the figures as religious architecture, with the frontal figures as 

statues in the niches.  Three of the four vignettes – the two offering scenes and the 

procession of musicians – depict activities that could take place within a temple, however 

the griffin combat does not appear to fit thematically.   

Some of the imagery relates to Egyptian religious imagery, however we have seen 

that patrons and artisans all over the Near East employed Egyptian motifs.  The style of 

the depictions combines curved and straight lines, with little engraved detail.  The artist 

has depicted all of the human figures, except for the frontal ‘statues’ with legs and hips 

profile, torsos frontal, and heads in profile.  The figures’ heads are large in proportion to 

their height.  The vignetted composition places it firmly in the koine tradition, yet the style 

of the figures does not resemble works associated with the major centers, thus it may be 

the work of an accomplished craftsman in a second wave production context.  

In Chapter 3, I discussed the similarities between Cy3, G1, Cr16, and G3.  To this 

group may be added G4 and G13.  See below under G4. 



 261 

Illustration 5.13: ANE M1 – Comparison to G3 
Courtesy of the British Museum 

 
Illustration 5.14: Medallions:  ANE M1 (left), G3 (center), ME N59AN33167001 (right) 
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G4 

Illustration 5.15: G4, photo  
Delphi, Archaeological Museum 4463 
Photo credit: Athanasio Papalexandrou 

G4 is a bronze bowl found near the Temple of Athena Pronaia at Delphi.  The format 

is a repoussé rosette medallion with an unusual design of three sets of two concentric 

semi-circles equally distributed around the edge and lapping into the center.  The narrow 

engraved cable band surrounding the rosette resembles those on G5, G6, G7, and G10.  

The figural decoration is a unified figural narrative of a city under siege, including the 

walled city and its defenders, a chariot pulled by a sphinx, two groups of attacking archers, 

and a cartouche.  The composition exhibits a highly sophisticated quadripartite symmetry 

and grouping of figures according to symmetry, size, and function.  (Refer to catalogue) 

As discussed under G3, G4 has strong visual affinities with Cy3, Cr16, G1, G3, and 

G13. (See Illustration 5.16 below), as well as with G7 and Cy22 (see Illustration 5.20 under 
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G7 below.   The resemblance of the figures in G4 and G3 is particularly striking:  the shapes 

and proportions of the human figures, with slightly flattened heads that are large in 

proportion to the bodies, are very similar, as is the angled crosshatched design that 

appears as the backdrop to the statues in the niches on G3 and on the city walls and the 

kilts worn by some of the fighters on G4.  In addition, G3 and G4 both exhibit a 

symmetrical, quadripartite design.  Nonetheless, the figures as rendered in the line 

drawings do not appear sufficiently similar to have been executed by the same hand.  The 

flat, star-patterned central medallion on G3, however, bears no resemblance to the 

omphaloi and deep rosettes of Cy3, G1, Cr16, G4, G13, and G7. 
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Illustration 5.16: Comparison: Cy3 (top left), G1 (top right). Cr16 (middle left), G3 (middle 
right), G4 (bottom left) and G13 (bottom right) 
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Olympia 

G5 and G6 come from disposal contexts at the Temple of Zeus Olympios at the pan-

Hellenic sanctuary of Olympia.  G7 is attributed to Olympia based on a dealer’s report, 

but there is no additional evidence for or specifics of context. 

G5 

Illustration 5.17: G5, details 
Olympia, Archaeological Museum, 8555 
Markoe, Phoenician Bronze and Silver Bowls, 324 

G5 is a bronze bowl in fragmentary condition found within the temenos of Zeus at 

Olympia.31  Only a portion of the outer register survives, thus full analysis is not possible.  

The fragment depicts a file of five bulls, dynamically modelled in deep repoussé with 

minimal engraving, processing counterclockwise just inside the rim, in a register edged by 

a narrow engraved cable band. 

 
31 Markoe, Phoenician Bronze and Silver Bowls, 206. 
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Markoe’s description notes three equally-spaced small holes below the rim,32 

indicating that the bowl was hung on a wall at some point.  The Temple of Zeus is located 

in the southern portion of the site of Olympia, while the treasuries of the various cities 

are along the northern edge, suggesting that the bowl may be associated specifically with 

the temple rather than a dedication in one of the treasuries.  If so, it is possible that G5 

was buried within the temenos after being removed from display. 

Animal files are not canonical koine features, however it is possible, that G5, like 

several other bowls, had koine-derived elements in the other registers.  Files of bulls also 

appear on Cr4, Cr12, Cr13, Cr15, G6, G8, G9, G10, and Ca1. 

G6 

Illustration 5.18: G6, photo 
Olympia, Archaeological Museum B6094 
Markoe, Phoenician Bronze and Silver Bowls, 325 

 
32 Markoe, Phoenician Bronze and Silver Bowls, 206. 
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G6 is an intact bronze bowl discovered in a well to the southeast of the sanctuary 

of Zeus at Olympia, presumably a context of disposal, along with other metal objects.  The 

bowl has a central rosette medallion and two registers of decoration.  The inner register 

depicts four counterclockwise facing cows nursing calves, the outer register, five 

counterclockwise facing bulls.  Engraved cable bands separate the registers and edge the 

bowl.33  There is an inscription in the Phoenician alphabet naming an owner: “belonging 

to Nagid/r, son of Mepha.”34   

As with most inscribed bowls, there is no way of knowing at what point in its 

trajectory the object was inscribed:  by the original owner, an intermediate owner, or the 

person who dedicated it in the sanctuary.  G5 and G6 both come from contexts near the 

Temple of Zeus at Olympia and have similar, although not identical format, iconography, 

and style.   

The shape and detailing of the bulls is remarkably similar:   the posture of the 

animals, the shape of the horns, the ears, and the use of engraved lines on the neck.  G5 

appears to have deeper repoussé, but that could be an effect of the available images.  

Furthermore, they share the same, unusual engraved cable bands.  On this basis, I 

propose that they are products of the same workshop, which suggests that they arrived 

 
33 A complete image is not available, and therefore I rely on Markoe’s description.  Markoe, Phoenician 
Bronze and Silver Bowls, 206.  For context of deposition, Markoe, 206, and Georges Daux, “Chronique des 
Fouilles et Découvertes Archéologiques en Grèce,” Bulletin de Correspondance Hellénique.88 (1964): 751-
755. 
34 Marian Feldman, Communities of Style:  Portable Luxury Arts, Identity, and Collective Memory in the 
Iron Age Levant (Chicago:  The University of Chicago Press, 2014), 139 and n. 2.  Feldman does not give 
the location of the inscription. 
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at Olympia together.  Like any sanctuary dedication, they could have been dedicated by a 

Greek elite, by a foreign visitor, or been transmitted from another sanctuary. 

G7  

Illustration 5.19: G7, photo  
Ashmolean Museum G401 
Markoe, Phoenician Bronze and Silver Bowls, 326 

G7 is a damaged bronze bowl, also believed to be from Olympia.  The center of the 

medallion is missing but the remaining portions indicate a rosette.35 The inner register is 

a file of four lions, pacing counterclockwise with mouths open. A repoussé cable band 

separates the inner and outer registers.  The outer register portrays a dynamic continuous 

lion hunt scene, a masterpiece of complex figural narrative including a chariot drawn by 

a sphinx with wings spread from which a archer shoots an arrow backward to a charging 

lion, a running archer shooting arrows toward a second lion who rears with head reverted, 

 
35 Marko also describes it as a rosette, Phoenician Bronze and Silver Bowls, 207. 
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and a third archer mounted on a rearing horse and shooting an arrow backward toward 

the rearing lion.  

G7 is unusually large, 27.2 cm in diameter by 10.1 cm deep (10.7 x 4 inches) 

compared to the majority of the bowls.  It has strong similarities in form and content to 

G4 and Cy22, deep bowls with dynamic figural narrative (combat or hunt) in a wide outer 

register.  The continuous hunt scene is also reminiscent of that on Ug1 in dynamism and 

content.  All four bowls have very different styles of figural execution, although the 

winged sphinx resembles the sphinx on G4:  each has the wings somewhat awkwardly 

attached at the chest instead of the back, and each pulls a chariot with a driver and one 

passenger firing an arrow out the back.  Furthermore, as noted above, G4 and G7 have 

similar cable banding. 

Illustration 5.20: Comparison:  G4 (left), G7 (center), Cy22 (right) 
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G8 

Illustration 5.21: G8, photo  
Louvre AO 4702 
Markoe, Phoenician Bronze and Silver Bowls, 329 

G8 is a bronze bowl with uncertain attribution to Sparta, currently in the Louvre.36  

It has a central rosette medallion and two registers of figural imagery separated by 

composite cable bands. The inner register is a file of six clockwise-facing bulls which are 

nearly identical in posture and shape to those on G5 and G6.  The outer register is an 

offering scene with offering bearers, musicians, and chain of dancers processing toward 

a seated deity at an offering table or altar.  The composition is rigorous.  The figures 

 
36 The Louvre acquired the bowl in 1910.  Markoe states that “No further particulars are known.’ Markoe, 
Phoenician Bronze and Silver Bowls, 208. 
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appear evenly spaced, all the bulls are identical in shape, and the correspondence of the 

radius of the medallion to the widths of the two registers (1:1:2) cannot be accidental.  

The surface wear and corrosion make details of the imagery and refinement of 

workmanship impossible to judge. 

G11 

G11 is a fragmentary bronze bowl from the sanctuary of Hera Akraia at Perachora 

near Corinth.  No image is available.  The bowl has an omphalos rosette medallion 

surrounded by a composite band and a single register of figural decoration, including a 

seated lion, four deer, and a lion in procession with a chain of semicircles at the outer 

edge.   It was found in a pool with two hundred other bronze bowls and other votive 

objects. 

Refer to catalog for a more detailed discussion of context.  As with most sanctuary 

deposits, it is not possible to determine the date of deposition, although the excavation 

report may provide a terminus date for use of the pool.37  The presence of two hundred 

bowls and other votives raises the question of whether this was a context of disposal or 

whether there was a recurring ritual involving the objects.  It has been suggested that the 

bowls could have been used in rituals of divination involving water.38 

 
37 Humfry Payne, Perachora: The Sanctuary of Hera Akraia and Limenia; Excavations of the British School of 
Archaeology at Athens, 1930-1933, ed. T. J. Dunbabin (Oxford: The Clarendon Press, 1940). 
38 T. J. Dunbabin believes that the bowls may have been used for an annual ritual of divination by 
lekanomancy at the oracle of Hera Akraia.  He notes that Hera was not typically an oracular goddess and 
suggests that the oracle was added to the cultic practice during the Orientalizing period through Corinthian 
contact with Near Eastern practices of divination.  T.J. Dunbabin, “The Oracle of Hera Akraia at Perachora,” 
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LITERARY SOURCES RELATING TO GREEK RECEPTION OF THE BOWLS 

Homeric epic is one of the most important surviving textual sources from the period 

of the bowls’ circulation.  Although there is a lack of scholarly consensus on the 

applicability and accuracy of the epics with regard to pre-Classical Greek society, the epics 

are too important a source to disregard, and contain a number of allusions both to Near 

Eastern peoples and to works of Near Eastern art, including specific mention of the bowls.   

Several passages recognize the skill of Levantine artisans in the making of luxury 

objects.  In book 23 of the Iliad, Achilles offers a Sidonian bowl as first prize at the foot 

race in the funeral games of Patroclus. 

“Achilles quickly set out prizes for the footrace. 
A silver bowl, gorgeous, just six measures deep 
But the finest mixing bowl in all the world. 
Nothing could match its beauty—a masterpiece 
That skilled Sidonian craftsmen wrought to perfection, 
Phoenician traders shipped across the misty seas…”39 

For second and third place Achilles gives “a massive ox” and half a bar of gold respectively, 

suggesting the high value of works of fine craftsmanship.  In the Odyssey, Menelaus gives 

a silver gilt krater which he had received from the king of Sidon, attributing its 

manufacture to Hephaestus and calling it his most valuable possession: 

“Of all the gifts that lie stored as treasures within my house, I will give 
you the one that is most beautiful and costliest.  I will give you a well-

 
Annual of the British School at Athens 46 (November 1951): 61-63, 70.  Methods of lekanomancy attested 
in various cultures include divination by the reflection seen in a bowl of water, a mirror, or a crystal; by the 
movements of oil floating in a bowl of water; or by throwing objects into the water. See William Reginald 
Halliday, Greek Divination: A Study of Its Methods and Principles (London: MacMillan and Co., 1913), 145-
49.   
39 Homer, The Iliad, trans. Robert Fagles (New York:  Viking Penguin, 1990), 582 (book 23, lines 823-28). 
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wrought mixing bowl (kratera). All of silver it is, and the rims of it are 
finished off with gold, the work of Hephaestus; and the hero Phaedimus, 
king of Sidonians gave it to me, when his house sheltered me…”40 

Attribution to Hephaestus indicates that such objects were considered to be of the finest 

craftsmanship and most distinguished provenance.   

The most striking references to objects like the bowls occur in the ekphrasis on the 

Shield of Achilles in Book 18 of the Iliad.  The length of the description (130 lines), the 

artisan (Hephaestus), the patron (Thetis), the recipient (the main character of the Iliad), 

and the shield’s status as part of Achilles’ battle armor, which he will wear to win glory, 

indicate that it is one of the most remarkable and important artifacts described in the 

epics.  A careful examination of the ekphrasis reveals several striking parallels between 

the shield and the composition and iconography of the bowls.41  The format described for 

the shield is, except for size, nearly identical to that of the bowls.  Although objects such 

as the shields from the Idaean Cave are closer in size and function, the Idaean cave shields 

have a large and distinctive raised central boss in the form of an animal head, which is 

absent from the description of Achilles’ shield.42   

“First he made the mighty shield and adorned it 
all over, putting a triple ring around it  

 
40 Homer, The Odyssey, Loeb Classical Library, no. 104, trans. A.T. Murry, rev. George E. Dimock 
(Cambridge, MA: Harvard University Press, 1919; 1995), 611-18, 163. 
41 Because of the presumably low survival rate of bowls found in sanctuaries and the low rate of tomb 
deposits in Greece, I will not confine myself in my discussion of the ekphrasis to bowls found in Greece 
but will consider all surviving bowls as comparanda.   
42 It seems possible that the format of the shields is a conflation of the bowls’ format with that of the 
phiale mesomphalos, with its raised central boss. 
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that gleamed, and made the shield strap out of silver.”43 

The triple ring could refer to a three-register composition divided by banding, similar to 

that on Cy2, Cy4, and Cy8, and to many others, although Fagles translates this passage as 

‘triple ply’, not ‘triple ring.’  Note that different translations use very different verbiage to 

describe some of the same scenes, therefore it will ultimately be necessary to consult the 

original Greek text to determine the applicability of the descriptions 

“There he made the earth and there the sky and the sea, 
and the inexhaustible blazing sun and the moon rounding full, 
and there the constellations, all that crown the heavens…”44 

As discussed above, G3 and several of the bowls from Nimrud have star motifs in their 

central medallions.  On G3 rosettes inscribed in circles surround the star motif, while on 

British Museum ANE N1, a disc with stylized rays suggesting the sun forms the center of 

the star motif.  Surrounding the central star are seven inlaid silver discs reminiscent of 

planets, which could be schematic representations of the heavens.45   

“And he forged on the shield two noble cities filled 
with mortal men.  With weddings and wedding feasts in one 
and under glowing torches they brought forth the brides 
from the women’s chambers, marching through the streets 
while choir on choir the wedding song rose high 
and the young men came dancing, whirling around in rings 
and among them flutes and harps kept up their stirring call-”46 

 
43 Homer, The Iliad, trans. Denison Bingham Hull (Scottsdale, AZ: D.B. Hull, 1982), book 18, lines 478-80.   
44 Homer, Iliad, trans. Fagles, book 18, lines 565-67. 
45 More research will be necessary to determine whether ancient viewers might have interpreted these 
designs in this manner. 
46 Homer, Iliad, trans. Fagles, book 18, lines 572-78. 
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Cy5, Cy6, and E9 depict drinking parties and Cy13 a possible wedding.  G3, G8, and Cy3 

depict processions of musicians, (see also Cy6 and U6) while G3, Cy3, and Cr7 also depict 

chains of dancers.  The Fagles translation suggests that the men’s dance occurs in rings, 

which recalls both the ring composition of the bowls and the ring composition of the Iliad.   

“But circling the other city camped a divided army 
gleaming in battle-gear, and two plans split their ranks: 
to plunder the city or share the riches with its people, 
hoards the handsome citadel stored within its depths. 
But the people were not surrendering, not at all. 
They armed for a raid, hoping to break the siege— 
loving wives and innocent children standing guard 
on the ramparts, flanked by elders bent with age 
as men marched out to war.  Ares and Pallas led them, 
both burnished gold, gold the attire they donned, and great 
looming up in their brilliance, towering over troops…”47 

Cy4 and G4) depict cities under siege, their walls manned with citizens.  Markoe, following 

Güterbock, suggests that Cy4 could originally have depicted a second city on the missing 

portion, and that a bowl of this type could have inspired the literary description of the 

two cities.48  The imagery on G4 has disparities in scale between some of the figures, 

suggesting the larger figures may be deities.   

“When they had reached the place they set the ambush, 
a watering place for all beasts by the river, 
they sat there wrapped up in their flashing bronze. 
Apart from them two army scouts were sitting, 
waiting so they might see the sheep and cattle 
which soon appeared, and with them were two herdsmen 

 
47 Homer, Iliad, trans. Fagles, book 18, lines 593-603. 
48 Markoe, Phoenician Bronze and Silver Bowls, 66-67. 
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playing their pipes…”49 

The “watering place for all beasts by the river” relates to several bowls with Nilotic 

imagery including Cy9, in which the bands separating the registers appear to be a stylized 

representation of water seen from above, Cy12 (cow and calf, mare and colt nursing), E8 

(central medallion,), E9 (interior, central medallion,), E10 (outer register), and E13 

(central medallion,).  Herding scenes appear on the middle and inner register of Markoe’s 

Comp. 11, a lost silver bowl from Chiusi, in which herdsmen tend a herd of cows and a 

herd of pigs. 

“And he forged a thriving vineyard loaded with clusters, 
bunches of lustrous grapes in gold, ripening deep purple 
and climbing vines shot up on silver vine-poles…”50 

The vineyard is reminiscent of the scenes on Eg2 and Eg3, as well as on the bottom of the 

double-walled silver Bernardini cauldron, E3 

“He made on it a herd of straight-horned oxen; 
the oxen had been made of gold and tin, 
and bellowed as they rushed from yard to pasture 
beside a roaring brook and flickering reed-bed. 
Four herdsmen with the oxen were of gold, 
and following were nine swift-footed hounds. 
Two lions were among the foremost cattle, 
And held a bellowing bull which with much lowing 
Was dragged along as hounds and men ran after. 
The lions ripped the big bull’s hide apart 
And gulped its entrails and black blood just as 
The herdsmen roused the hounds to follow after.”51 

 
49 Homer, Iliad, trans. Hull, book 18, lines 520-26. 
50 Homer, Iliad, trans. Fagles, book 18, lines 654-56. 
51 Homer, Iliad, trans. Hull, book 18, lines 573-84. 
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This scene combines elements from several types of bowl scenes:  the file of bulls (found 

on many bowls – refer to Table 1), the animals in a papyrus brake mentioned above, and 

the many scenes of lions attacking a herbivores (including but not limited to Ug2, E3, 

bottom, outer register,  E6, central medallion).52 

“And he forged the Ocean River’s mighty power girdling 
round the outmost rim of the welded indestructible shield.”53 

There are two types of elements from bowl iconography that could fit this description.  

Bowls Cy3, Cy22, G1, G3, G4, G6, G7, G8, G10, U8, and Comp. 1 all have a cable band 

surrounding the outer register.  The cable band could easily be interpreted as a schematic 

representation of waves.  The registers on bowl Cy9 are divided by schematic rivers, and 

Ocean is specifically described as a river in both translations.  It is easy to postulate a bowl 

with similar banding outside the outermost register.  Could the snake with its tail in its 

mouth surrounding the outer register of E2 also have been interpreted as the ocean? 

A significant number of elements from the scenes described on the Shield of Achilles 

correspond closely with scenes on the surviving bowls.  As discussed throughout this 

dissertation, it is probable that many more bowls were in circulation than have survived 

or been found.  The very close correspondence between surviving bowl scenes and the 

description of the shield suggests that the poet had either seen many bowls at close range 

or heard stories about them, and that they were the direct inspiration for the imagery 

 
52 Markoe, Phoenician Bronze and Silver Bowls, 55. 
53 Homer Iliad, trans. Fagles, book 18, lines 708-09. 
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described on the shield of Achilles.  This speaks to the esteem in which the bowls, as 

luxury objects were held:  to be associated (much enlarged in scale, with both divine 

craftsmanship and with Achilles, the consummate hero and central figure of the Iliad, 

especially since the shield’s literary function is as a “biographic” work thematically 

associated both with the life of Achilles and the structure of the Iliad itself.54   

RECEPTION  

Bowls as Daidala 

The living quality of the scenes described in the ekphrasis suggest several ideas 

regarding the reception of the bowls in Greece.  Sarah Morris discusses the qualities of 

daidalic objects as they are presented in the Iliad and the Odyssey, noting that uses of the 

forms of the word daidalon “…describe, represent, or personify objects of intricate and 

expensive craftsmanship…”55   The Shield of Achilles is the ultimate daidalon.  The poet 

frequently associates daidala with the armor of the most important heroes, often in the 

context of the hero arming for battle.56  Daidalic objects often appear to move or to 

breathe, are frequently either foreign or exotic, 57 and are often made of metal.  I have 

noted the frequency of references to movement and sound in the ekphrasis on the shield.  

 
54 Refer to Andrew Becker, The Shield of Achilles and the Poetics of Ekphrasis (Lanham, MD:  Rowan and 
Littlefield, 1995), and Gregory Nagy “The Shield of Achilles: Ends of the Iliad and Beginnings of the Polis,” 
in New Light on a Dark Age: Exploring the Culture of Geometric Greece, ed. Susan Langdon (Columbia, MO:  
University of Missouri Press, 1997), 194-207.  
55 Sarah P. Morris, Daidalos and the Origins of Greek Art (Princeton, NJ: Princeton University Press, 1995), 
3-4. 
56 Morris, Daidalos, 5. 
57 Morris, Daidalos, 22. 

https://catalog.lib.utexas.edu/search%7ES29?/XShield+of+Achilles&SORT=D/XShield+of+Achilles&SORT=D&SUBKEY=Shield+of+Achilles/1%2C55%2C55%2CB/frameset&FF=XShield+of+Achilles&SORT=D&5%2C5%2C
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Finally, Morris connects the appearance of objects described as daidala in epic with 

results of death and destruction for the owners or users of the objects,58 and sees 

Hesiod’s association of daidala solely with Pandora as a conscious recognition of daidala 

as both dazzling and dangerous.59  Indeed, Achilles’ god-made shield does not protect him 

from an untimely death in the story. 

The references in epic to objects like the bowls, that is, works of figurative art 

executed in metal, as daidala suggests that contemporaries recognized and discussed 

their extraordinary qualities. 

As with the bowls from Cretan find spots, analysis of the bowls from Greek sites is 

hampered by the large percentage in very poor condition with missing portions (registers 

and medallions) or very corroded, so that it is difficult or impossible to analyze 

workmanship, complexity, medallion, or relationship to the koine tradition.  With the 

exception of cost / complexity / materiality, Greek bowls are stylistically and 

iconographically representative of the corpus as a whole.  Several belong to style 

groupings with strong correlations in other regions.  Five of the thirteen objects in the 

catalogue have figural narrative, however, seven are missing sufficient portions that 

figural narrative cannot be ruled out.  As on G7, it is common for bowls to have one 

 
58 Morris, Daidalos, 21 
59 Morris, Daidalos, 32. 
60 Feldman, Communities of Style, 159, after David Rupp and Nicholas Blackwell. 
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register with an animal file and one with figural narrative.  With regard to the koine 

tradition, three of the surviving objects have three or more koine characteristics, while 

several are incapable of analysis due to missing portions.  The remaining portions of G2 

and G12 appear canonical.  As indicated by its context, G12 is of sufficient age that it could 

be an LBA produced object, and G2 belongs to a grouping of objects divided between 

Nimrud and Crete.  G6 has an inscription of ownership in a Levantine alphabet.  The 

omitted bowl from Tragana also has an inscription in Luwian hieroglyphics.  Given the 

quantity of missing material from the existing bowls, there may have been other 

inscriptions that do not survive. 

With regard to motifs, two of the surviving bowls have Egyptian deities, one has a 

Horus hawk, and four or five have sphinxes or griffins.  Two have architectural elements, 

three have papyrus or lotus, and three have palmettes.  Of the more complex figural 

scenes, two have offering scenes, one has a city under siege, and one has hunting.  Seven 

have animal files. 

As I have discussed, several of the Greek bowls belong to style groupings with strong 

correlations in other regions.  G3, in addition to its correlations with several cross-regional 

groupings, also has a celestial central motif reminiscent of two of the bowls from Nimrud.    

Greek bowls were initially deposited in tombs.  The earliest tombs, those in Lefkandi, 

are close in date, and occur in the same cemetery, where a single family group emulated 

the burial practices of a heroic ancestor by burying expensive imported objects from both 

Attica and the Near East in their tombs.  The single example from Athens, a moderately 
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wealthy male grave in which the bowl was used to seal the amphora holding the remains, 

was deposited at a time when the Athenian elite were transitioning to greater uniformity 

and less expense in their funerary arrangements.  

At the time when Greeks began to construct built temples, tomb deposits disappear.  

The best-contextualized sanctuary deposits are mostly from disposal contexts, which 

means that we cannot know when the objects arrived in the sanctuary, how many there 

were, how long they were visible or in use, or the reasons for their ultimate disposal.  Less 

well-contextualized objects are simply associated with the sanctuary by physical 

proximity.  Therefore we can only conjecture that bowls would have begun to arrive in 

sanctuaries around 700 B. C., at the same time as other expensive objects. 

I suggest that dedicating bowls in sanctuaries admirably served the needs of donors, 

providing them with credit for magnificence, support of the community, and piety in their 

home cities, and with an opportunity for performative display and self-promotion in the 

context of the competitive nature of Greek society, where elite status was not 

automatically passed down from generation to generation.  In each location, sanctuary 

dedications provided a permanently visible memorial of the sacrifice of wealth, and 

possibly the opportunity for repeated occasions to view, use, and tell stories about the 

bowl and its donors.  The most typical uses in sanctuaries are likely to have been feasting 

and the pouring of libations.  As in other regions in this study, it is also possible that 

sanctuaries acquired bowls and other high cost objects via their own networks of 

exchange. 
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Literary sources indicate that the archeological record greatly underrepresents both 

the quantity and richness of bowls present in Greece.  As documented in the inscriptions 

of the Treasurers of Athena, it is likely that most sanctuary bowls were accessed and 

melted down in times of need, or of course, destroyed when sanctuary buildings or 

treasuries burned.  The tiny portion that survived were disposed of in an appropriate 

manner with other votives that had outlived their usefulness or relevance.  The Throne of 

Midas at Delphi and other costly Lydian dedications would have been on display for 

several hundred years before their presumed destruction in the fire that destroyed the 

Treasury of the Corinthians.  The evidence of the Iliad shows that Greeks recognized and 

appreciated the extraordinary qualities of the bowls, and further supports my assertion 

that the most costly gold and silver bowls did circulate in Greece. 

I wish to stress that despite differences in practices of deposition in Greece 

(evolution from tomb to sanctuary deposits and consequent poor survival rates of the 

costliest objects), bowls from Greek find spots are not in any way homogenous or limited 

with regard to the corpus as a whole.  Rather, Greek bowls display the full range of 

qualities and styles of execution: shapes from deep bowls with omphaloi to shallow 

bowls, medallions from typical rosette to a star with comparanda in Nimrud, iconography 

from animal files to Egyptian deities to offering scenes to complex figural narrative, 

canonical koine objects, and one object representative of the sphinx bowls known 

otherwise from Crete and Nimrud.  Figural medallions are missing, but they are strongly 

associated with the most expensive bowls, and many Greek bowl are missing their 
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medallions altogether.   Figural execution ranges from naturalistic to highly stylized, and 

banding from the most minimal schematic cable to elaborate bands in deep repoussé.  

Greeks knew and used the entire range of bowls.  Further, the drinking sets found with 

the bowls in the tombs of Lefkandi and the presence of G11 with other phialae in the pool 

at Perachora shows that Greeks understood and participated in the practices associated 

with bowls in other regions:  drinking and libating. 

In the next chapter I discuss bowls deposited on the Italian peninsula.  The 

deposition pattern in Italy more strongly resembles that in Cyprus than in Greece or on 

Crete. 
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Chapter 6: The Italian Peninsula 

INTRODUCTION 

There are thirteen bowls with reasonably secure attribution to the Italian peninsula 

and adjacent regions.  Although trade extended further west to Iberia, the Italian 

Peninsula is the westernmost area in the Mediterranean where bowls have been found:  

the last known stop on the route for these particular objects.  Italy, like Cyprus, suffered 

from early, undocumented excavations in search of treasure, thus much of the evidence 

is reconstructed.   All of the surviving provenienced bowls come from tomb contexts, five 

from Etruria (Caere and Vetulonia, E6 – E9 and E15), five from Latium (Praeneste, E1 – 

E5), one from Pontecagnano (E14), one from Calabria, (Ca1), and one from Sicily (Si1).  

(Refer to Illustration 6.1.)  In addition, Markoe assigns four uncontextualized bowls to this 

region (E10 – E13).1  The nine bowls from Caere and Praeneste come from burials which 

compare in both wealth and form to the elite burials of Cyprus.  The bowl from 

Pontecagnano on the west coast comes from a reasonably wealthy cremation grave, 

while the one from Calabria in the south from a simple inhumation with limited grave 

goods, and Si1 from a probable tomb context with no further available data. 

 

 
1 For the unprovenanced bowls, which are omitted from this study, refer to  Glenn Markoe, Phoenician 
Bronze and Silver Bowls from Cyprus and the Mediterranean, v. 26, University of California Publications:  
Classical Studies, eds. Ann Bergren, Mortimer Chambers, Alan Code, Ronald Stroud, John Sullivan 
(Berkeley:  University of California Press, 1985), 198-201. 
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Illustration 6.1:  Italian Peninsula and Sicily 
By the author, after Markoe, Phoenician Bronze and Silver Bowls 
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As a group, the Italian bowls are among the most elaborate and most expensive.  

Only two (Ca1 and E15) are bronze:  the balance are silver or gold with complex decorative 

schemes, and many have special features such as the snake protomes on E3 (Bernardini 

cauldron) and the double-walled construction of E9.  One of them (E1) is of the highest 

quality, comparable to As1, Eg6, and Cy8 (and possibly Cy4), all, with the exception of Cy4, 

either known products of royal workshops, or documented as owned by royalty.  In 

addition, as noted in earlier chapters, E1 has several compelling comparanda both in 

overall design, and in the execution of specific motifs, to works from other regions, while 

E2 includes a narrative which is also seen on Cy7.  (See below.)  Several of the bowls from 

the Italian Peninsula have marked Egyptian qualities, while another series (E3 and E5 – 

E9) features, in common with Cy1, files of soldiers.  

As with the bowls from other regions, the use and deposition of the Italian bowls 

serve as tracers for elite behaviors and strategies.  The varying contexts of the funerary 

deposits show that the Italian Peninsula and Sicily comprised many cultural regions, 

however, most of the bowls with known context come from Etruria and the adjacent 

regions under Etruscan influence.  For this reason, to frame the physical evidence, I briefly 

discuss the social and cultural context of Central Italy from the ninth century through the 

period of deposition of the bowls as background both for understanding how the bowls 

may have functioned in elite strategies of self-definition, and as comparison with the 

social contexts of bowl use and deposition in other areas around the Mediterranean.   
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I then present the material evidence.  In the catalog I discuss what is known or can 

be reconstructed of the various tomb contexts including the physical structure and the 

entourage of other objects.  As for all the bowls in the study, I review format, technique, 

imagery and style in significant detail as the basis for many of my conclusions (refer to 

Appendix: Catalog) and provide analysis in the text.  Several of the bowls from this region 

have rich or unusual decorative content, some of which corroborates my thesis regarding 

expansion of the corpus to include the bowls from Egypt.  I also discuss in detail the 

parallels between E1, As1, Cy8, and Cy24, all of which highlight the connectedness of the 

corpus and thereby of the Mediterranean elite during the Iron Age. 

CULTURAL AND SOCIAL CONTEXT 

The right to own land and concomitant social stratification began in Etruria in the 

Late Bronze Age.  By the Iron Age, there were thousands of elites in the region, and 

settlement patterns in southern Etruria had transitioned from networks of small 

settlements on hilltops to a smaller number of proto-urban centers many times the size 

of the LBA villages.  Funerary deposits began to display social stratification from the ninth 

century, and by the eighth century included ceremonial armor of thin metal sheet, iron 

weapons, tripods resembling Cypriot models, wheeled incense burners, and ribbed bowls.  

Alliance marriages with elites from other regions began as early as the ninth century, as 

suggested by a wealthy tomb at Vulci of a woman of probable Sardinian origin, a 
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cremation burial with significant deposits of imported Sardinian bronze work (The “Tomb 

of the Nuraghic Bronzes”).2  

Imported objects deposited in funerary contexts of the late ninth and early eighth 

century B. C., including a steatite scarab and two faience pendants from Egypt (at 

Tarquinia) as well as a bronze patera from Cyprus (at Castel de Decima) demonstrate both 

contact between Central Italy and the eastern Mediterranean,3 and an established 

practice of depositing luxury artifacts in tombs.  By the eighth century, Greek pottery 

including pendant semi-circle and chevron skyphoi and vessels suitable for use in 

symposia / wine services also began to appear in quantity.4   

Like the Cypriot elites, the aristocrats of Central Italy appear to have had an 

untroubled relationship with luxury objects and performative display and with the 

adoption and emulation of elite practices from other regions, particularly the Near East, 

and to have utilized them to the fullest in their strategies of self—definition and self-

presentation.  We may presume the diffusion of these practices via travel and elite gift 

exchange.  It is intriguing to speculate, in addition, whether, or to what extent Italian 

aristocrats had personal contact or relationships with elites from other regions.  In 

addition to portable luxury objects, scholars have suggested that some of the features of 

 
2 Alessandro Naso, “The Etruscan Aristocracy in the Orientalizing Period:  Culture, Economy, Relations,” in 
The Etruscans, ed. Mario Torelli (New York: Rizzoli, 2001), 112. 
3 Naso, “Etruscan Aristocracy,” 112. 
4 Naso, “Etruscan Aristocracy,” 113-16. 
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Central Italian sculpture and architecture were adopted from various regions of the Near 

East.5 

I have noted the use of the bowls in wine consumption and the pouring of libations 

in other regions.  A variety of evidence, including the elaborate precious metal drinking 

services in several of the tombs in this study, shows that the elites of Central Italy 

embraced the custom of wine drinking from the eighth century onward:  wine amphorae, 

funerary deposits of Greek ceramic wine services, and ceramic tripod bowls from Syria-

Palestine used for grinding spices to mix into wine (last quarter of the eighth century), 

seventh-century Etruscan depictions of the Syro-Palestinian marzeah, and bronze and 

silver graters used for grating cheese to mix with wine.6  The choice to acquire and then 

deposit so many costly implements associated with drinking and feasting shows the 

importance of these practices to the Etruscan and Latin elite.  In fact, drinking services are 

one of the primary categories of items deposited in the tombs in this study, indicating 

that wine drinking was a primary strategy in elite self—definition and self—presentation.   

Extravagant, performative funeral rites appear to have been important strategies 

for the Central Italian elites, as for those of Cyprus.  The elaborate multi-stage rituals 

included, in Etruria, statues representing the deceased, funerary banquets, and hired 

mourners.7  Chamber tombs for wealthy burials, similar in form to those of Cyprus,  came 

 
5 Naso, “Etruscan Aristocracy,” 122. 
6 Naso, “Etruscan Aristocracy,” 113-17. 
7 Naso, “Etruscan Aristocracy,” 124. 
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into use in the early 7th century, and have been found at multiple locations, including 

Castel di Decima, Pontecagnano, Cumae, and Novilara, as well as Praeneste and Caere, 

indicating that the practice was widespread and not confined to Etruscan social groups.  

The earlier tombs consisted of a single chamber, while later, more elaborate versions 

included a dromos, and an antechamber with benches, where grave goods were 

sometimes placed, on all sides.  Women as well as men received elaborate burials in 

chamber tombs, and were sometimes interred with wine mixing paraphernalia, showing 

them to have participated in wine-drinking occasions. 8  

Specifics of tomb architecture and embellishment varied from region to region.  In 

southern Etruria, large tumuli similar to those of Anatolia covered chamber tombs, 

possibly as a visual and permanent claiming of the landscape.  In Tarquinia, builders 

constructed large squares in front of the tombs, similar to those of Cyprus, which provided 

a location for the performance of funeral rites, while wall paintings adorned wealthy 

tombs in Caere.9 

NON TEXTUAL HIEROGLYPHS 

Non textual hieroglyphs appear on several bowls in the corpus, and like the bowls 

themselves, have been caught up in nineteenth century ideas about art and ethnicity, and 

the dismissal of hybrid works of art.  They are an important feature of two of the works 

 
8 Gary Forsythe, A Critical History of Early Rome, From Prehistory to the First Punic War (Berkeley:  
University of California Press, 2005), 56-57.   
9 Naso, “The Etruscan Aristocracy,” 123-24. 
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from the Italian Peninsula, and their interpretation has implications for interpreting the 

bowls.  Many twentieth century scholars saw the use of non-textual hieroglyphs as a 

marker for “Egyptianizing”, rather than Egyptian objects, and have therefore attributed 

such objects to Levantine artisans, implying inferior artistic production, and a lack of 

either understanding or artistic integrity.10  This characterization is anachronistic, 

applying Renaissance ideas of artistic genius and Romantic ideas of zeitgeist or ethnicity 

to the Late Bronze and Early Iron Ages, and overlooks the selective, nuanced messages 

and interpretations that patrons and artists must have produced and understood. 

Non-textual hieroglyphs have a long history, appearing on both Egyptian-produced 

works of art, and on Levantine objects.  Egyptian scarabs of the Middle Kingdom included 

hieroglyphs with royal or good luck connotations, which, although they did not have a 

textual meaning, did increase the scarab’s apotropaic qualities.  Canaanite scarabs of the 

Second Intermediate Period (c. 1650 BC – c. 1550 BC), initially emulated the Egyptian 

models, and later included both genuine Egyptian symbols, images which resemble 

hieroglyphs but are not, and other motifs from Egypt and the Near East such as griffins 

and sphinxes.11 

 
10 Markoe, for example, refers to them as “pseudo-hieroglyphs,” which carries value and production 
implications. 
11 Daphna Ben-Tor, “Pseudo Hieroglyphs on Middle Bronze Age Canaanite Scarabs,” in Non-Textual 
Marking Systems, Writing, and Pseudo Script from Prehistory to Modern Times, Lingua Aegyptia:  Studia 
mongraphica 8, eds. Peta Andrássy, Julia Budka, and Frank Kammerzell  (Göttingen:  Seminar für 
Ägyptologie und Koptologie, 2009), 83, and figures. 
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Even if the hieroglyphs on bowls in the corpus do not have textual meaning, their 

presence cannot be dismissed nor their visuality ignored:  they must have iconographic 

meaning even if they do not have a specific documentary interpretation.  Visual 

references to hieroglyphs would have had connotations of authority, monumentality, 

formality, importance, and wealth or power:  hieroglyphic writing was the province of 

scribes, and its presence implied power and the investment of financial resources.  

Textual hieroglyphs were primarily used for inscriptions:  the hieratic and demotic scripts, 

which derived from hieroglyphs, were used for priestly and everyday writing (mostly on 

papyri).  Hieroglyphs could be interpreted phonetically, where the hieroglyph stands for 

the consonants in the name of the object depicted, as logograms, or as ideograms.  I will 

show below that the hieroglyphs selected for depiction on the bowls can be interpreted 

to have meanings of good fortune. 

SANCTUARIES 

I am not aware of any bowl deposits from Italian sanctuary contexts.  As on Crete, 

early Etruscan worship took place in open-air or cave settings which are not easily 

detectable in the archaeological record, thus it is possible that such deposits were made 

and simply have not been found or have deteriorated in the difficult conditions of exterior 

sites.12 

 
12 The oldest known votive deposits in the Etruscan region, from a lake at Banditella, near Vulci, and 
dating from the ninth to eighth century, included small ceramics and a miniature solid bronze horse.  
Naso, “Etruscan Aristocracy,” 117-19.  
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THE BERNARDINI TOMB 

E1 – E4 come from the Bernardini Tomb, discovered in 1876 in a vineyard at 

Palestrina,13 ancient Praeneste, approximately 30 miles from Rome.  Modern scholars 

date the tomb to circa 675 to 650 B. C.14  The excavation was conducted without 

professional supervision, and the tomb’s location has been lost,15 although Helbig visited 

the site as the excavation was being filled in and interviewed some of the excavators, 

recording eyewitness accounts of the excavation.  Curtis reconstructs the burial as a 

typical chamber tomb dug into the ground, with a dromos, doorway, and corbelled 

vaulted roof.16  It was oriented east-west on the long axis, with north and south sides 5.45 

m long (17.92’), east side 3.80 m (12.45’), and west side 3.92 m (12.85’), and lined with 

multiple courses of rectangular tufa.  In the bottom was an approximately two meter long 

trench, containing the remains of the body and many gold and silver objects.  The 

excavators retained only the more precious items, discarding the skeleton, all of the 

ceramics, and even some pieces of gold foil.17  Illustration 6.2 depicts a few of the finds, 

which included gold and silver fibulae, gold plaques, horse trappings, a gold skyphos, a 

 
13 C. Densmore Curtis, “The Bernardini Tomb,” Memoirs of the American Academy in Rome 3 (1919): 9. 
14 Forsythe, Critical History of Early Rome, 57. 
15 The Italian government attempted to locate and re-excavate the tomb in 1918.  Trenches were dug, 
soundings were taken, and residents who had seen the original excavation were interviewed, however 
the tomb was not found.  Curtis, “Bernardini Tomb,” 16. 
16 Curtis, “Bernardini Tomb,” 13-14.  Helbig, an archaeologist turned antiquities dealer visited the site 
shortly after the excavation and saw it in a partially filled in condition.  Helbig reconstructed the tomb as a 
rectangular enclosure without roof or doorway, however the richness of the contents, their reported 
arrangement, and the tomb’s location in an agricultural setting where deep working of the soil was 
standard practice, make Curtis’ reconstruction as a chamber tomb with a collapsed roof much more likely.   
17 Curtis, “Bernardini Tomb,” 13-14.  The workmen told Helbig that the ceramics had all been discarded. 
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blue glass bowl, silver vessels including a deep bowl, two phialai mesomphaloi, several 

oenochoe, skyphoi, cups, fragments of four shields, and weapons.18   

To the north, outside the inhumation trench, were animal-shaped bronze sheaths, 

which had most likely embellished items of wooden furniture such as a chair or funerary 

couch.  On the south side of the enclosure were fragments of three shields, which had 

probably been hung on the wall and fallen off, and a gold skyphos ornamented with 

sphinxes on the handles.  In the southwest corner, a collection of ivory fragments, 

probably furniture panels.  On the west side were the bowls, bronze vessels and 

fragments, and fragments of ivory.  In the northwest corner there were wooden 

containers with bronze fittings, and along the north side, fragments of ceramic vessels.  

Along the east wall was a large cauldron with griffin protomes, bronze figurines, and a 

piece of wood.  The discarded gold foil would mostly likely have been sewn to the clothing 

or placed on the body.19   

 
18 Forsythe, Critical History of Early Rome, 57-58. 
19 Curtis, “Bernardini Tomb,” 9-14, and Fulvio Canciani and Friedrich W. von Hase, Latium Vetus II:  La 
Tomba Bernardini di Palestrina (Rome:  Consiglio Nazionale de Richerche, 1979), 4-5. 
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Illustration 6.2:  Objects from the Bernardini Tomb 
Villa Giulia, Photo credit:  Athanasio Papalexandrou 
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E1 

Illustration 6.3:  E1, photo  
Villa Giulia 61574 
Photo credit:  Athanasio Papalexandrou 

E1 is a silver bowl from the Bernardini Tomb.  The central figural medallion depicts 

an elaborate and canonical version of the smiting Pharaoh motif, surrounded by a band 

of non-textual hieroglyphs, with a ground plane of non-textual hieroglyphs bordered by 

double engraved lines.  The area under the ground plane is badly damaged, with 

inconclusive remnants of a figure visible.  As I discuss in the catalog entry, all the legible 

hieroglyphs on E1 are true hieroglyphs with meanings consistent with good fortune. 

The outer register is a rigorous vignetted quadripartite composition of four reed 

boats at the quarter points alternating with four identical motifs of Isis suckling the child 
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(rather than the infant) Horus in front of a stylized papyrus cluster, at the eighth points.  

The reed boat at the top contains mummified Osiris in the center flanked by mirrored 

depictions of Horus as a falcon headed man holding a chain of ankhs.  The boat to the 

right of the medallion has Khepri, god of the morning sun as a scarab beetle holding a 

solar disc above its head, flanked by mirrored images of Pharaoh in the Blue crown, and 

Horus falcons on bow and stern.  The third and fourth boats are mostly missing, but their 

occupants can be reconstructed based on their distinctive headdresses.  In the catalog I 

propose that the third boat contains Amun-Ra and his consort Mut flanked by the god 

Hapy on the left and the goddess Anuket on the right, both deities of the Nile flood.  I 

reconstruct the fourth boat with the solar deity Nefertem on the left, Khepri (clearly 

visible) in the center, and an unknown deity on the right. 

There are several compelling comparanda for E1.  As noted above, the smiting 

Pharaoh motif on the much better preserved Cy8 (Illustration 6.4) is astonishingly similar 

both in composition, and in the smallest details of the way kilts are wrapped, headdresses 

ornamented, the proportions and stance of the figures, down to the shape of Pharaoh’s 

torso, and the profile of his nose.  Cy8 and E1, (along with the bowls of Yaba and General 

Wen-djebau-en-djed) are also two of the most elaborate surviving bowls.  A 

correspondence of execution and detail at this level indicates that it is not out of the 

question to propose production by the same group of artists.  Cy8 is much more hybrid in 

imagery than E1, however, this could be due to the circumstances of the commission.   
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Illustration 6.4:  Comparison of smiting Pharaoh:  E1 (top) and Cy8 (bottom) 
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Cy2, also much better preserved, is a second close comparandum for the central 

medallion, with a smiting pharaoh in a wrapped kilt, wearing a uraeus crown and facing 

right, however the depiction of the figures is quite different, and the scene much less 

detailed, lacking both the dense, tapestry-like infill of hieroglyphs above or any figural 

decoration below the ground plane.  E2, below, also has a smiting male figure in the 

central medallion and a crawling figure under the ground plane. 

Illustration 6.5:  E1 – comparison of central medallion E1 (left) and Cy2 (right) 
 

Two additional intriguing comparanda are As1, the bowl of Yaba, and Cy24, a bowl 

attributed to a findspot at Golgoi on Cyprus,20 both of which, with Cy8, continue to 

highlight questions about transport / travel of objects, images, and people.  (Illustration 

6.6)   

 
20 The provenance of Cy24 is problematic.  See Marian H. Feldman, Communities of Style: Portable Luxury 
Arts, Identity and Collective Memory in the Iron Age Levant (Chicago: The University of Chicago Press, 
2014), 132.  
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As discussed in Chapter 2, Yaba’s bowl (As1) is gold, approximately 17.7 cm by 3 cm 

dee0 (7 x 1¼ inches), thus quite similar in size and shape to E1.  Like E1, it has a large 

central figural medallion, and a single wide register of figural decoration.  The most 

remarkable similarity is the four reed boats, all containing divinities, in a quadrilaterally 

symmetrical composition.  There, however, the similarity ends.  E1 is remarkable for its 

consummate and sophisticated expression of a vignette composition via organized 

formality and quadrilateral symmetry on both the 90 degree and forty-five degree axes, 

and the strict relationship of the outer register to the central medallion, highly atypical 

for these works. Yaba’s bowl is likewise remarkable for its organized, continuous 

composition, with the four boats, the equally spaced papyrus stems forming a plausible 

natural backdrop to the river scene, and the papyrus heads doing double duty as an outer 

border, all framing a continuous composition with narrative implications.  In the central 

medallion of Yaba’s bowl a sophisticated use of spacing and radiality gives the impression 

of radial symmetry and boundedness, yet upon close examination one realizes that the 

composition spirals outward from the center and is not symmetrical at all.  It should also 

be noted that Yaba’s bowl went out of circulation circa 725 B. C.21 and was not seen again 

until 1989, therefore Cy24, referenced in a publication from 1910,22 cannot be a modern 

forgery based on the bowl of Yaba.  In addition, as discussed  in Chapter 2, the bowl of 

 
21 Refer to Chapter 1:  Yaba / Banitu was queen of Shalmaneser V, who reigned 727-722 B. C.   
22 H. Schäfer, Ägyptische Goldschmiedarbeiten, no. 97 (Berlin: 1910), cited in Ogden, “Gold in a Time of 
Bronze and Iron,” Journal of Ancient Chronology, forum 4 (1990):  n. 20. 
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Yaba may be an Egyptian work, possibly even dating to the Late Bronze Age, which Yaba 

brought as an heirloom to her marriage to Tiglath Pilesar III in the early 8th century B. C., 

and which was buried with her.   

 
Illustration 6.6: Comparison E1, As1, Cy24 
E1, photo (top right) and line drawing (top left), As1 (bottom left), Cy24 (bottom right) 
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The imagery of E1 exhibits a high degree of consistency with verifiably Egyptian 

works and imagery, such as tomb paintings.  The deities are depicted canonically, and the 

legible hieroglyphs prove to be identifiable Egyptian signs.  As I have discussed elsewhere, 

the continuity of the bowls’ production in Egypt, evidenced by bowls manufactured by 

highly specialized techniques and found in secure, datable tomb and temple contexts, 

shows that artistic production for the Egyptian elite continued without significant 

interruption following the end of the LBA.23  E1 possesses some of the characteristics of 

Feldman’s international koine, specifically the arrangement into vignettes, yet the 

imagery does not exhibit the defining hybridity of the canonical koine works.  Elites of the 

LBA and afterward would have recognized the prestige of the International Style as the 

artistic currency of gifts between rulers.  I propose that this is a work manufactured in 

Egypt, for Egyptian elites who were aware of the international koine and adopted some 

of the formal elements in this commission specifically for its prestigious connotations.  

The rigorous composition, costly material, and fine workmanship show that this is a work 

manufactured for the very highest levels of society, possibly in a royal workshop.  Cy8, 

which I have suggested above could be a work by the same group of artists, is noticeably 

more hybrid in imagery, although the Egyptian elements are once again canonical in 

depiction.  One could postulate commission of Cy8 for the purpose of diplomatic gifting, 

with E1 intended for consumption / display ‘at home’ in Egypt.  Similarly, E1 could have 

 
23 Feldman, Communities of Style; Ogden, “Gold in a Time of Bronze and Iron”; and Hans Wolfgang Müller 
and Eberhard Thiem, The Royal Gold of Ancient Egypt (London: I.B. Taurus, 1999). 
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been manufactured in Egypt, in the multicultural workshops of the Nile delta, with Cy8 

being produced elsewhere, for a different patron, as the artists traveled.  

The dates of manufacture are completely open to question.  Based on the Amarna 

period (circa 1353–1336) date of the Hatiay bowl (Eg1), from whence so much LBA elite 

correspondence is preserved, E1 could have been manufactured at any time from the 

Amarna period to at least as late as Eg6, the bowl of Wen-djebau-en-ded, which is 

securely dated to the reign of Psusennes I, (1040-992 B. C., Third Intermediate Period), or 

even later.   

The inscription on E1 is remarkable for its discreet placement and small size, 

suggesting that the owner who directed its addition preferred to foreground the imagery 

rather than his statement of ownership, or, as Feldman puts it, enchantment over 

declaration.24  The personal, as opposed to dedicatory inscription, was extremely rare in 

this period.25  While the addition of any inscription indicates the investment of further 

resources in an already costly object, personal inscriptions are, in my view, a rather 

audacious, permanent claiming of precious objects, one of whose primary characteristics 

is their transmission through time and the stories told about them.26  That is, adding an 

inscription implies both hyper-ownership, and that the object’s transmission stops with 

 
24 Feldman, Communities of Style, 131. 
25 Feldman, Communities of Style, 117.  The inscriptions on surviving inscribed bowls take the form of 
personal names, with an implied “to be” or more specific indication of possession, in grammatical forms 
that foreground the bowls themselves as the speakers 
26 For example, the mixing bowl that Menelaus give Telemachus in the Odyssey (611-618), part of the 
value of which is the story that Menelaus tells about its manufacture and previous owner. 
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the inscribing patron, which is not the case in most of the known examples.  (Yaba is the 

exception.)  It is evident that Eshmun-ya-ad, son of Ashto, whose name was inscribed on 

E1, was only a link in the chain of ownership that terminated with the ultimate claiming 

of the object by a member of the Latin elite in his interment. 

E2 

 
Illustration 6.7:  E2, photo  
Villa Giulia 61565 
Torelli, Etruscans, 126 

E2 is a gold-plated silver bowl with silver rim.  Like E1 it comes from the Bernardini 

tomb at Praeneste but is in much better condition.   The central medallion depicts a 

variant on the smiting Pharaoh motif, with a naked bound captive replacing Pharaoh’s 

attendant, a kilted, spear carrying figure replacing Pharaoh, and a second kilted figure 



 305 

replacing Horus.  One jackal nips the heels of a naked crawling captive under the ground 

plane, another unexpectedly nips the heels of the central figure.  The first register is a 

clockwise file of eight prancing horses with clockwise flying birds over their backs.  The 

second register includes several scenes involving an elite male:  hunting, an encampment, 

religious observances, and a sequence involving combat with monsters and either 

apotheosis or rescue by a winged female deity, a more complete and complex version of 

the imagery in the outer register of Cy7.  Bands of repoussé spheres separate the 

medallion, inner, and outer registers, and a border of a realistic snake edges the outer 

register.  

The central medallion is based on formal models of the smiting Pharaoh motif, yet 

the mixture of costumes and attributes among the protagonists, and the presence of the 

jackals among apparent victors and defeated alike create ambiguities which may call for 

a more nuanced interpretation.  The first register is a somewhat typical animal file, yet 

the use of horses rather than wild animals suggests a specifically aristocratic focus rather 

than the more usual scene of natural bounty and plenty.  Each register is internally 

consistent in density of composition, with the outer register the most dense.  All the 

scenes in the outer register have strong narrative content, and relate to elite, primarily 

military activities, bringing prosperity and peace:   warriors in chariots, hunting scenes, 

the military encampment, the religious occasion, and aristocrats battling monsters under 

the protection of deities—a message of elites bringing order and prosperity to the world.  

The framing of the composition by the same chariot with the aristocratic passenger under 
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his parasol touching the driver’s back could indicate that the passenger is the protagonist, 

leaving his fortress at the beginning of the adventures and returning home at the end.   

The composition is sophisticated, the workmanship very fine, and the materials very 

costly.  The imagery is hybrid in the extreme, with both Egyptian and Near Eastern 

elements.  In terms of workmanship, costliness, hybridity, and complexity, this work is 

most reminiscent of some of the Cypriot bowls, especially Cy1, Cy2, Cy4, Cy7, and Cy12, 

with Cy8 being even more intricate and expensive.   

E3 

 
Illustration 6.8:  E3, “Bernardini Cauldron” 
Villa Giulia 61566 
Torelli, Etruscans, 44 
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E3 is a gold-plated silver object with a central figural medallion and four registers of 

figural decoration.  It is unique among the surviving bowls for its resemblance to the 

monumental cauldrons from Greek sanctuaries and Italian tombs.  The central medallion 

depicts a standing lion with a supine human captive, resembling the motif in the first 

register of Cy8, with a Horus hawk overhead, a single lily to the right, and a scale pattern 

filling the area under the ground plane.  The first register combines imagery reminiscent 

of Egyptian tomb scenes:  agriculture, viniculture, grazing horses, date palms heavy with 

fruit, with lion combat and lion attack scenes that reflect the koine tradition, organized 

into informal vignettes divided by palm trees and lily stalks.  The second and third 

registers depict military processions with soldiers in Egyptian style kilts and hairstyles 

carrying hoplite shields, interspersed with riders, palm trees, a pair of dueling solders, and 

a mountain with a leaping deer.  The outer register includes a file of clockwise-facing 

ducks, reminiscent of the ducks on Cy18 (Chapter 3).  The rosette mountings from the 

serpent protomes partially overlay the ducks. 

 
Illustration 6.9:  Lion with captive:  E3 (left) and Cy8 (right) 
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I suggest that the motif of the lion with captive is an analogue for the smiting 

Pharaoh with the crawling captive below, representing power and total triumph.  The 

spiral on the lion’s shoulder and stylized tufts of hair must have significance.  The Horus 

falcon flying overhead suggests divine protection, or at least divine witnessing of the 

scene.     

As noted above, the motifs in the first register strongly resemble in character, 

content, and in their orderly composition, several of the Egyptian bowls, celebrating 

domestic prosperity through hunting and husbandry, natural abundance, and elite 

activities:  especially Eg2 and Eg3.  A Nilotic scene is missing, but the central medallion 

could be interpreted as taking place by water.  The scenes in the first register have 

narrative content– the arrow in flight to the lion’s back, the successful hunter on his way 

home – yet are organized into vignettes.  The balance of the imagery is divided between 

human prosperity, nature (the mountains and ducks) and elite activities such as hunting 

and military activities.  Even in the military processions, however, the fruit bearing palm 

trees indicate natural bounty and prosperity.  The density of the imagery is comparable 

in all the registers, and the linework used to depict the figures is generally smooth and 

evenly spaced. The placement of the decoration on the exterior is unusual but not unique.   
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Illustration 6.10:  E3 –Visuality: color vs. black and white photo   
Top:  Torelli, Etruscans, 44 
Bottom:  Markoe, Phoenician Bronze and Silver Bowls, 284 
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The gold plating would have given the bowl an unearthly glow, with the protomes 

adding an even higher level of animation and astonishment to the already radiant, 

animated surface of the bowl.  Their curves echo the almost spherical shape of the bowl.  

There must also have been wonder and cognitive dissonance associated with the small 

golden object that could be held in the palm of one’s hand replicating the shape and 

features of the monumental cauldrons.  It seems likely that a viewer aware of the 

cauldrons would have ascribed similar, perhaps even more concentrated meaning to the 

relatively tiny, but even more precious bowl.  The shape of E3 raises the question of 

whether it would have had a use other than inspiring awe, admiration or discussion.  The 

protomes make use as a drinking vessel highly unlikely, and the small size seems to 

obviate use as a mixing vessel. 

 E3 has many Egyptian elements, but none relating strongly to the surviving, 

securely contextualized Egyptian bowls.  The hoplite shields, however, do give a terminus 

post quem of the mid to late eighth century.  All that we can infer is production by highly 

skilled craftspeople, familiar with both the LBA koine and the with Egyptian tomb imagery, 

at least one of whom had seen, or was familiar with the monumental cauldrons.  The 

quality and complexity suggest production in a major center by craftspeople with a high 

level of training in the bowl tradition, thus a first wave object.   



 311 

E4 

Illustration 6.11: E4 
Villa Giulia 61543 
Photo credit: Athanasio Papalexandrou 
 

E4 is a gold-plated silver bowl with a rosette medallion and two registers of figural 

decoration divided by small punched dots.  The unusual rosette has a depressed center 

and highly detailed petals in complex repoussé, surrounded by a scalloped row of fine 

punches.  (Refer to Appendix: Catalog.)  The inner register is a file of finely modeled 

prancing horses with flying birds above, the outer register a file of pacing bovines divided 

by stylized trees, also with birds flying overhead.  All the animals progress clockwise.  An 

engraved cable band of angled lines borders the outer register.  

The workmanship of E4 is very fine.  The repoussé modeling of the figures is 

naturalistic, and the engraved detail is refined and delicate.  The punches separating the 

registers are evenly spaced.  Although the imagery does not derive specifically from the 
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LBA koine tradition, it is firmly in the overall bowl tradition.  The cost, complexity and 

accomplished workmanship suggest production by a craftsman with the highest level of 

training. 

Summary:  Bernardini Tomb 

The four bowls from the Bernardini tomb are all of fine workmanship and costly 

materials.  All are silver, and two of the four are gold plated, quite unusual among the 

surviving bowls, although certainly much more common in the corpus as it originally 

existed.  The Bernardini bowls vary widely in shape, technique (quantity of engraving vs. 

repoussé), imagery, use of borders / banding, format, and execution of the figures.  In 

addition, two of the four (E3 and E4) have unusual shapes, both deep, and one almost a 

truncated sphere, in comparison to the flat shallow shape of the majority of the bowls.  I 

propose above that E1 is an Egyptian work from a major center.  The specificity of the 

iconography, especially of less well-known deities, suggest production for an Egyptian 

patron who would have understood the significance.  

E2 and E3 have imagery that is at least Egyptian-derived.  Their fine workmanship 

and similarities to the surviving bowls from Egypt, especially the Egyptian tomb imagery 

on the bottom of E3, make manufacture in Egypt, or by an Egyptian artisan, a possibility, 

but it is not at all likely that any of the four come from the same hand or workshop.  The 

hoplite shield motif on E3 dates the bowl to after the mid to late eighth century. 
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All four Bernardini bowls are costly and complex.  E1 is canonical for the koine 

tradition and could date to the LBA, or be a contemporary of the bowls of Yaba and 

General Wen-djebau-en-djed, or have been produced at any time prior to its deposition.  

E2 is rich in figural narrative but has no koine elements.  The inner register of E3 relates 

to the koine tradition, while the military processions the second register are reminiscent 

of two bowl from Cyprus (Cy1 and Cy4) and of several other Italian bowls.  E4 exemplifies 

the animal file motif taken to a high level of workmanship.  The snake border of E2 and 

the spherical shape and protomes of E3 are highly unusual in the corpus as a whole.  It is 

reasonable to assume different trajectories for each of the four objects.  As with all the 

bowls, we do not know how long they remained in circulation prior to deposition.  It is 

not out of the question that E1 dates from the late Bronze Age and E3 was produced in 

Etruria in emulation of the great cauldrons.  What the final assemblage in the tomb does 

show is the taste of a wealthy connoisseur, with resources to command a series of 

extraordinary objects, and the willingness to sacrifice this wealth in a tomb context. 

THE BARBERINI TOMB 

The Barberini Tomb is located near the Bernardini in the necropolis of Praeneste.  

The tomb was excavated in 1855 with even poorer record keeping and excavation 

technique than the Bernardini.  No written records were kept, and the earliest inventory 

of the finds did not take place until their sale, years after the excavation.  There is very 

little information about the form of the tomb, with early scholars conflicting on whether 
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it was a vaulted chamber tomb or whether it had simply been filled in with rocks after the 

burial; the number of bodies, or the disposition of the finds around the tomb.27  Like the 

Bernardini tomb, modern scholars date the Barberini to circa 675 to 650 B. C.28   

The tomb was extraordinarily wealthy:  scholars attribute ninety-six objects to the 

collection, including eleven items of gold and silver jewelry, some quite large and 

elaborate, silver vessels, silver jewelry and ornaments, ivory figurines, two large and 

elaborate ivory cups, ivory situlae, a bronze bowl with legs, a bronze tripod cauldron with 

gryphon protomes, a decorated bronze chair 36 inches tall, bronze vessels, bronze belt 

ornaments, a bronze and iron and an iron tripod, and fragments of wood, bronze and iron 

that may have belonged to a chariot.29 

 
27 C. Densmore Curtis, “The Barberini Tomb,” Memoirs of the American Academy in Rome 5 (1925):  9-10. 
28 Forsythe, Critical History of Early Rome, 57. 
29 Curtis, “Barberini Tomb,” 13-52 for catalog and plates. 
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E5 

 
Illustration 6.12:  E5, color photo 
Villa Giulia 13245 
Photo credit: Athanasio Papalexandrou 
 

E5 is a gold-plated silver bowl in very poor condition, with a central figural medallion 

and two registers of figural decoration.  It is possible that the missing segment just inside 

the rim had a frieze or other decorative element.  The central medallion is a lion combat 

with a bearded male figure in a short tunic armed with a sword and facing a rampant lion.  

The broad stance, angled body, and profile position appear to be modeled after the figure 

of Pharaoh in the canonical smiting Pharaoh motifs, even though the arm position is 

slightly different. (Illustration 6.13, below.) The inner register combines a procession of 

hoplite soldiers and prancing horses, separated by tall lilies, with a version of the lion 

dominating a supine captive motif and one mounted archer firing arrows toward the lion.  

The outer register once again combines a motif involving a lion with a military procession 
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of alternating hoplite soldiers and prancing horses interspersed with stylized trees.  This 

lion motif involves a chariot drawn by two horses, with a front-facing driver holding the 

reins and a passenger facing backward towards a seated lion.  A row of large raised 

punches edges the register.   

 
Illustration 6.13: Comparison of central medallion E5 (left) and E1 (right) 

 
The placement and content of the imagery are key to interpreting the bowl.  Three 

lion motifs, each with a different narrative, establish visual nodes on the bowl.  When the 

motifs are mapped, progressing from center to outside, they establish a counterclockwise 

spiral from the central focal point. (Illustration 6.14) The central combat is the first node 

and establishes a vertical axis for the entire bowl.  The motif in the first register is above 

the medallion but rotated approximately 10 degrees counterclockwise from the vertical 

axis.  The lion motif in the outer register is rotated an additional 35 to 40 degrees 

counterclockwise.  The subject matter, placement, and active character of the three 



 317 

motifs establish their primacy among the other imagery, which is static in composition 

and non-narrative in character.  The processions establish clockwise as the initial direction 

of viewing, which is contradicted by the counterclockwise spiral of the more dramatic lion 

motifs.  In the medallion, the human figure dominates, as shown by the use of the smiting 

Pharaoh stance.  In the inner register, the lion dominates, with little hope of escape for 

the human figure.  In the third register, the outcome is uncertain, begging the question 

of how a contemporary viewer would have interpreted the imagery.  Would the 

uncertainty be humorous, as I propose for the hunt scene on Ug2, or terrifying? The lion 

motifs derive from the LBA koine tradition, however the balance of composition does not.  

The hoplite shields indicate a date of production after the mid to late eighth century.  
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Illustration 6.14:   E5, diagram indicating counterclockwise spiral of viewing lion motifs 
By the author, after Markoe, Phoenician Bronze and Silver Bowls, 290 
 

THE REGOLINI-GALASSI TOMB 

E6 – E9 come from the Regolini-Galassi tomb in the necropolis of Caere, in the 

Etruscan-dominated area of the Italian peninsula.  Although the Regolini-Galassi was a 

licensed excavation, it also suffered from the extremely poor documentation 

characteristic of many early efforts.  As in the case of the Bernardini tomb, later scholars 

compiled the available information from interviews with those involved in the excavation.  
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The excavation took place in 1836, under the direction of A. Regolini, Vicar of Cerveteri, 

and General Alessandro Galassi.  The Vatican’s acquisition of the tomb’s contents 

simultaneously with those of several other Etruscan sites led to confusion regarding the 

attributions of specific objects to specific sites.30 

The Regolini-Galassi was a chamber tomb at the center of a tumulus, with 5 other 

tombs around it.  A dromos with two oval niches cut into the side walls led to the 

chamber, partly cut into the rock, with upper walls and vaulted roof of tufa laid in an 

ashlar pattern.31  Caeretan tombs of the first half of the seventh century had wall 

paintings, so it is possible that this tomb did as well.32  The tomb contained three burials:  

in the main chamber, an extremely wealthy burial of a woman; in the right-hand niche, a 

cremation burial in a ceramic urn; and in the left-hand niche an elite male presented as a 

warrior.  The grave goods in the main chamber included several silver vases inscribed with 

the name Larthia, and a great deal of gold jewelry including the fibula and bracelets in 

illustrations 6.15 and 6.16 below.  The left-hand niche included eight bronze shields 

standing against the wall, a bronze-plated biga, a throne, a four-wheeled cart, and a couch 

holding the bones of the deceased.  In addition, there was feasting equipment including 

a bronze censer, bronze andirons, bronze spits; weapons including bronze and iron 

arrowheads and an iron dagger; and silver items including a comb fibula and belt buckle.  

 
30 Markoe, Phoenician Bronze and Silver Bowls, 195. 
31 Markoe, Phoenician Bronze and Silver Bowls, 195-96. 
32 Naso, “Etruscan Aristocracy,” 124. 
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The original locations of E6 – E9 are not recorded, with some scholars placing them with 

the female burial in the central chamber and others arguing for their inclusion with the 

with the elite male in the left-hand niche of the dromos.  The early reports also reference 

other cups and bowls that had fallen off the walls and were buried underneath stones 

that had fallen from the vault.33 

Illustration 6.15:  Gold fibula from the Regolini-Galassi Tomb 
Vatican, Museo Gregoriano Etrusco 
Torelli, Etruscans, 463 

 
33 Markoe, Phoenician Bronze and Silver Bowls, 195-96. 
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Illustration 6.16: Gold bracelets from the Regolini-Galassi Tomb 
Vatican, Museo Gregoriano Etrusco 
Torelli, Etruscans, 463 
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E6 

Illustration 6.17: E6, photo 
Vatican 20368, Museo Etrusco Gregoriano, 
Markoe, Phoenician Bronze and Silver Bowls, 293 
 

E6 is a gold-plated silver bowl with silver rim that generally resembles E2 and E5.  

The central medallion depicts two lions attacking a bovine.  The inner register includes 

the lion with captive motif, a short procession of riders, a lion combat framed with two 

date palms, and a goat leaping down a mountain.  The outer register depicts a military 

procession with groups of hoplite soldiers, riders, and a single chariot.  Bands of small 

punches similar to those on E4 and E5 divide the registers, and an unusual border of 

teardrop shapes edges the rim. 
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This iconography of E6 is similar to that of several other bowls.  The goat and 

mountain recall the mountain and deer in the outer register of E2.  The medallion bears 

strong similarities to the medallion on E3.  (Illustration 6.18) As on E3, a continuous 

pattern of rounded objects fills the space underneath the ground plane, although the 

scallops on E6 have narrow tops like bowling pins, instead of the rounded shapes on E3.  

The lions on E6 are similar in proportion to those on E3.  Their manes frame their faces 

and flow over the shoulders and have a similar detail of a second engraved line paralleling 

the edge of the face.  The maker of E3, however, depicted the fur inside the mane’s border 

with a naturalistic pattern of flowing engraved lines, while the creator of E6 used evenly 

spaced rows of parallel lines.  Both the left-hand lion on E6 and the lion on E3 have their 

tongues hanging out of their open mouths.  Although the head and shoulders of the left-

hand lion on E6 resemble those of the lion on E3, the E6 lion lacks the distinctive spiral on 

the shoulder as well as the clumps of spiky fur at the eyebrow, nose, and chin.   The two 

Horus hawks resemble one another in the depiction of the wings and the head position, 

although the hawk on E3 flies to the right and that on E6 to the left, and the E6 hawk has 

both feet extended straight downwards, talons spread.  E3 has one instance of the single 

lily flower on a tall stalk, however on E3 the flower is shorter than the lion’s head and is 
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completely rendered in engraving, while on E6, it appears that the blossoms may have 

had some repoussé work. 

 
Illustration 6.18:  Medallion comparison E3 (left) and E6 (right) 

 
E6 bears other resemblances to elements of E2 and E3:  E2 in the general shape, 

gold plated interior, silver rim, proportions of the register, and density of composition.  In 

addition, they are nearly identical in size:  E2 is 18.8 cm in diameter by 3.3 cm deep (7.44 

by 1.3 inches), while E6 is 19.1 cm in diameter by 3.4 cm deep (7.52 by 1.375 inches).  E6 

resembles E3 in some of the motifs.  The lion with captive motif on E6 resembles that in 

the central medallion on E3, allowing for differences in workmanship and the adaptation 

to a curved ground line on E6.  In addition, the procession of foot soldiers with shields and 

double spears, with riders with two spears over their shoulders occurs on both works.  

While military processions are not uncommon on the bowls, the recurrence of this 

particular configuration with spears in combination with the lion / victim scene is 
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suggestive.  E2 and E3 are of a higher degree of difficulty including more intricate border 

bands on both works (the chain of raised hemispheres and the snake on E2), and 

protomes and double walled construction on E3 and much finer workmanship (figures are 

more detailed) than E6.   

In addition, the figures in the registers on E6 appear noticeably different in style and 

less detailed than those in the medallion, suggesting that more than one craftsman 

worked on the bowl.  E6 is reminiscent of Ug1 in its costly materials, ambitious 

composition, and utilization of high-status motifs popular with contemporary patrons, yet 

not achieving the highest-level execution.  I suggest that E6 is a second wave object 

commissioned in emulation of works like the refined and elegant E2 and E3, incorporating 

the Horus hawk, lion with captive, and military processions which must have had 

significant  appeal to a group of patrons between the mid to late eighth century and the 

bowls’ deposition in the early 7th century. 

E2 and E3 ended their trajectories in the possession of the same person in 

Praeneste, while E6 ended its journey in Caere, approximately 86.2 km (53 miles) by 

modern roads away.  All three objects were buried in chamber tombs with dromoi as part 

of exceedingly wealthy burials.  While there are many possible scenarios that could 

account for the similarities, it is seems plausible that the patron of E6 commissioned it 

from a traveling artist after viewing E2 and E3 during some occasion of elite interaction. 
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E7 

Illustration 6.19:  E7, photo 
Vatican 20367, Museo Etrusco Gregoriano  
Markoe, Phoenician Bronze and Silver Bowls, 295 
 

E7 is a badly damaged silver bowl, gold plated on the entire surface.  The central 

medallion depicts a variant on the smiting Pharaoh motif similar to E2, where a dominant 

central male figure aims a sphere at a captive from behind his back.  In the case of E7 the 

captive faces the central figure rather than turning away.  Both registers depict clockwise 

processions of groupings of soldiers with Egyptian hairstyles and hoplite shields 

alternating with riders on walking or prancing horses.  Birds fly clockwise over the backs 

of the horses in each register, and border bands of punched dots edge each register and 

the medallion. 
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E7 resembles E6 in size, proportion of medallion to registers to rim, and the use of 

the military procession motif.  Given the poor condition of E7, it is difficult to ascertain 

details of execution or quality of workmanship.   

 
Illustration 6.20: Medallion comparison E2 (left) and E7 (right) 
By the author, after Markoe, Phoenician Bronze and Silver Bowls, 295 
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E8 

 
Illustration 6.21:  E8, photo 
Vatican 20366, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 297 

E8 is a silver bowl in very poor condition.  It shares military processions and banding 

of rows of fine punches separating the registers with several other of the Italian bowls 

but the central medallion and style of figural execution are very different.  The medallion 

depicts a cow with two calves in a stylized papyrus brake.  One calf nurses and the other 

reaches up to nuzzle the cow from the front.  Two birds fly overhead.  The cow appears 

to wear a necklace, identifying her as Hathor, Egyptian goddess of love and beauty.  A 
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crosshatched diamond pattern under the ground plane suggests water, implying, with the 

papyrus cluster, a Nilotic setting. 

The inner register depicts a military procession of soldiers in Assyrian style robes 

with Egyptian hairstyles and hoplite shields with repoussé central bosses, interspersed 

with riders and stylized trees.  The outer register is a clockwise military procession 

including archers in short tunics with asymmetrical hemlines, riders, and a chariot, 

interspersed with vegetation.   

E8 is highly hybrid in iconography:  the combination of the peaceful Egyptian-

inspired papyrus scene with the military processions, the mixing of Egyptian, Assyrian, 

and Greek derived details of hair, clothing and equipment all recall the hybridity of the 

koine tradition, yet the vignetted compositional scheme is not replicated.   
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E9 

Illustration 6.22:  E9, photo 
Vatican 20365, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 299 
 

E9 is a very unusual double walled silver bowl with decoration on both interior and 

exterior.  The central medallion is a variant of the nursing cow (most likely Hathor) against 

a backdrop of stylized vegetation, with stylized water pattern under the ground plane, 

but there are differences in both iconography and execution.  The interior has two 

registers of decoration, including a scene which I interpret as a drinking party in a religious 

setting.  The remainder of the interior registers depict military processions with foot 

soldiers with hoplite shields, riders, chariots drawn by horses and two-wheeled carts 

drawn by donkeys, interspersed with vegetation, generally typical of the Italian bowls but 

with several unusual elements:  all the horses have a motif with an arc over an ankh on 
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their hindquarters, many, but not all of the solders have a curved element floating over 

their heads, and there are several floating motifs like upside-down fluffy fans.  

The remaining imagery on the damaged exterior medallion on the exterior depicts 

a central seated lion with undetermined quadruped at its feet flanked by two males in 

kilts and a Horus hawk, two birds and two of the fluffy fan motifs overhead.  The 

remainder of the exterior decoration consists of military processions of foot soldiers, 

riders, chariots, and vegetation, with the addition of a single Horus hawk in the inner 

register, and in the outer register, two instances of Horus hawks flying over the backs of 

horses and two of Horus hawks flying over the backs of seated lions.  The banding on E9 

includes closely spaced punches with right side up fan motifs, large raised punches, and 

short vertical lines on repoussé ridges. 

E9 is one of several bowls that self-referentially depict drinking using drinking bowls.  

The deep, pointed shape is exceptional among surviving bowls, and the double walled 

construction with imagery on both sides is not only unusual but also would have required 

great skill and more than double the labor time, and therefore investment of resources 

for this bowl.  E9, while well suited for drinking, would not have been able to stand 

upright, begging the question of whether it had a stand or whether it was necessary to 

keep holding it until all the beverage was consumed.  The degree of repetition of imagery, 

both within registers and from register to register is also highly unusual.  It is common to 

see repetition within a register, as with a file of animals all of the same type, but the 

multiple and nearly exact replications of groupings and individual motifs within a register 
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is atypical, as is the replication of those same groupings and individuals from register to 

register.  In all, there are 11 instances of foot soldiers, of which seven are a group of 3, 

two instances of the cart pulled by a donkey (both on the interior, inner register), 8 

instances of the chariot, four of the spear-throwing rider, and four flying Horus hawks 

(not counting the medallion), all of which are on the exterior.  The inner medallion 

appears to be a scene of peace and plenty in a natural setting, however, a more 

specifically religious meaning may be intuited.  The presence of the ankhs, an Egyptian 

religious symbol associated with deities, on the horses’ hindquarters suggests an 

interpretation of the nursing cow as the Egyptian goddess Hathor, often depicted as a 

cow, nursing the infant Horus.  This association is particularly interesting in light of the 

depiction of Horus in hawk form on the outer medallion.  It should be noted that the cow 

in the medallion does not bear all of the canonical attributes of Hathor, as she is lacking 

a solar disk held between her horns, but she does wear a decorative collar or necklace, 

which could be interpreted as the menat necklace, one of Hathor’s typical attributes.34  

An image of Hathor as a cow wearing a menat necklace similar to the necklace on the 

bowl can be seen on the circa 1250 B. C. Papyrus of Ani, now in the British Museum.  The 

calf also wears a collar, confirming that the duo has some meaning above and beyond 

representations of the natural world. 

 
34 Hathor, the Egyptian goddess of joy, love, and motherhood, was assimilated to Isis. See “Hathor,” 
https://en.wikipedia.org/wiki/Hathor, accessed April 4, 2018. 
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E10 – E13 

E10 – E13 are not securely contextualized and will be omitted from this study.  E10 

is reputed to come from Pontecagnano.  E11 and E13 are uncontextualized, and E12 is a 

possible forgery.35 

E14 

 
Illustration 6.23: E14, photo 
Soprintendenza della Antichita, Salerno, 16578 
D’Agostino, Tombe “Principesche,” plate XXIII b 
 

E14 is a silver kotyle, or two handled cup (one handle is missing) from a 

well-documented modern excavation of a rich tomb outside the tradition of the chamber 

tombs of Etruria and Latium.  It is simple in design, but of very fine workmanship, with a 

carefully executed frieze of non-textual hieroglyphs aligned with the handles.  (Refer to 

 
35 Markoe, Phoenician Bronze and Silver Bowls, 198-201. 
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catalog for additional illustrations and reading of the hieroglyphs.)  The kotyle is a basic 

shape in the Protocorinthian ceramic repertory, which plausibly served as the models for 

more costly metal versions.  An uninscribed gold kotyle is among the objects from the 

Bernardini Tomb.   As on E1, the majority of the hieroglyphs are canonical in execution 

and consistent with meanings of good luck.   

 

Illustration 6.24:  E14, hieroglyphs  
D’Agostino, Tombe “Principesche,” pl. XXIV 
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E15 

Illustration 6.25:  E15, photo 
Museo Archeologico, Florence, 6097 
Markoe, Phoenician Bronze and Silver Bowls, 310 
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Illustration 6.26: E15, photo 
Museo Archeologico, Florence, 6097 
Markoe, Phoenician Bronze and Silver Bowls, 311 
 
 

E15 is a bronze bowl in extremely poor condition, with most of the fabric missing.  

What remains of the imagery includes Horus hawks and papyrus blossom in the inmost 

surviving register, panthers, deer and papyrus blossom in the next register, and a file of 

fawns in the outer register, all divided by a series of unique engraved cable bands.  The 

unusual execution of the figures and style of cable band indicate that this is, like Cr17 and 

the Iranian bowls, a third-wave object produced in a different tradition by craftsmen who 

had seen the first or second wave bowls. 
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Ca1   

Illustration 6.27:   Ca1, line drawing 
Museo Archaeologico, Reggio Calabria 
Markoe, Phoenician Bronze and Silver Bowls, 290 
 

Ca1 is a bronze bowl notable for its comparanda from other regions, and inclusion 

of features otherwise known only from the most costly bowls.  Ca1 has a mesh central 

medallion surrounded by a chain of inward-turned palmettes, a narrow register with a 

counterclockwise file of rabbits, a second narrow register with a counterclockwise file of 

owls.  The third register is a primarily counterclockwise procession of Egyptian deities, 

most readily identifiable by their attributes, interspersed with several figures of Pharaoh 

and one priest.  All of the pharaoh figures wear only the White Crown (hedjet), and most 
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have hands raised in a gesture of praise to the deities.36  The next two registers depict 

counterclockwise files of deer and bulls, respectively.  Beaded chains separate all the 

registers.  The seventh register is a frieze of lotus flowers, similar to those on Cr4, but 

turned outward rather than inward.  The bowl has a single handle bolted to the straight 

side. 

The closest known comparandum is unquestionably the bowl of Amy, Eg.4 

(Illustration 6.28) which, although somewhat smaller, also has a mostly flat base, primarily 

straight sides, and single handle attached with rivets.  There are some differences:  Amy’s 

bowl is silver and gold, while Ca1 is bronze, and the Amy bowl has an omphalos center 

and a step up to the outer register, while Ca1 appears to have a flat bottom.  It can be 

seen in the comparison, however, that the relative proportions of the elements are nearly 

identical.  The omphalos of the Amy bowl has the same relative size as the central 

medallion of Ca1, and the raised ring around the omphalos matches the first register of 

Ca1.  Similarly, the ring at which the base of the Amy bowl steps up correlate with the 

boundary between the fourth and fifth registers of Ca1.  Both bowls have multiple 

registers of figural decoration, with what appears to be a similar density of imagery.  

(Note:  all visual analysis of Ca1 is based on the line drawing provided by Markoe) 

 
36 David M. Calabro, “Gestures of Praise: Lifting and Spreading the Hands in Biblical Prayer,” in Ascending 
the Mountain of the Lord: Temple, Praise, and Worship in the Old Testament, 2013 Sperry Symposium, 
eds. Jeffrey R. Chadwick, Matthew J. Grey, and David Rolph Seely (Provo, UT: Religious Studies Center, 
Brigham Young University; Salt Lake City: Deseret Book, 2013), 105–21. 
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Illustration 6.28:  Comparison of Ca1 (bottom) with Eg4, bowl of Amy (top) 
Diagram by the author, after Markoe, Phoenician Bronze and Silver Bowls, 290 
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The second comparandum is Cy1, which shares the mesh central medallion, typically 

found on the most costly bowls, and has similar, but not identical linked vegetal friezes. 

Illustration 6.29: Comparison of Ca1 (bottom) with Cy1 (top) 
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Ca1 combines canonical depictions of Egyptian deities and a straight sided form with 

animal files, mesh medallion, and vegetal friezes.  Although of bronze, Ca1 appears from 

the line drawing to have been costly and complex.  It is not out of the question that it was 

manufactured in Egypt during the Third Intermediate period (as the Pharaoh figures wear 

only the White Crown)37 in a first-tier workshop for an elite but not royal patron.  As the 

Tell Basta objects show, Egypt from the New Kingdom onward, particularly in the region 

of the Nile Delta, was a multicultural community, thus the presence of motifs such as 

animal files is not incongruous on an Egyptian work.  Furthermore, as I have discussed 

above, the Tell Basta objects are funerary in nature, so we should not assume them to 

have been typical of the majority of Egyptian bowls. 

 
37 During most the Third Intermediate Period, circa 1070 to 664 B. C., Lower Egypt was ruled by the 
priesthood of Amun, while the pharaohs ruling from Tanis controlled only Upper Egypt. 
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Si1 

Illustration 6.30:  Si1, photo, top 
British Museum 1772.304.70 
Courtesy of the British Museum 
 

Si1 is a solid gold bowl from a conjectural tomb context, found sometime prior to 

1769, in Sant’ Angelo Muxaro, near Girgenti, in Sicily.  I include it in the corpus following 

Markoe, and to underline the trajectories and problematic survival of small precious 

metal objects, however it is idiosyncratic in every way.  Late in date (the British Museum 

dates it to about 600 B. C.) it combines very refined workmanship in the perfectly circular 

granulated bezel (which would have originally held a now-missing inlay), the granulated 

crescent motif in the inner register, and the beautifully executed three dimensional rope 
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band at the rim with a sequence of five identical gaunt bovines which do not touch or 

relate to the ground plane. 

The nuanced design and very fine workmanship on the form and detailing – the 

shape, the rim, the base, the bezel, and the granulation, contrast oddly with the rather 

stiff and boldly executed cattle, which do not strongly relate to the circular form of the 

bowl.  I think it possible that two separate artisans were involved, perhaps at widely 

different times.  It is possible to imagine a scenario in which the bowl itself arrived as an 

import, from Cyprus, Greece, Egypt, Urartu, or any other center of production, complete 

with its inlay work, and was then modified to suit a patron who had awareness of the 

bowls with figural decoration, but by a craftsman, however skilled, who did not have 

training or facility in the production of these objects.  As we have seen with the Bernardini 

cauldron (E3) it is not unknown for these works to be modified after their initial design 

and production. 

CONCLUSION 

Analysis of Themes and Correspondences 

Six of the 13 Italian bowls in the catalog display figural narrative, with only one 

missing enough material to be indeterminate.  Only two have three or more koine 

characteristics.  Two have non-textual hieroglyphs, and one has an ownership inscription.    

Many of the surviving Italian bowls are among the most complex and costly, thus it 

is not surprising to find a wide range of motifs.  Two to three have Egyptian deities, six 
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have Horus hawks, four have Nilotic imagery, five have papyrus or lotus, and one has a 

palmette.  With regard to the more complex motifs, one has an offering scene, three have 

a smiting pharaoh or derivative motif, one has both agriculture and viticulture, three have 

hunting, one has a drinking party, five have animal files (see below) two have animal 

combat or attack, four have animal-human combat and six have warrior processions with 

hoplite shields.  The hoplite shields and warrior processions are perhaps the most 

interesting feature of the Italian corpus and are worthy of further discussion and analysis.  

As noted above these indicate a date of manufacture the mid to late eighth century.  The 

frequency of occurrence of this motif indicates that it appealed to elites of the region.  It 

should also be noted that Horus hawks often appear with military processions. 

Other Characteristics 

I discussed above the correspondences between Ca1 and Eg4, the bowl of Amy, Ca1 

and Cy1, and Ca1 and Cr4.  E3, the Bernardini ‘cauldron’ with its spherical shape, serpent 

protomes indicate clear recognition of and deliberate quotation of the much larger 

Orientalizing cauldrons and is reminiscent of Cy8 as a tour de force of bowl imagery and 

features and an overwhelming visuality.  The agriculture and viticultural representation 

are reminiscent of Egyptian tomb scenes, the lion with captive motif is well known in Near 

Eastern art (and also occurs on Cy8), but the bowl is also au courant with its hoplite shields 

and warrior processions. 
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As noted above, the Italian bowls come from a wide range of cultural contexts, 

evidenced by burial practices, although the majority are from three extremely wealthy 

built tombs in Etruria and Latium.  As far as can be deduced from the reconstructed and 

corroborative evidence, these tombs resembled the elite tombs of Cyprus both in 

quantity and type of grave goods, and as chamber tombs with some degree of 

architectural elaboration.  They are by far the most elaborate of the bowl-containing 

tombs known from the Italian Peninsula.  The remaining three come from tombs at widely 

separated locations and (where known) differing burial practices:  Ca1, a very simple 

inhumation in a trench, E14 a much wealthier burial in an elaborated trench, and Si1, an 

early find from a presumed tomb context found under a church.  No bowls are known 

from Italian sanctuary contexts, whether due to low survival rates or to a lack of interest 

in these objects as temple dedications. 

The Italian bowls exhibit considerable variation in form and decoration.  Perhaps 

because they come from tomb contexts, they, like the Cypriot and Near Eastern bowls, as 

a group are more costly in material and workmanship than the surviving Greek bowls, 

most of which are associated with temple contexts.  One of them is of the highest 

workmanship, sophisticated composition, and most rigorous formal layout:  qualities 

which I associate with production in royal workshops, and probably in locations with more 

developed traditions of bowl production. 

As a group, in addition, several of the Italian bowls exhibit canonically Egyptian 

features, and may be convincingly associated with Egyptian artistic practice.  The question 
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of locus of production, will, of course, never be answered with the current data.  I do wish 

to note, however, the example of the works from the Regolini-Galassi tomb:  several 

objects with strong formal and design similarities, but clearly none of them by the same 

hand, as can be easily discerned by studying the execution of the figures, which might 

reasonably be expected if the production was local to Italy.  The skill set involved in 

making these objects was highly specialized.  It seems unlikely that a region of relatively 

small polities such as Central Italy, could have supported a very large workshop of 

multiple artisans with this skill set, all working in a similar style and with similar motifs.  I 

contrast the state of economic and cultural development of Central Italy at this period to 

that of Egypt and the Near East, with their long tradition of royal and elite patronage, and, 

as the physical evidence shows, a likelihood of uninterrupted production of expensive and 

complex works of art.  This may therefore support the idea that the objects with the 

greatest similarities were imported, perhaps via ongoing relationships with elites in other 

regions.  It is also possible, as I have suggested for the Bernardini Cauldron and Si1, that 

objects were imported and then modified to suit local patrons by local or traveling 

craftsmen. 

As noted above, the physical evidence suggests that the elites of the Italian 

Peninsula, like those of Cyprus and the Near East, had an untroubled relationship with 

luxury objects and found their use and display central to their strategies of self-definition 

and the maintenance of their status.  The long development of land ownership and social 

stratification, at least in Etruria, beginning in the late Bronze Age and culminating in the 
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development of an oligarchic government in the fifth century suggests that the Italian 

elites may have had more security in their status than those of Cyprus, without being 

limited in their use and display of wealth like those of mainland Greece, and to a lesser 

extent, Crete.  In Greece the use and reception of the bowls changed over time, with tomb 

deposits giving way to sanctuary deposits.  Although the Italian bowls are confined to a 

more limited temporal context of deposition, the deposition of other costly objects in 

tombs of the ninth century suggests no significant change in elite attitudes toward display 

during the same period.  With no adverse political currents to hinder use and display of 

luxury objects and adoption and adaptation of Near Eastern styles and practices, Etruscan 

and Latin elites reshaped the landscape with their tombs and employed performative 

strategies while preserving local practices such as the inclusion of women in social 

interactions. 
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Chapter 7:  Conclusion 

The bowls, like many objects of the Iron Age Mediterranean, have been caught up 

in the changing currents of art historical scholarship of the period:  Hellenocentrism, the 

anachronistic idea of a unified Phoenician ethnic identity during the Iron Age, the idea of 

‘orientalizing’ as a temporary fad or fashion, followed by a stylistic and cultural divorce 

between the Aegean and the Near East, the projection of Western European ideas of 

artistic integrity and models of artistic production onto ancient artists and patrons, and 

the concomitant overwhelming desire to assign them to workshops and artists via stylistic 

analysis, with the goal of identifying ethnic or ‘national’ styles.  With this methodological 

background, these works have never been studied on their own merits, and rarely as 

individual objects, but instead have been seen as a class, primarily in relation to ivories, 

and through the lens of a presumed Phoenician influence or agency, while their narrative 

content has been construed in relation to Greek myth or has fallen into the cultural void 

of hybrid objects.  In addition, scholars have only begun to recognize the hybridity of Iron 

Age Mediterranean culture, including re-examining ideas of Egypt as culturally and 

socially fixed and monolithic.  The last major study of the bowls was Markoe’s important 

effort in 1986.  It is past time for a new look at these extraordinary objects, both as a 

group, and above all as individual objects with individual contexts, styles, and trajectories:  

to examine the evidence on its own merits without preconceptions of style and identity. 
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As I stated in my thesis, reconsidering and redefining the corpus and removing the 

lens of Phoenician ethnicity and agency are critical to a broadened and more nuanced 

understanding of the bowls.  This approach, combined with in-depth study of the contexts 

and formal characteristics of the individual objects has enabled the identification of 

formal, iconographic and technical groupings and relationships among the objects, and 

has contributed to an understanding of differing reception patterns in different regions.  

It has further enabled the expansion of the corpus to a probable origin in the multicultural 

society of Egypt during the Late Bronze Age and transitional centuries to the Early Iron 

Age, as the product of workshops serving the elite need for showy, hybrid objects to 

enhance the practice of wine consumption and suitable for gifts to other elites around 

the diplomatic network.  From this origin, elite gift exchange and travel (of elites, artisans, 

or both) disseminated both the bowls and the idea of the bowls to elites in other regions, 

who adopted the bowls and associated practices and commissioned similar objects which 

further hybridized the model by adapting it to local styles. This dynamic, which I have 

described using the shorthand term ‘waves,’ can be observed in the association of style 

of execution with cost, workmanship, compositional rigor, and complexity.   I have found 

that the objects fall into three groupings, (first, second, and third waves) which I propose 

are based on proximity to major centers and subsequent dissemination and emulation.  

This is the first systematic study to begin correlating sociopolitical context with the 

reception and use of the bowls.  The bowls played an essential role in the formation and 

spread of a new elite koine, based on specific practices, including especially banqueting 
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and the consumption of wine, which made its way around the Eastern Mediterranean.  

Nuances of these practices varied from region to region, particularly in the way that they 

appear in the archaeological record, but in every region, elites deployed the bowls and 

associated practices in ways that consolidated their positions and enhanced their status.  

A major finding of my study is that deposition patterns in each area correlate strongly 

with what is known about the social and political characteristics of each cultural group.  

Thus, elite acceptance, reception and use of the bowls are nuanced, locally suitable 

responses both to patterns in the networks of elite Mediterranean society and to the 

specific cultural circumstances of each area.     

EGYPT AND THE NEAR EAST 

As I have noted, the quality of evidence from Egypt and the Near East surpasses that 

from any other region:  seven of the ten objects come from secure, dateable contexts 

including two unlooted elite tombs (tomb of General Wen-djebau-en-djed, tomb of Yaba), 

four are inscribed in Egyptian hieroglyphs or cuneiform, and three are associated with 

named historical owners.  The bowls from Egyptian find spots are, as a group, the earliest 

in date.  Their inscriptions and contexts show their production for members of the highest 

Egyptian elite.  Further, the inscriptions on the bowls from the hoard found at the 

sanctuary of Tell Basta, and the imagery and inscriptions on the accompanying objects 

show the multicultural nature of Egyptian elite society, as the owners, many of whom 
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were envoys and highly-ranked servants of the king, can be shown to have come from a 

variety of non-Egyptian backgrounds. 

I have proposed that the idea for the bowls arose during the Late Bronze Age in the 

culturally hybrid artistic milieu of the Nile Delta.  In this context, Egyptian and Levantine 

artisans collaborated on the production of vessels for the elite pastime of wine drinking.   

A major feature of this collaboration was the specific artistic style (technical as well as 

figural) that drew creative inspiration from the Late Bronze Age international koine.  Its 

highlights are hybrid imagery, often deployed in vignetted composition, that celebrated 

peace, prosperity and elite activities.  These objects have been hybrid in function and 

imagery from their inception.  This character was an immediate result of the culturally 

rich artistic environment of their original design, but, following many scholars, I argue that 

it was a deliberate, well-planned choice to enhance the suitability of the bowls for 

dissemination to elites in other regions.  From the beginning, the bowls were designed as 

cosmopolitan media for the creation and maintenance of transnational elite 

relationships.  The hybridity of these objects is not an artistic pastiche resulting from 

ignorant copying of motifs or a lack of artistic integrity, but rather a subtle and nuanced 

strategy to glorify elite behaviors and appeal to fellow rulers.  As small, glamorous, and 

highly portable objects the bowls would have been eminently suited for distribution as 

diplomatic gifts. Their imagery, often laden with religious and cosmological overtones, 

also imparted to these objects an aura of esoteric knowledge.  Thus I have proposed that 

Egypt was the original place of production of the bowls and Egypt’s participation in the 
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network of royal diplomacy during the Late Bronze Age the original means of 

dissemination both of the first traveling bowls and of the idea of the bowls.    

The two bowls from a hidden cache on the acropolis of Ugarit, with a secure date of 

destruction of 1180 B. C., confirm these objects’ date of origin in the Bronze Age, when 

the LBA international koine was still flourishing.  Their gold materiality shows both the 

appeal of the bowls to LBA elites outside of Egypt, and those elites’ willingness to dedicate 

quantities of one of their most precious resources to production of these particular 

objects.  The Ugarit bowls also exemplify further hybridization of the imagery (the 

inclusion of the Mycenean flying gallop) and the earliest known adaptation of the bowl 

format to local styles, presumably by local artisans.  I hasten to point out that the local 

artisans in question need not have been based at Ugarit, as Ugarit was a major trade 

center receiving goods from around the Mediterranean and Near East.  As noted in 

Chapter 2, Ug1 lacks the formal and technical rigor of the most sophisticated examples 

(E1, Eg6, As1, Cy4, Cy8).  The completely non-Egyptian nature of the imagery, combined 

with (for Ug1) the use of a very expensive material in a less rigorous composition, suggests 

their origin outside the bowls’ original centers of production.   

The bowl from Israel shows the appeal of the elite practices that built an extended 

network of shared experiences and diplomatic and intercultural interaction during the 

late Bronze and early Iron Age.  As1, the bowl of Yaba from Assyria, with a likely origin in 

Egypt two to three hundred years prior to its inscription and deposition in an Assyrian 

royal tomb, epitomizes a number of the most important attributes of these extraordinary 
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objects:  their craftsmanship, their origins, their role in elite society, their extended life 

histories, their travel, and the powerful appeal of their iconography to a wide range of 

elite audiences.  As1 provides a model for a specific pattern of consumption in an area 

that extended from Assyria to Italy. 

Yaba’s bowl is contextually superior to most of the objects in the study as it comes 

from an unlooted royal tomb with a named, historically identifiable owner, excavated by 

modern methods and well-documented.  In addition, it is inscribed with the owner’s name 

and has an entourage of other inscribed objects.  The contents of the tomb show the 

dazzling wealth that was dedicated in funerary contexts of the period and illustrate by 

counterexample the low survival rate of precious metal objects in archaeologically visible 

settings such as sanctuaries.  The iconography is completely Egyptian.  The bowl is of the 

highest quality workmanship, and displays an unconventional, yet formally rigorous and 

extremely sophisticated composition, which, in combination with the iconography 

suggests production by a craftsman familiar with the tradition of bowl production for an 

original patron of the highest rank, probably in Egypt or nearby.  Modern scholars have 

dated it to approximately the same period as the bowl of General Wen-djebau-en-djed, 

which if correct, makes it an heirloom which would have traveled with the queen (whose 

name indicates a Levantine origin) upon her diplomatic marriage to the king of Assyria.  

The queen’s inscription of the bowl with her name and title in cuneiform suggests its 

importance to her identity and to her strategies of self-definition as a highly placed 

foreigner in the court of Assyria.  Finally, the bowl has two striking, yet stylistically 
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different iconographic comparanda, one from the Italian Peninsula, and one from Cyprus, 

hinting at the remarkable degree of circulation of people, artists, motifs, and objects 

during the Iron Age.    

The group of stylistically similar bowls from Iranian find spots, of which only one has 

secure attribution, appear to be adaptations of format and motifs to suit local techniques 

and patrons.  An1, from the Great Tumulus in Anatolia, shows both the extent of the 

bowls’ travel, and their acceptability as status objects to elites far from their original 

milieu.    

CYPRUS 

Cyprus, the primary source of copper in the Eastern Mediterranean, was a key node 

both in the bowls’ transmission to other regions and in their reception and production.  

Although many lack specific contexts, as a group the surviving bowls from Cypriot find 

spots provide strong evidence for the Cypriot elite’s active use of these objects in 

strategies of legitimation via performative display.  As I noted in Chapter 2, it is likely that 

the Cypriot kingdoms coalesced during the eighth century in response to competition and 

economic pressure from the Tyrian colony at Kition.  The new Cypriot kings had no stable 

social structure or traditional roles that legitimized their status:  rather, they existed in a 

climate of intense competition with the Tyrians, with one another, and, we may presume, 

with their own subordinates.  As Cyprus was in regular contact with the Near East and the 

Levant, Near Eastern and Levantine models of rulership and consumption practices were 
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easily accessible prototypes:  Cypriot rulers adopted these models as effective strategies 

that would be readily understood both by their subordinates and by their peers at home 

and abroad.  The material evidence of the surviving funerary deposits shows the 

staggering wealth that was deposited, the theatrical nature of the funerary setting and 

rites, and above all, the specific selection of groupings of the same types of objects (ivory 

furniture, elaborate metalwork, weapons, chariots, etc.) that constituted status markers 

in the Near East and the Levant.   

The bowls from Cypriot find spots include two objects of consummate 

craftsmanship (Cy8 and Cy9).  Unlike the secondhand, reworked Assyrian ivories which 

Feldman discusses as possible gifts to or purchases by the aspiring Cypriot elite, these 

bowls are comparable in refinement, cost, and execution to the highest-level products of 

the royal courts of Egypt and Assyria.  The details of how they came into the possession 

of provincial monarchs in a second- or third-tier state will never be known, although elite 

gift exchange, perhaps over generations is a reasonable presumption, but their presence 

does foreground the degree of circulation of these objects.  The bowls from Cyprus also 

include a number of silver bowls of very competent workmanship, two of which are the 

only known cases of indisputable production by the same hand – they may indicate a 

distinct Cypriot workshop or residency of a traveling artisan.  In addition, there is a large 

group of objects (Cy5, Cy6, Cy7, Cy13, Cy16, Cy17) clearly produced outside the 

mainstream of bowl production, yet actively emulating the format, iconography, and both 

narrative and vignetted compositional traditions of the mainstream bowls.  The quantity 
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of these objects, their confinement to Cypriot find spots, and the many inscriptions in the 

Cypriot syllabary suggest their production on Cyprus to meet the needs of the local elite 

for showy objects suitable for marking status and performative display. 

CRETE 

On Crete, as elsewhere, use, reception, and deposition patterns of the bowls are 

conditioned by the specific character of Cretan society and especially elite power 

structures and practices.  The Cretan elite’s experience with and practices around luxury 

objects appears nearly unique in the areas of the Mediterranean addressed by this study:  

with regard to tomb deposits, Cretan practice is far more restrained than the Near East, 

Cyprus, or the Italian Peninsula, yet less restricted than that of Athens.  Five Cretan bowls 

come from tombs and twelve from the Idaean Cave.  Prent has proposed a transition on 

Crete, as in Greece, from tomb deposits to sanctuary deposits over time. Thus as 

economic conditions improved in the recovery from the collapse at the end of the LBA, 

the additional wealth funneled into sanctuaries rather than being deposited in tombs.  It 

is also possible that sanctuaries themselves commissioned or otherwise acquired high 

value objects. 

Sanctuary deposits from the Idaean Cave survive in greater numbers than sanctuary 

deposits from Greece.  This could reflect differing practices, in which high value objects 

passed out of sight and memory, rather than remaining visible to the community.  All of 

the surviving Cretan bowls are bronze, which could reflect a choice on the part of Cretan 



 357 

elites, or more likely, given the preponderance of sanctuary bowls, accident of survival 

and loss to looting. 

There are two groups of Cretan bowls with strong comparanda from other regions.  

The first is the grouping of what may be termed sphinx bowls:  Cr2 / Cr3 / Cr14 / G2 / BM 

115505 from Nimrud, with their similar multi-register compositions, “marsh pattern” 

banding, and sphinx iconography, of which two come from the Idaean Cave and one from 

a tomb at Eleutherna, and one from a probable sanctuary context in Athens.  The second 

group is Cr16 / G1 / G13, with omphalos centers, recessed bases, cable bands, and similar 

iconography.  In addition, Cr4 / Cr6 / Cr7 / Cr8 have a slash and dot cable band detail 

which is only found on Crete and could therefore indicate Cretan manufacture.  Several 

bowls are fragmentary and thus elude full analysis, and a few do not resemble any other 

known bowl (Cr6, Cr12, and Cr17). 

GREECE 

Greek elites had a contested and changing relationship with luxury objects and 

performative display.  The three bowls from tomb contexts were all deposited at very 

early dates:  G1 from the Kerameikos at Athens, deposited circa 850 B. C., and G12 and 

G13 from the Toumba cemetery at Lefkandi deposited circa 900 to 875 B. C.  The two 

bowls from Lefkandi were found in inhumation burials of moderate wealth, G12 with fine 

Attic pottery including a wine service, (cups and an oenochoe), a plain bronze bowl, and 

gold and iron jewelry, and G13 also with Attic pottery, gold, faience, and iron jewelry, 
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bronze vases, a situla, and a Near Eastern jug.  The Athens bowl, which served as the cover 

of a cremation urn deposited in a trench grave, was found with only pottery and an 

engraved gold band. 

All three have comparanda among works from other regions.   G1 and G13 both 

have a strong comparandum in Cr16:  all three have a central rosette medallion, recessed 

base, single register of figural decoration, and heavy cable banding.  G13, with its scenes 

of offering, compares also to G3, Cr7, C411 Cy3, Cy13, G8, and Is1.  G12, with its vignetted 

composition of heraldic animals flanking palmettes, conforms to the characteristics of the 

Late Bronze Age International koine.  Its early date of deposition could indicate that it is 

a work of the LBA which remained in circulation, or like the Tell Basta bowls, it could have 

been produced in emulation of that style which clearly remained popular among elites of 

the Iron Age. 

G2, a bowl from a likely sanctuary context, upon close examination appears to 

belong to the grouping of sphinx bowls noted above, which are otherwise divided 

between Crete and Nimrud (Cr2 / Cr3 / Cr14 / G2 / BM 115505).   In general, the bowls 

from Greek sanctuary contexts present a vexing methodological issue:  as they are all 

either from contexts of disposal or are associated only peripherally with a sanctuary there 

is no opportunity to propose dates of deposition with any degree of precision.  We can, 

however, deduce that deposition must have occurred after 750 to 700 B. C., the period 
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during which built temples began to be constructed,1 thus a trend over time away from 

tomb deposits and toward sanctuary deposits. 

The sanctuary bowls from disposal contexts lack stratigraphical evidence, and 

represent, by definition, only the damaged or no longer relevant objects.  Many are 

fragmentary, and thus present incomplete evidence for format or iconography.  Among 

the surviving complete objects, G3 has a central medallion with star motifs recalling bowls 

from Nimrud, and a sophisticated formal composition of temple offerings, G4 a lively city 

under siege, and G7 a hunt scene including a sphinx pulling a chariot. 

All of the surviving Greek bowls are bronze, but as I have discussed earlier, this is 

indicative of the low survival rates of precious metal objects, and particularly those 

deposited in sanctuaries.  With the exception of their materiality, the Greek bowls are 

stylistically and iconographically representative of the corpus as a whole, with the caveat 

that the most expensive ones do not survive.  There is no indication in the surviving 

objects of any preference for any figural style, format, or iconography.  Although they are 

not of the most precious materials, they do include a number of examples of sophisticated 

compositions and dense and lively narrative scenes.  Bulls, palmettes, sphinxes, cities, 

offering scenes, and the hunt all appear in varying styles of figural representation.  There 

are no figural central medallions, but many of the Greek bowls are missing their centers.  

 
1 Ian Morris, “Equality and the Origins of Greek Democracy,” in Ancient Greek Democracy: Readings and 
Sources, ed. Eric W. Robinson (Malden, MA: Blackwell Publishing, 2004), 48-49, after Coldstream, de 
Polignac, Mazarkis-Ainian, and Hägg. 
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In addition, figural central medallions tend to be characteristic of the costliest bowls, 

which as I have proposed, did not survive in Greece.  G3 has a star and circle medallion 

which recalls some of the objects from Nimrud. 

Thus I propose that the bowls circulated freely in Greece as on Cyprus, Crete and 

the Italian peninsula, with the full range of styles, iconography, shapes, and materials.  As 

Greek society changed, Greek elites began depositing showy and valuable objects, 

including the bowls, in sanctuaries, as appropriate gestures of magnificence, with the 

added benefit of lasting fame for themselves and their families.  The continued visibility 

of these objects then resulted in the disproportionate desacralization and subsequent 

disappearance of the costliest, resulting in a small surviving corpus of only bronze objects.  

Thus Greek elites navigated changing standards of elite behavior by a shift in their 

practices around luxury objects.  As in every region, the particular circumstances of the 

Greek social and political environment conditioned Greek elites’ use and reception of 

luxury objects, and of the bowls in particular.   

THE ITALIAN PENINSULA 

Etruscan and Latin elites appear to have functioned like elites in the Near East and 

Cyprus, with unquestioned access to and deployment of luxury objects.  A long tradition 

of land ownership culminated in social stratification and the development of aristocratic 

gentes, who acquired luxury objects from around the Mediterranean, utilized at least 

some of them in imported practices such as wine consumption, and constructed 
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expensive tombs to memorialize their status.  Upon their deaths, elaborate performative 

rituals and significant wealth attended them to their tombs. 

Nine of the thirteen Italian bowls (E1-E5 and E6-E9) with secure provenance come 

from three wealthy tombs at Caere and Praeneste, where they were deposited with 

precious metal drinking services, gold and silver jewelry, horse trappings, rich weapons, 

chariots, and furniture, all corresponding to what Rupp describes as the “symbols of 

excellence” for elites of the Near East and the Levant.2  The cup from Pontecagnano (E14) 

comes from a slightly elaborated trench grave with rich grave goods.  Of the remaining 

three bowls, Ca1 and E15 are both of bronze and come from relatively simple burial 

contexts clearly outside the Central Italian koine:  Ca1 from an inhumation burial with 

moderate grave goods including ceramic and limited metal objects, and E15 from a pit 

grave which included a few valuable metal objects but was otherwise relatively poor in 

the context of the necropolis where it was located.  The primary register on Ca1 is 

canonically Egyptian in iconography, while what remains of E15 has a Near Eastern feel 

with files of animals.  Si1, although of solid gold, is both contextless and highly 

idiosyncratic in manufacture, and may represent local modification of an imported object 

in emulation of bowls from the main tradition. 

 
2 David W. Rupp, “Seven Kings of the Land of Ia;, a District ot Ia-ad-na-na: Achaeaen Bluebloods, Cypriot 
Parvenus or Both?” in Stephanos: Studies in Honor of Brunilde Sismondo Ridgway, eds. Kim J. Hartswick 
and Mary Carol Sturgeon, 217. 
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In general, the Italian bowls are highly comparable to the Cypriot in terms of 

complexity, cost, and circumstances of deposition.  Most of the Italian bowls are complex 

and expensive and some have added features, such as the protomes on the Bernardini 

cauldron and the double walled construction of E9.  E9 additionally depicts bowls in use 

at a drinking party.  The series E3 and E5 – E9, featuring files of foot soldiers and cavalry, 

has a strong comparandum in Cy1.  E1, and to a lesser degree E2, are of the highest 

workmanship, formal rigor, sophistication and complexity, rivalling Cy4, Cy8, Cy9, As1, 

and Eg6.  E1 is of particular interest:  canonically Egyptian in iconography and canonically 

koine in composition, not only does it have strong comparanda in As1 and Cy24 (the motif 

of reed boats), the smiting Pharaoh motif in the figural central medallion compares almost 

exactly with the smiting Pharaoh in the outer register of Cy8, raising intriguing questions 

about production. 

SUMMARY 

The bowls had great and long-lasting appeal.  In this thesis I argue that the design 

of the physical form and its mode of function originated in Egypt during the LBA.  It was 

from Egypt that both the idea of the bowls, and many of the bowls themselves spread 

around the Mediterranean and the Near East.  These artifacts were designed to function 

in ritual and performative circumstances, and the evidence presented in this thesis 

indicates that the bowls travelled along with the modes and practices that gave them 

meaning in social context.  They are, moreover, hybrid objects par excellence.  Originating 
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as part of, or quickly adapted to the LBA International Style, many display the same 

deliberately hybrid mix of cultural contexts and imagery, celebrating elite activities, and 

vignetted composition.  Those that are not hybrid often have recognizable narrative 

content in the figural registers.  The imagery includes scenes of peace and prosperity, of 

deities and religious occasions, and of elite activities such as domination over enemies, 

hunting, and parties.  

Egyptian imagery was included on the earliest bowls, many of which are not 

“Egyptianizing” but Egyptian.  As the bowls traveled, the Egyptian imagery traveled too, 

both as part of the tradition of the bowls, of the hybridity that characterized their original 

expression, and most likely in response to the wealth and power that characterized Egypt 

even during its periods of reduced influence.  It is also important to recall that many of 

the motifs on the bowls had been in circulation in the Near East for most of the Bronze 

Age. 

As the bowls, the idea of the bowls, and possibly the artisans involved in their 

production traveled, the bowls were adapted to local needs and practices.  The traveling 

bowls themselves were adopted to local practices of use and deposition, as émigré bowls 

exemplifying the original styles and designs became highly treasured possessions of the 

highest elite.  (Refer for example, to the inscription on Cy8 for the king of Paphos, and to 

the inscription and secure deposition context of the Bowl of Yaba in a royal tomb.)  

Similarly, the variation in figural styles and the application of production techniques 

shows that artisans, whether traveling or local, adapted the idea of the bowls to local 
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needs.  It seems likely, based on bowls with certain collections of idiosyncratic style or 

features, found only in certain regions, that artisans not trained in the tradition of bowl 

production tried their hands at emulation to please their elite patrons. 

All the functions that I have proposed for the bowls are dependent upon their form:  

the vast majority of the surviving objects have a shape and size suitable for the 

consumption and pouring of liquids:  feasting / drinking / libating.  Imagery on some of 

the bowls and on other works of art (Assyrian palace reliefs) depicts similar objects in use 

in contexts of feasting or offering to deities.  One Italian, two Cypriot and one Greek bowl 

(E9, Cy5, Cy6, G3) specifically depict bowls in use for wine service.  In the Tell Basta 

treasure the bowls were found with strainers and ladles, part of a set of equipment 

associated with wine service, and there is a bowl from Cyprus with a late inscription 

naming it as a phiale, or drinking bowl.   

It is reasonable to presume use of the bowls in both funerary and non-funerary 

practices of consumption.  Local practices of wine consumption can be shown to have 

varied:  in Egypt there is specific textual and architectural evidence, including an 

inscription on one of the bowls, for the consumption of wine in sanctuary settings as part 

of religious celebrations.  On Cyprus, Cy5 depicts a symposion, or drinking party, although 

it could be situated in a religious context.  On Crete and the mainland, the drinking party 

shifted in practice and location as social norms changed over time. 
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FINAL THOUGHTS 

The bowls are always objects of elite display.  Their cost, their dazzling visuality, their 

(in most cases) engaging tactility for those privileged to touch them (via the experience 

of the repoussé decoration), and their use in elite practices such as wine drinking and 

religious performance, place them squarely in the purview of the most economically and 

socially advantaged.  What differed from region to region, and affected the practices 

surrounding the bowls’ use and deposition is the way in which elites in each region 

enjoyed, expressed, and attempted to perpetuate their power:  that is, the very different 

social and economic context of each area (size, wealth, stability, and practices), and each 

region’s experience of and speed of recovery from the disruptions associated with the 

end of the LBA affected the expression and perpetuation of elite power and status, and 

thereby the use and reception of the bowls.  The practices surrounding the bowls’ 

deposition are therefore a marker of the social, cultural, and political differentiation in 

each region.  The sheer number of surviving bowls, even given the very poor survival rate 

of metal objects, and their far-flung locations show that the elites eagerly received them.  

The practices of deposition express the differences in how they were received. 

The Tell Basta treasure and the tombs of Wen-djebau-en-djed, Yaba, the Bernardini 

and Barberini tombs show the great wealth of precious objects that was available to elites 

of the Iron Age Mediterranean even in relatively small polities such as Latium, and the 

value that elites placed on for such objects.  The difference from region to region is how 

the wealth was ultimately deposited:  the archaeological visibility of that wealth to 
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modern scholars depends entirely on the circumstances of deposition.  In regions such as 

Cyprus and Latium where elites derived social or political capital from the performative 

sacrifice of wealth in tombs, or, in Egypt, where religious practice encouraged the 

deposition of wealth in tombs for the future satisfaction of the occupant, we have bowls 

deposited in tombs of staggering wealth.  On Cyprus and in Etruria / Latium, those tomb 

deposits included Near Eastern elite status objects:  elaborate metalwork, armor, 

weapons, ivory furniture, jewelry, and in some cases chariots.  On Crete and the Greek 

mainland, social and political circumstances evolved in different directions, yet both 

regions saw a transition from tomb to sanctuary deposits over time. In Greece, elites 

flirted briefly with the deposition of wealth in tombs before changing social and political 

circumstances necessitated the development of new strategies involving the acquisition 

of influence via the deposit of wealth in sanctuaries.  Greek sanctuaries’ evolution into 

the locus and focus of elite performative display led to their architectural elaboration and 

to a physical environment where the deposits remained visible, most likely to the 

depositor’s fame, and also vulnerable to repurposing as a financial resource in case of 

emergency or remaking to meet current religious needs.  To paraphrase Appadurai, Greek 

sanctuary deposits were sacralized, but that sacralization was not terminal.  Textual 

sources show that sanctuaries accumulated immense wealth in Greece, but that wealth 

has not survived in an archaeologically visible fashion.  I suggest, based on descriptions 

from ancient authors of the gold treasures at Delphi, that the Egyptian Tell Basta hoard, 
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likely buried during political turmoil, qualitatively represents the type of objects that 

would have been dedicated and visible to viewers in Greek sanctuaries. 

Suggestions for future research  

The topic of the bowls is incredibly rich and has immense potential for future work. 

1. More in-depth research into the political and social circumstances of the various 

societies where deposition occurred would undoubtedly yield a richer and more 

nuanced analysis.  For each region under consideration, there are important 

bodies of research that would be of assistance in contextualizing the objects.,  

2. Access to better visual resources for some of the less well known and well 

documented objects would be of great assistance in analyzing the corpus. 

3. In depth studies of some of the most complex bowls such as E1 and Cy8. 

4. A comparative study of some of the bowls which have strong similarities across 

regions:  As1 / E1 /Cy24 is the most obvious example.  

5. In depth studies of particular motifs, such as the smiting Pharaoh. 

6. Explore and theorize the idea of social networks in relation to the bowls.  In 

particular, it would be interesting to research the idea of sanctuary networks as 

avenues of cultural connection between regions. 

7. An in-depth study of the objects of the Tell Basta hoard – iconographically, etc., as 

they relate or do not relate to the bowls 

8. A technical and iconographic study of the Nimrud bowls. 
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9. Further research on provenience. 

10. Sophisticated studies on the metalworking technology behind the bowls. 
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Tables 

Table 1: Features by Region 

See supplemental file “Table 1 – Features by Region” in the Texas Digital Library. 
 
 

Table 2: Correspondences 

 
See supplemental file “Table 2 – Correspondences” in the Texas Digital Library. 
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Appendix: Catalog 

EGYPT AND THE NEAR EAST 

Eg1:  Bowl of Hatiay 

 

Illustration A.1:  Eg1, Bowl of Hatiay 
Egyptian Museum, Cairo (JE 31383) 
Photograph: Bissing 1901, 61; Lilyquist, “Treasures from Tell Basta,” fig. 45 
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Eg1 (Illustrations A.1 and A.2) is bronze, approximately 7 3/8 inches (18.6 cm) in 

diameter.  No depth measurement or side view are currently available, but the bowl 

appears from the top view (Illustration A.1) to have a central omphalos, a flat bottom 

containing most of the imagery, a transition to an angled portion with a narrow band of 

images and border of repeated rosettes, and a transition to curved sides devoid of 

decoration.  The decoration appears to be entirely engraved (with the exception of the 

omphalos) with no repoussé work.  The format is a central rosette or solar medallion with 

omphalos center and two registers of figural decoration.   

Context 

Eg1 (Egyptian Museum, Cairo, JE 31383) is the earliest securely dated example of 

the figured metal bowls of which I am aware.  Hatiay was a high temple official during the 

reign of the Pharaoh Akhenaten:  a scribe and Overseer of the Two Granaries of the Aten, 

in the Temple of the Aten at Memphis.  This title dates the burial to the early reign of 

Akhenaten1  (reigned 1353-1336.)  The French archaeologist Daressy excavated the tomb, 

located in the Theban necropolis near Sheikh Abd el-Qurna, in 1896.2  Some damage had 

occurred due to a rock fall, and some looting had taken place, as an empty box and basket 

were found.  It is therefore possible that other objects were present at the time of 

interment.  On the other hand, the tomb was neither of the size or quality that would be 

 
1 Stuart Tyson Smith, “Intact Theban Tombs and the New Kingdom Burial Assemblage,” Mitteilungen des 
Deutschen Archologischen Instituts Kairo 48 (1992): 227-29. 
2 Smith, “Intact Theban Tombs,” 227. 
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expected for an official of this prominence.3  Archaeologists discovered a much larger and 

more elaborate tomb at Saqqara near Memphis, inscribed for a Hatiay in the employ of 

the Temple of Aten at Memphis.  Alain Zivie proposes that this was the intended family 

tomb and that some political or religious exigency during or after the reign of Akhenaten 

necessitated the removal of the mummies and some of the furnishings to the smaller 

tomb near Thebes.4  The Theban tomb contained four burials:  Hatiay and his wife 

Henoutoudjebou, a chantress of Amun, and two additional females named Siamun and 

Mahy.5   

In addition to the bowl, the tomb contained four mummiform coffins, indicative of 

wealth, a mask, a shabti (clay figure intended to serve the deceased in the afterlife), some 

jewelry, including a heart scarab set into a pectoral, one headrest, one box, and one 

basket, a scribal palette, knife, and reed pigment box (tools of Hatiay’s profession), two 

staffs (probably symbolic equipment for the journey in the afterlife, and six ceramic 

vessels painted to imitate stone, the contents of which are not known.6  It is unclear from 

the information currently available in what order the burials took place, where in the 

tomb the bowl was found, whether it should be associated with Hatiay or with one of the 

 
3 Alain Zivie refers to it as a “cachette,” or hiding place rather than a proper tomb. See “Hatiay, Scribe du 
Temple d’Aton a Memphis,” in Egypt, Israel, and the Ancient Mediterranean World:  Studies in Honor of 
Donald B. Redford.  eds. Gary N. Knoppers and Antoine Hirsch (Leiden:  Brill, 2004), 223. 
4 Zivie, “Hatiay,” 226-30.  The tomb at Saqqara was discovered in 2001 and had not been completely 
excavated at the time the article was written. 
5 Smith, “Intact Theban Tombs,” 227-29, for name and title of Hatiay’s wife, and Zivie, “Haitay,” 224, 230. 
6 Smith, “Intact Theban Tombs,” 198-212. 



 373 

other burials, and whether any other stylistic or epigraphic evidence may be used to 

provide a more precise date.   

 
Illustration A.2:  Eg1, Bowl of Hatiay, line drawing of insert 
Egyptian Museum, Cairo (JE 31383) 
Drawing of insert as in Radwan 1983, plate 5, in Lilyquist, “Treasures from Tell Basta,” fig. 
45 
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Images / Content and Style  

The omphalos appears to be an approximate half sphere with no cone set over it 

and to be surrounded by a narrow, raised border or double engraved line.  The outer 

portion of the rosette consists of closely spaced engraved radial lines of slightly varying 

lengths.  It has been suggested that this omphalos represents the sun,7 which accords 

well with the radial motif, the time frame of the reign of Akhenaten, and Hatiay’s role as 

an official in a temple of the Aten. 

The rosette transitions directly into the first register with no border band.  The first 

register coincides with and fills the flat bottom.  The backdrop of the entire register is a 

profusion of papyrus flowers growing outward from the center.  The first element consists 

of four equally spaced bovines walking clockwise around the solar disc.  Beginning from 

the top in Illustration A.2, a horned cow paces left with raised head.  At 90 degrees 

clockwise, a second horned cow nurses a counterclockwise facing calf and bends her head 

backwards as if to nuzzle it.  A lion attacks the third cow, directly opposite the first, its 

back paws splayed on the cow’s hindquarters, forepaws spread on the cow’s right 

shoulder, and lowered head biting the back of the cow’s neck.  The cow has fallen to its 

forelegs under the lion’s attack.  The fourth cow, directly opposite the second, is perhaps 

a calf, as it is smaller and not horned. It walks quietly and raises its head slightly. 

 
7 Specifically, “the sun disk re emerging from the watery abyss of Nun as a symbol of rebirth.” Christine 
Lilyquist, “Treasures from Tell Basta: Goddesses, Officials, and Artists in an International Age,” 
Metropolitan Museum Journal 47 (2012): 61. 
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The cows and lion are the primary actors in the first register.  The rest is filled with 

the papyrus flowers noted above.  The flowers are not formal or symmetrical.  The stems 

are slightly visible only behind the first and fourth cows and appear to curve so that the 

heads fall at a multitude of angles.  Each is executed by a rich texture of curving engraved 

lines spraying out from the calyx, with some overlap between them.  The artist has 

positioned the cows occur precisely at the quarter points, with a secondary set of animal 

and bird figures occurs at the eighth points, between the cows but further from the 

center.  At 45 degrees from the vertical, between the first and second cows at the outer 

edge of the first register, a duck facing clockwise appears to nest on the juncture between 

two papyrus blossoms.  At 135 degrees, between the second and third cows, a lizard (or 

rodent?) facing clockwise climbs the papyrus at a 60-degree angle from the implied 

ground plane.  His head is raised toward the outer border of the register.  At 

approximately 225 degrees, between the second and third cows, a bird perches upon a 

papyrus flower with outspread wings, raising its head toward the outer border.  At 315 

degrees, between the third and fourth cows, another lizard, similar to the first climbs 

toward the outer border. 

The second register is much narrower and appears to angle or curve up from the 

flat bottom.  An engraved line separates the two registers and forms the ground plane for 

the decoration in the outer one.8  The decoration is a series of animal and plant motifs, 

 
8 The description of this register is entirely dependent upon the line drawing. See Lilyquist, “Treasures 
from Tell Basta,” fig. 45. 
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most of them nearly filling the height of the register, with no concern for relative scale or 

with a land or water setting.  Beginning directly over the walking bovine and proceeding 

clockwise, a duck with wings outspread at an angle faces clockwise, raised head and body 

forming an opposing angle with the wings.  Next, a standing waterfowl with long neck 

extends its front wing back in profile with its head curved down toward the ground.  A 

second duck with raised head and outstretched wings follows, and then a duck swimming 

in front of a cluster of reeds or grasses.   

A composite plant stands approximately at the quarter point, followed by a fish 

facing counterclockwise, its body parallel to the ground line created by the inner border.  

Next to the fish a walking bird facing clockwise bends its head to the ground.  The motif 

next to the bird is unclear, perhaps a cluster of grasses, followed by what appears to be a 

composite plant resting in a shallow curved object which may be a reed boat.  Another 

cluster of grasses may then be followed by a small reclining animal (a bovine?) in front of 

a composite plant at the half point, a papyrus flower, and a small fish facing 

counterclockwise.  Next to the fish a waterfowl with body angled from lower left to upper 

right and back wing spread at an angle appears to feed a smaller bird with its beak.   The 

smaller bird sits on or hovers over a clockwise facing standing duck, with its head raised 

to a multi-stemmed composite plant including a tufted papyrus blossom growing out of 

the ground plane.  Another possible reed boat containing an indeterminate figure and a 

round object marks the ¾ point:  Lilyquist refers to a “man in a boat” among the motifs 
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of this bowl.9  A cluster of three papyrus flowers stands next to and curves over the back 

of a small animal, perhaps a reclining calf, facing clockwise toward another plant.  A 

walking horned bovine faces counterclockwise with its head lowered as if to graze, 

followed by an indeterminate object, and a standing waterfowl with right wing back and 

long neck raised, completing the register, which is bordered on the exterior by band of 

small rosettes. 

Analysis and Comparanda 

The bowl is noteworthy for its extensive use of closely spaced parallel and radial line 

work, creating a rich, yet feathery effect that is particularly suited to the depiction of the 

papyrus flowers.  The papyrus stems and blossoms in the inner register create interwoven 

flowing patterns which, in conjunction with the line work, are reminiscent of tapestry.  

The symmetrical arrangement of the bovines and the opposing birds and lizards lend 

some formal structure to the design, but do not seem out of place or in opposition to the 

almost impressionistic depiction of the papyrus flowers.  While papyrus flowers appear 

on many bowls, it is tempting to wonder whether the bowl was a specific commission 

intended for Hatiay, by Hatiay himself, a relative, another official of the temple, or even 

the royal family, and whether the papyrus flowers refer to his career as a scribe. 

 
9 Lilyquist, “Treasures from Tell Basta,” 40. 
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Although the bowl has no repoussé work, the workmanship in general seems to be 

of high quality.  The design is lively and engaging, and the use of engraved linework to 

portray the images is effective.  As noted above, Hatiay’s title as Overseer of the Two 

Granaries of the Aten dates his burial to the reign of Akhenaten.  With only four burials, 

it unlikely that Hatiay’s tomb was in use for more than two generations, dating the bowl 

close to 1340 B. C. as Lilyquist proposes, and establishing it as the earliest known of the 

securely contextualized bowls.  The iconography includes both Egyptian and koine motifs 

such as the attacking feline and composite plants.  Files of animals, of the same or 

differing species, are a frequent motif on bowls from each of the regions, including 

examples from Cyprus, Iran, Crete, Greece, and the Italian Peninsula. 

Comparanda: 

• Omphalos centers:  Eg3, Eg4, Eg5, and Cr16, however the data is almost certainly 

skewed by the number of bowls with missing centers.   

• Bowls with animal files or repeated animal motifs:  include Ca1, Cr4, Cr12, Cr13, Cr15, 

Cr17, Cy8 (?), Cy12, E2, E4, E12, E15, G8, Ir3, and Si1.   

• Animals in a papyrus brake as a central figural medallion:  E8, E9 

• Tree height papyrus plants:  Eg2, Eg3, As1 and Cy24 

• Lion attacking a bovine:  many comparanda – refer to Table 1  

  



 379 

Eg2:  Repoussé Bowl in the Metropolitan Museum of Art 

Illustration A.3:  Eg2, Repoussé Bowl in the Metropolitan Museum of Art 
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.20)  
Lilyquist, “Treasures from Tell Basta,” fig. 43 

Eg2 (Illustrations A.3-A.7) is silver, 20.7 cm (8.125 inches) in diameter, fairly deep, 

and uninscribed.10  Eg2 is unusual, but not unique, in having the decoration on the 

exterior.  As restored, the bowl has a flat base, with a slight angled step up.  The bottom 

continues flat and then transitions to an approximate quarter circle arc culminating in 

straight sides.  The repoussé and engraved decoration survives only in very fragmentary 

form.  The format is a central medallion and four registers of figural decoration.   

 
10 Lilyquist, “Treasures of Tell Basta,” 28 and fig. 43. 
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Context 

Eg2 comes from the first find at Tell Basta, which included other, fragmentary silver 

bowls, silver and gold pitchers, jugs, bottles, goblets, situlae, and strainers, with varying 

levels of abstract and/or figural decoration.  Several of the objects are inscribed, including 

a strainer, situla, and goblet bearing the name of the female pharaoh Tawosret (1188 – 

1186 B. C.) and two pitchers bearing the name of Atumemtaneb, the “first royal 

cupbearer” and “envoy to all foreign countries.”11  (Illustration A.4)   

Illustration A.4: Objects from the First Find at Tell Basta  
Courtesy of the Metropolitan Museum of Art 
http://www.metmuseum.org/art/collection/search/544698 

Images / Content and Style 

The remaining portions of the central medallion suggest a rosette configuration, but 

whether a floral or solar motif is not completely certain, as the center does not survive.   

The motif is unique among the surviving bowls in the four-tiered hierarchy of petal or ray 

elements that appear to recede into space.  In the foreground are a number of large 

 
11 Lilyquist, “Treasures of Tell Basta,” 12. 
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striated petals (or solar rays).  If the elements were regularly spaced, one would expect 

the total quantity to have been eight to ten.  In between each of the large petals, moving 

in progression from foreground to the rear, are a single medium sized petal, two small 

petals, and four very small petals, arranged like a compass rose with the smallest 

subdivisions in the rear.  A single row of pseudo-granulation divides the central medallion 

from the first register, (a narrow, raised band with incised edges, and regular engraved 

lines at intervals approximately equal to the width of the band)12  The closest comparison 

occurs on a bronze bowl from Nimrud, British Museum ME N59AN33167001, which is 

clearly a celestial motif, but has only two tiers of elements.  (Illustration A.5)   

Illustration A.5:  Bronze Bowl from Nimrud, comparison to Eg2 
British Museum ME N59AN33167001 
Image Courtesy of the British Museum 
Left: overview; right: detail of the medallion 

 
12 This is visible when the photo is enlarged on a computer screen.   Furthermore, Lilyquist describes the 
decoration as “repoussé and chasing” confirming that engraving, not granulation is the technique of 
producing the divisions between the registers.  See Lilyquist, “Treasures from Tell Basta,” 28. 
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The remaining portions of the first register fill the remainder of the flat portion of 

the base.  (Refer to Illustration A.6) The decoration depicts human figures tending animals 

and plants, and making wine.13  Another single row of apparent granulation edges the 

first register, followed by a fairly wide band with a single row of raised dots in the middle 

that fills the angled step up to the remainder of the base.14  A second wide band with 

raised dots defines the second register of decoration, located on the outer flat portion of 

the base.  Approximately one-quarter of the second register remains.  The most complete 

portion depicts humans interacting with large birds in a setting of palm trees and stylized 

plants.  The humans, trees, plants, and large birds are of equal size.  A smaller bird appears 

to stand on the air over the tail of a large bird.  Another small fragment shows two grazing-

type animals such as goats or antelope.  The last portion depicts a very fragmentary 

combat scene, with two men flanking and attacking a left-facing four-legged creature with 

feline hindquarters, most likely a lion, as no wings are visible.  The man on the creature’s 

right stretches out his left arm toward the creature and holds a weapon, probably a spear, 

in his upraised right hand.  The man on the feline’s left leans forward and thrusts his shield 

into the lion’s face.  It is impossible to tell, based on the remaining portions of the register, 

whether there was any organizing principle or structural division of the different subject 

matter. 

 
13 I rely in part on Lilyquist’s interpretation of this register. See “Treasures of Tell Basta,” 28. 
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Illustration A.6:  Eg2, Repoussé Bowl in the Metropolitan Museum of Art 
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.20) 
Drawing:  William Schenck, Lilyquist, “Treasures from Tell Basta,” fig. 43 

 A single row of granulation separates the second and third registers.  Only two 

small segments remain of the third register.  One depicts a portion of a reed boat with a 

standing boatman.  The other depicts four human figures supporting a horizontal pole or 

beam.  To their left is an object which appears to be a cage or trap containing birds.  More 

birds fly over the top of the cage.  A few papyrus stalks remain on the left.   

An additional row of granulation divides the third and fourth registers.  The 

remaining scenes in the fourth register include, counterclockwise, four deer and a deer 

calf in a papyrus brake.  Confronting the deer are six horned cattle, also with a background 

of papyrus stalks.  A human figure with upraised arms to the cattle’s right may be herding 

them.   To the right of the cowherd, a man walking to the right supports on his shoulders 
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a rod from which four large fish dangle.  To the right of the fish carrier, another man 

walking right holds a curved triangular object which may be a fishnet.  He faces a papyrus 

brake with what appears to be a low wall in the foreground.  The first in a file of four free 

horses rests his right front hoof on the wall and appears to sniff the flowers.  The fifth 

horse appears to be harnessed to a cart or chariot driven by a man in a kilt wearing a 

headdress.  (The remainder of the register is missing the ground line and the lower 

portions of most of the figures, so descriptions are less complete.)  To the right of the 

chariot, only the head remains of a man in a headdress facing right toward a right-facing 

school of fish.  A shaven-headed man faces left and appears to extend both arms toward 

the fish.  A man in a headdress with his back toward the bald man raises his left arm.  To 

his right, a man with a different headdress extends his left arm toward an unseen object.  

Three fish hover above his arm.  Another shaven-headed man facing left extends both 

arms and appears to grasp a fish.  A portion of his extended leg and foot appear to be 

resting on a curved surface, probably the deck of a boat.  A man in a short kilt facing left 

supports a basket on his head.  Another man facing right holds a fish in both hands.  A 

seated man facing right on the deck of an adjacent boat appears to row.  A standing man 

also facing right grasps a long object which is probably a rudder or pole.  The legs, hips, 

and torso of a kilt-wearing man bent over to the right appear in the final portion.  A final 

narrow band of apparent granulation edges the fourth register, a short distance from the 

rim of the bowl. 
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Lilyquist identifies the third and fourth registers as marsh scenes, the second 

register as a collection of scenes of agriculture, desert, and combat, and the first as 

farming and wine making, all resembling those in tomb decorations, which typically 

portrayed “wishes for the continuity of life.”15  I suggest that the overriding message, and 

one which would have been intelligible to any contemporary viewer from Egypt, the 

Levant, or the Near East, is one of abundance and prosperity.  The fishermen, for example, 

are loaded down with fish and many more fish are depicted in the surroundings.  There 

are many deer in the fourth register, and the cattle appear lively and vigorous.  Horses, 

the transportation of the wealthy, are shown in multiples and interact with the papyrus 

blossoms.  In the third register, the trap is full of birds, and many more birds fly above.  

Lion combat scenes often depict royalty, demonstrating prowess and defending their 

subjects.  In the first register a man in a kilt kneels and extends his hands to a horned 

antelope nursing a calf, with another animal running freely in the background.  The 

general message of the registers appears to be of the proper functioning of the natural 

and human worlds, with humans interacting with abundant animals and plants, and rulers 

or elite warriors fulfilling their responsibilities.   

 
 

 
15 Lilyquist, “Treasures from Tell Basta,” 28.   
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Illustration A.7:  Eg2, Repoussé Bowl in the Metropolitan Museum of Art, bottom view 
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.20) 
Photograph:  Karin L. Willis, in Lilyquist, “Treasures from Tell Basta,” fig. 43 
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Eg3:  Bowl Inscribed for Ameneminet 

Illustration A.8:  Eg3, Bowl of Ameneminet, photo 
Egyptian Museum, Cairo (JE 39884.10, SR 1/7789) 
Lilyquist, “Treasures from Tell Basta,” figure 42a, cat. 8 

Eg3 (Illustrations A.8-A.13) is silver, 19 cm (7.5 inches) in diameter, with a gold rim 

with four gold spheres in a closely spaced row in one location. The bowl is in very 

fragmentary condition.  Lilyquist states that it formerly had a recessed base with a central 



 388 

omphalos covered by a gold cone, similar to Eg4 and Eg5.16  As noted above, omphaloi 

appear as early as the Middle Bronze Age in the royal tombs at Byblos, and the Levant 

and Syria in the Late Bronze Age.  It is suggested that the omphalos had functional utility 

in pouring and drinking, serving as a recess for the holder’s fingers.17  The raised round 

shape also seems to lend itself to various symbolisms and representational schemes, as 

the solar disc on the Bowl of Hatiay, or as the center of a floral motif.  The format is 

therefore a raised omphalos in a recessed base surrounded a fairly wide band with two 

rows of hieroglyphs.   

Context  

Eg3 comes from the second find of the Tell Basta hoard (see above).  The find 

included eight silver bowls (Eg2, Eg3, and Eg4 and five undecorated bowls), two precious 

metal jars, three silver strainers, as if for wine, gold jewelry, including a heavy pair of 

bracelets inscribed for Ramesses II, and an assortment of silver jewelry and silver scrap. 

Images / Content and Style 

The outer register is narrow in comparison to the second, with the second appearing 

to be about twice the width of the outer in the overall image (Lilyquist Figure 42a) 

although this may be due to foreshortening in the photograph.   The outer register is the 

 
16 Lilyquist, “Treasures from Tell Basta,” 25.  She does not give the authority for the apparently missing 
recessed base and gold omphalos cone. 
17 Christine Lilyquist, “The Gold Bowl Naming General Djehuty:  A Study of Objects and Early Egyptology,” 
Metropolitan Museum Journal 23 (1988): 17. 
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most complete, although occasionally difficult to interpret due to its very small size (if the 

bowl is 7.5 inches in diameter, the outer register would be approximately ½” high) and 

condition of wear.18  Papyrus stalks form the backdrop of the entire register, locating it in 

a marsh or on a riverbank.  Starting from the left in the rollout drawing (Illustration A.9) 

are four horses facing right.   Opposing the horses are three leaping cattle with a calf and 

a man behind them in a headdress and kilt holding a long object, possibly a whip over his 

shoulders, who appears to herd them.  A much smaller animal, possibly a goat or dog, 

faces right behind the man toward a horned cow.  A child with upraised arms milks the 

cow from a seated position on the ground.  A long curving line over the cow’s back may 

be a harness or tether.  Behind the cow a male figure walks toward the left, holding a sack 

or basket slung over the left shoulder.  Behind the walking figure, a kneeling woman in a 

long garment facing right holds a shallow round object with a rectangular object resting 

on it in two outstretched arms, which Lilyquist identifies as a hand trap for catching 

songbirds.19  Facing the kneeling figure, but not necessarily interacting with it, are a group 

of three smaller animals, possibly sheep.  Behind the sheep a left-facing striding male 

supports a carrying pole over both shoulders.  Behind him, three left-facing men appear 

to pull a trap full of birds, of a type dating to the Old Kingdom.20   A missing portion 

interrupts the register at this point. 

 
18 It is necessary to rely on the interpretations of the illustrator of the rollout drawing to a great extent. 
19 Lilyquist, “Treasures from Tell Basta,” 38. 
20 Lilyquist, “Treasures from Tell Basta,” 38. 
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Proceeding from left to right in the next portion, (Illustration A.10) a male figure 

holding a live bird in each hand walks to the right.  To his right is a freestanding altar on 

which a coiled cobra, which Lilyquist identifies as Renenutet, goddess of the harvest, sits 

with hood raised.21  To the right of the altar, a human figure on hands and knees fills a 

tilted jug with the wine being treaded by the four left-facing men holding rope supports 

to his right.  A large, left-facing horned cow (possibly the goddess Hathor) reclines and 

looks on.22  To the cow’s right, a male figure with an object, possibly a sack, slung over his 

right shoulder, walks left toward another male figure.  This figure faces right in profile and 

appears to unfurl and extend a textured cape (or possibly a net) with his right arm.  The 

left arm is tucked in toward the abdomen, left elbow out.  This is the only figure wearing 

a cape:  the proximity of Hathor leads me to wonder if this is a person of higher rank.    To 

the right of the cape-wearer, an oval shape defines a collection of at least six fish – most 

likely a depiction of a fish pond represented vertically for visibility.  To the right of the fish 

pond two large female figures in long dresses kneel, facing one another in a mirrored 

posture.  Each holds a large amphora in outstretched arms with the base resting on the 

ground and the top pointed toward the holder’s chest.  To the right of the females are 

two reed boats.  The prow of the first boat is closest to the kneeling female figures.  A 

male figure in a kilt and headdress stands on the raised prow, leaning over and gathering 

 
21 Lilyquist, “Treasures from Tell Basta,” 38. 
22 The cow’s presence alone in this context with Renenutet nearby suggests Hathor, but she has none of 
the specific attributes of Hathor, nor is she given any special formal treatment (such as being poled in a 
boat), centered on a motif, or wearing jewelry or a jeweled collar. 
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papyrus.  A rabbit and a waterfowl sit in the middle of the boat.  Over their heads five 

fruits appear to dangle from a horizontal object held by the male figure in the stern.  This 

figure stands on the upcurved stern, his outstretched right arm holding the object which 

appears to support the fruits.   His weight is on his right leg, the left leg bent behind.  His 

right arm extending behind his body appears to control a long rudder or pole crossing his 

body at an angle and extending beyond the boat.  The second boat has a prow carved like 

the head of a duck, and a papyrus-shaped stern.  A nude female stands in the prow, 

leaning slightly forward and possibly poling the boat.  A calf lies in the center of the boat, 

with a second nude female standing in the stern with a pole or rudder. 

The outer register is unified by the consistent backdrop of papyrus stalks, which 

places the setting in the marshes.   While Lilyquist notes the incongruity of several of the 

agricultural and wine-making scenes taking place in the marshes,23 I suggest, that the 

conflated subject matter highlights the marshes as a liminal space where the divine 

impinges on the mundane world, with an emphasis on the abundance provided by Hathor 

and Renenutet.   

A border approximately one-fifth the height of the outer register separates the 

outer from the second register.  The border consists of two narrow raised bands edging a 

flat area with a row of equally spaced raised dots.  The second register is highly 

fragmented:  most of it has only the lower portion (toward the interior of the bowl) 

 
23 Lilyquist, “Treasures from Tell Basta,” 38. 
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remaining.  The most complete portion occurs near the fishpond motif in the outer 

register, where a fragmentary stylized plant divides two pair of animals:  two antelope on 

the left, and a jackrabbit with a small striped feline pouncing and sinking its teeth into the 

rabbit’s shoulder on the right, all leaping toward the plant.  To the right of the rabbit / 

feline pair stands a second stylized plant.  Both plants have a single trunk and top 

reminiscent of palm fronds, but with some type of vines draping symmetrically across the 

juncture between trunk and fronds.  The vines on the plant on the left curve upward, 

while the ones in the plant on the right extend over circular objects, possibly fruit, and 

then trail to the ground.  In the small portion remaining to the right of the rightmost plant, 

a smaller plant appears to come out of the ground, with what may be the rear hooves of 

an animal leaping away from it.  There does not appear to be any axial or other formal 

relationship between the fishpond in the outer register and the scene in the second.   

Proceeding clockwise, a complete gap of about 20 degrees separates this fragment 

from the next portion.  The next fragment is only the lower portion of the scene:  the 

lower portion of a small three-stemmed plant precedes the feet and swishing tail of a 

probable large feline facing away from a stylized ‘palm’ plant, this one with vines dropping 

to the ground and a large fruit extending out on a stem over the vine.  Portions of an 

unintelligible object, probably an animal, are visible at the end of the fragment.  Another 

complete gap of about 15 degrees separates this portion from the next.  The next portion 

continues almost all the way to the first segment at the ground plane, but very little of 

the imagery can be discerned.  Continuing clockwise, we see the head, forelegs, and a 
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piece of the body of a horned animal, probably a cow facing clockwise to a taller three 

stemmed papyrus plant.  Immediately adjacent is a stylized plant, with vines draping over 

two round fruits and falling to the ground.  A spritely hooved animal, with the head 

missing appears to prance away from the ‘palm’ plant – its hooves do not touch the 

ground.  Three tall stems are visible behind its body.  Another animal, probably a feline, 

runs counterclockwise in a Mycenean flying gallop, and immediately facing the hooved 

animal.  The next approximately 30-degree segment consists of the very bottom most 

portion of the scene, with probable feet and vines touching or just above the ground 

plane.  More is visible in the next approximately 15-degree segment:  the hind paws and 

curved tale of an ape facing a probable ‘palm’ plant with vines reaching the ground and 

curving up.  A gap of a few degrees brings us back to the scene with the antelopes.  The 

composite plants and pouncing felines date to the Late Bronze Age.24  The small remaining 

portions of this register include several instances of animals arranged antithetically and 

formally around a composite plant, in a vignetted composition reminiscent of the Late 

Bronze Age international koine as defined by Feldman,25 and in contrast to the continuous 

composition of the outer register.  Lilyquist highlights the contrast of desert imagery in 

this register to the marsh imagery in the outer register, but I propose a deliberate and 

 
24 Lilyquist, “Treasures from Tell Basta,” 39. 
25 Marian Feldman, “Luxurious Forms:  Redefining a Mediterranean ‘International Style,’ 1400-1200 
B.C.E,” The Art Bulletin 84, no. 1 (March 2002): 21. 
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even more blatant contrast in compositional styles, which I will argue below is a deliberate 

reference to the International Style koine.  

A second band of raised dots separates the second register from the band of 

hieroglyphs, approximately twice the width of the border band.   

Reading right to left:  
Long live your spirit, and your countenance, with life and prosperity!  May you see 
Him who presides in Hesret, you being kept safe with [or in] a good lifespan...joy; 
for the spirit of the Royal Scribe Amenemone [Ameneminet], justified… 
 
Reading left to right:  
Long live your spirit, and your countenance, may you be drunk every day, (and) 
may you see the Lords of Thebes; for the spirit of the unique(ly) excellent one, 
beneficial for his lord, the Royal Scribe of Correspondence of the Lord of the Two 
Lands, Amenemone, justified…26 

The name Ameneminet means “Amun in the Valley” and refers to Thebes, site of the 

primary temple of Amun-Ra, one of the primary deities of Egypt.  Hesret (Hermopolis) 

was the center of worship of Thoth, the patron deity of scribes,27 therefore we may 

presume that Thoth is the “Him” mentioned in the first inscription.  In the second 

inscription, we have a specific reference to alcohol consumption, with daily consumption 

being invoked as a presumably unlikely blessing on par with long life and seeing the “Lords 

of Thebes”. 

 
26 Kenneth A. Kitchen to Christine Lilyquist, November 16, 2009, as referenced in Lilyquist, “Treasures 
from Tell Basta,” 24, n. 96. 
27 Lilyquist, “Treasures from Tell Basta,” 24. 
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This bowl is formally very unlike Eg2, probably shallower, with a central omphalos, 

decoration on the interior rather than on the exterior, and with gold trim, and yet there 

is a great deal of similarity in the figural decoration, in both form and subject matter.  Both 

bowls include numerous marsh and desert scenes.  The repoussé work on Eg2 appears 

slightly deeper and clearer, but this could be due to conditions of wear or differences in 

scale, especially with the outer register of Eg3.  In particular, the execution of the papyrus 

stalks and birdcage make it conceivable that the two works, although from different finds, 

are by the same hand or workshop.  

Illustration A.9:  Eg3, Bowl of Ameneminet, line drawing 
Egyptian Museum, Cairo (JE 39884.10, SR 1/7789) 
Lilyquist, “Treasures from Tell Basta,” figure 42b, cat. 8 
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Illustration A.10:  Eg3, Bowl of Ameneminet, line and photo 
Egyptian Museum, Cairo (JE 39884.10, SR 1/7789)  
Lilyquist, “Treasures from Tell Basta,” fig. 42b, cat. 8 
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Illustration A.11:  Tomb relief of Ameneminet at Saqqara, Egypt, mid-13th century B.C.  
Photograph: Said Gohary, in Lilyquist, “Treasures from Tell Basta,” fig. 50 
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Illustration A.12:  Statue of Ameneminet, mid-13th century B.C. Limestone  
State Hermitage Museum, Saint Petersburg (738) 
Photograph: André Bolshakov, Lilyquist, “Treasures from Tell Basta,” fig. 51 
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Illustration A.13:  Silver bottle inscribed for Meritptah, spouse of Ameneminet 
Details:  Meritptah shaking a sistrum for Bastet.   
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.228.19). 
Photographs: overall, Karin L. Willis, Photograph Studio, MMA; details: William Barrette 
Lilyquist, “Treasures from Tell Basta,” fig. 48, cat. 31 
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Eg4:  Bowl of Amy 

Illustration A.14:  Eg4, Bowl of Amy, Chantress of Neith, Top and Side Views 
Egyptian Museum, Cairo (JE 38709 and 39869, CG 53263, SR 1/6619) 
Photograph:  Edgar 1907b, pl. 48, Lilyquist, “Treasures from Tell Basta,” fig. 44, cat. 1 
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Eg4, (Illustrations A.14 and A.15) is inscribed for “the singer of Neith, Amy.” It is 

silver with a gold rim, handle, and omphalos cone.  The bowl is 15.3 cm (6 inches) in 

diameter.28  The depth is not given but appears from the photographs to be 

approximately 1/6 of the width, so likely 2.2 to 3.2 cm (.875 to 1.25 inches), quite shallow 

in relation to the diameter.  The general format is a central (gold) omphalos with 

decoration around its base, a narrow band of decoration around the omphalos, and two 

registers of figural decoration separated by one blank band and a band with raised dots.  

The shape is somewhat atypical:  the bottom appears flat, with the lowest portion 

immediately adjacent to the omphalos, and a shallow step (.32 to .63 cm, .125 to .25 

inches) up to a narrow band of raised dots which forms the border of the second band of 

figural decoration.  The bottom appears to curve sharply up and inward at the outer edge 

(approximately 120 degrees of arc) until it meets the vertical portion of the side of the 

object at approximately one-half the depth (Illustration A.14).  A band of hieroglyphs fills 

the vertical portion of the side of the object.  The rim flares out slightly from the side. 

Context 

Eg4 comes from the second find of the Tell Basta Hoard (see above).   

 
28 Lilyquist, “Treasures from Tell Basta,” 30, fig. 18 and fig. 44.  The bowl is extant in the Egyptian Museum 
in Cairo; however, Lilyquist reproduces a photograph from 1907 and a line drawing. 
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Images / Content and Style 

Amy’s bowl has a single omega shaped handle, which curves back through rings 

in what appears to be a cast figural setting.  (Current images do not permit identification 

of the figures.)  Four flattened gold spheres approximately the diameter of the width of 

the rim are mounted to the rim just above the handle, evenly spaced between the ring 

attachments.  The spheres occur on several bowls, even those that have no handle, and 

their function and meaning are not known.29  The central omphalos cone is 3.8 cm (1.375 

inches) in diameter.  Its height is not given but is clearly less than the depth of the bowl.  

The knob is plain, with a band of what appears to be non-figural decoration including 

braided cables and possibly granulation encircling its base.30  

The bowl appears to be laid out in a fairly strict proportional scheme with all of 

the registers and bands in multiples of a reference width.  I suggest that the band at the 

base of the omphalos is the reference width on which all of the other measurements / 

proportions of the bottom are based.  Immediately adjacent to the gold omphalos band 

is a silver band approximately equal in width, with a series of double rows of angled lines 

mirrored around a central spine, reminiscent of abstract vegetal fronds.  The surrounding 

register of figural decoration is approximately three times the width of the dividing band 

or reference width.  The figural register depicts people, fish, birds and vegetation in a 

 
29 Lilyquist, “Treasures from Tell Basta,” appendix 4b, 62. However, see Eg6 and Müller and Thiem for 
discussion of spheres as possible rivets: Hans Wolfgang Müller and Eberhard Thiem, Royal Gold of Ancient 
Egypt (London: I.B. Tauris, 1999), 218. 
30 Refer to Lilyquist, “Treasures from Tell Basta,” fig. 90, lower right.  See also catalog #15, Lilyquist, 47, 
fig. 58, for a very similar gold cone. 
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marsh setting.  The scene appears to be organized in rough quadrants divided on a forty-

five-degree angle (that is, rotated forty-five degrees from the vertical).  The top quadrant, 

directly below the handle includes two swimming nude females wearing crisscross girdles 

with a fish directly over the back of one of them.  Both females face right.  The one closest 

to the omphalos grasps a papyrus flower with both hands.  The scene in the right-hand 

quadrant depicts two birds of different species framed by clumps of vegetation, and with 

vegetation between them.  Both birds face in the direction of the top, toward the females 

and the handle. 

The bottom quadrant depicts a skiff with a standing human figure (presumably 

male) and a cow framed by vegetation on each side.  The left-hand quadrant shows a 

number of fish and birds, apparently freely moving, with no human presence.  The entire 

register appears to take place in a marsh or river edge setting.  Note that the top and 

bottom quadrants, given emphasis by their axial relationship to the handle, depict 

humans in the marsh setting, while the left and right-hand quadrants depict the natural 

world without the presence of humans, with an apparent shore scene on the right and a 

water scene on the left.  The presence of the cow in the marsh setting with the nude 

females identifies the cow as Hathor, and the swimming females as nfrwt, attendants of 

Hathor.  Lilyquist interprets the entire scene as a reference to human sexuality,31  

presumably under the patronage of Hathor, goddess of beauty and reproduction.  A 

 
31 Lilyquist, “Treasures from Tell Basta,” 31. 
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narrow, incised band defines the edge of the register, followed by a plain band once again 

the width of the omphalos base and the vegetal band. 

The bottom of the bowl steps up approximately 1/8” (based on the shadow line in 

the top view and the absence of any noticeable differentiation in the side view).  At the 

edge of the raised portion is a band with raised dots, approximately one-half the width of 

the reference band, edging a register of figural decoration that appears to be five times 

the reference width.  Four very similar stylized arrangements of vegetation divide and 

organize the outer register into unequal quadrants, which are rotated about five to ten 

degrees off the axis established by the handle.  Despite being rotated from the vertical 

axis, the vegetal arrangements are directly on axis with each other:  that is, the top right 

arrangement is directly opposite the bottom left, at 45 degrees and 225 degrees from the 

handle respectively, and the bottom right arrangement is directly opposite the top left, 

at 165 and 345 degrees from the handle. 

Two opposed female sphinxes, whose formal qualities Lilyquist characterizes as 

“more foreign than Egyptian”32 flank the top right vegetal arrangement.  To the right of 

the second sphinx a dog appears to run with or herd a sheep, both facing clockwise.  Two 

rampant opposed horned animals (possibly a ram and gazelle) flank the bottom right 

vegetal arrangement.  Adjacent to the gazelle the forequarters of another leaping or 

running herbivore, facing the gazelle, can be seen.  At least two more animals, probably 

 
32 The non- Egyptian qualities are “wild hair, upswept wings, and teats.”  Lilyquist, “Treasures from Tell 
Basta,” 30. 
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a clockwise sheep and a counterclockwise dog nipping at its flanks, run between the 

bottom right and bottom left arrangements.  Two additional types of rampant opposing 

horned animals flank the bottom left arrangement, followed by another set of running 

animals (a sheep facing counterclockwise over a large feline nipping at its flanks).  Two 

opposed sets of animals (a sheep facing to the left over a jackrabbit facing right and a 

horned animal facing right over a dog or jackal facing left) flank the vegetation on the top 

left.  It is interesting to note that the top right and top left grouping are not separated by 

an additional pair of running animals, rather, the left-hand sphinx backs directly up to the 

sheep and jackrabbit). 

As noted above, a band of hieroglyphs completely fills the straight portion of the 

sides at the exterior of the bowl.  The translation is as follows: 

(For) your spirit and your (f.) countenance!  One uses up (?) the years, abiding, 
spending the days(?). May your (f.) lifespan be doubled in health and life, may your 
(f.) step be extended as the morning comes(?), may there arise for you (f.) favour 
and wealth, in provision and food, may you be drunk with wine and pomegranate 
brew in the open court of Neith, O lady of the house, Chantress of Neith, ‘Amy (or 
šm’yt), justified!33 

What can be seen of the style of execution of the hieroglyphs in Illustration A.14 matches 

the density and linework of the decorations on the interior.  The correlation, combined 

with the inscription’s location, entirely filling the band at the exterior of the bowl, strongly 

suggests that it is part of the original design / composition.   

 
33 Kenneth A. Kitchen, Ramesside Inscriptions: Translated and Annotated, ser. A: Translations, vol. 4, 
Merenptah & the Late Nineteenth Dynasty (Oxford: Wiley-Blackwell, 2003), 271, as referenced in Lilyquist, 
“Treasures from Tell Basta,” 30. 
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The materials (silver and gold), the complex shape, the omphalos cone, the 

multiple registers of figural decoration and the custom inscription all indicate that Eg4 

was a very costly object.  The title ‘singer’ or ‘Chanter / Chantress’ indicates an elite male 

or female who performed at funerals and festivals in addition to daily temple rituals.  The 

title is common in the Ramesside period in Egypt and references exist to three other 

singers at Tell Basta and one at Megiddo in the Levant.34  Neith, a goddess attested as far 

back as the 1st Dynasty, like many Egyptian deities had multiple roles and attributes, 

including goddess of war, the inventor of weaving, a protector of the deceased Osiris, 

sometime consort of Seth, and occasionally conflated with the sky-goddesses Nut and 

Hathor.35  She may also have been associated with Anat and Astarte.  Her primary cult 

center was at Sais, in the western Delta.   

The placement of the inscription and its integration into the overall design strongly 

suggest that it was executed as part of the bowl’s original production.36  Would Amy have 

commissioned the bowl during her lifetime?  It seems highly likely that the bowl would 

have been used in ceremonies involving ritual drinking as described in the inscription.  The 

inscription’s location on the exterior would have made it visible to many viewers, while 

 
34 Lilyquist, “Treasures from Tell Basta,” 30. 
35 Ian Shaw and Paul Nicholson, in association with The British Museum, “Neith,” The Dictionary of 
Ancient Egypt (New York:  Harry N. Abrams, Inc., 1995), 200. 
36 Lilyquist confirms a Ramesside date for the bowl based on qualities of the inscription and the omphalos 
cone. 
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the decorated bottom would have been most visible to someone holding the bowl and 

drinking from it.   

The iconography is divided between the marsh scenes in the inner register and 

desert and mythological scenes in the outer.  An Egyptian viewer would have interpreted 

the marsh imagery as connoting fertility and vitality.  As noted above, the standing cow is 

most likely a reference to Hathor, goddess of beauty and reproduction, and the nude 

swimming females are nfrwt, attendants of Hathor.37  The outer register’s composition 

and hybrid imagery is canonical for the LBA koine.  Like Ameneminet’s bowl, the bowl of 

Amy unites elements of the Late Bronze Age koine familiar to Egyptian elites with 

traditional Egyptian iconography, in this case, the female sphinxes, composite plants, and 

the outer register’s vignetted composition of antithetical animals grouped around 

composite plants with the inner register’s specific references to Hathor and her 

attendants. 

  

 
37 Lilyquist, “Treasures from Tell Basta,” 30. 
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Illustration A.15:  Eg4, Bowl of Amy, Chantress of Neith, line drawing 
Egyptian Museum, Cairo (JE 38709 and 39869, CG 53263, SR 1/6619) 
Drawing:  William Schenck, Lilyquist, “Treasures from Tell Basta,” fig. 44, cat. 1 

 

 

  



 409 

Eg5: The “Swimmers Bowl” 

Illustration A.16:  Eg5, Swimmers’ Bowl, Rim 
Egyptian Museum, Cairo (JE 39884.2, SR 1/6698) 
Photograph:  Ahmed Amin, Lilyquist, “Treasures from Tell Basta,” cat. 3, fig. 22 
 

Eg5 (Illustrations A.16-A.20) is silver, with a gold rim, gold omega handle, and four 

gold spheres, similar to the spheres on Eg3 and Eg4, on the rim just above the handle.  

The diameter at the rim is 16.1 to 17.2 cm (6.375 to 6.75 inches).  The diameter of the 
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base fragment is 10.9 cm (4.25 inches)38  The bowl is damaged, with the rim and bottom 

currently separated from one another.  The pieces were found together, perhaps still 

partly connected, as indicated in a photograph from 1906 (Illustration 1.20).  The 

Swimmers’ Bowl is on top in the photograph.  The bowl has an omphalos, and probably 

originally had a gold omphalos cone.  The decoration is repoussé with engraved details.  

There is no inscription on the surviving portions, but Lilyquist notes that there may 

originally have been one.   She also notes a general similarity in shape and format to Eg4, 

with both bowls having a central omphalos, flat portion of the base, gold rim, gold omega 

handle and a 4-sphere ornament above the omega handle.  There are, however, some 

immediately noticeable differences as well:  based on the view from the bottom in 

Illustration 1.16, the base of Eg5 appears to be raised rather than recessed.  In addition, 

the remaining central portion of the base has two registers of decoration, while the inner 

register of the Amy bowl has only one. The format is a central omphalos with two registers 

of figural decoration, however, the 2½” difference between the diameter of the rim and 

the remaining portion of the base (1¼” of radius) would have easily accommodated a 

potential third register of decoration or inscription as on Eg2 (Bowl of Ameneminet).  An 

inscription on the side as on the Amy bowl (Eg4) seems less likely as the straight upper 

 
38 Lilyquist, “Treasures from Tell Basta,” 16, figs. 19 and 22. 
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portion of the side survives, and we must account for a curved transition between the 

bottom and sides in the missing portion.  (See also Illustration 1.20, bowl as found).39   

Context 

Eg5 was part of the second find of the Tell Basta Hoard.   

Images / Content and Style  

The decoration is badly worn, and parts are not discernible.  (Refer to Illustration 

A.19, line drawing.)  There are traces of a narrow, continuous raised band remaining 

around the omphalos.  The design consists of a continuous backdrop of papyrus flowers 

of varying heights with four leaping calves (or possibly lambs), and two small human 

figures in the foreground, all traveling counterclockwise.  The papyrus plants appear to 

join at the base as they meet the remains of the raised band.  Their stalks are generally 

vertical (radial to the center), and all the heads are more or less aligned with the stalks, 

unlike the curving, almost interwoven flowers on Eg1 (Bowl of Hatiay).  Flower heads 

occur at two general elevations:  one almost brushing the outer edge of the register, and 

one head height below, a compositional device that also appears on Eg3 and As1.  

Beginning at the top of the line drawing in Illustration A.19 and proceeding 

counterclockwise, we see a leaping calf, four feet off the ground and head reverted.  Just 

in front of the calf’s forefeet, a portion of a striding human figure is discernible.  If the 

 
39 The bowl appears highly corroded but mostly intact in the 1906 photograph.  It was conserved in the 
1970’s.  (See Lilyquist, “Treasures from Tell Basta,” 17.)  It would be interesting to know if any reports or 
photographs of the conservation process provide an indication of the nature of the missing portions. 
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illustrator’s interpretation is correct, the left leg extends back with the left arm extended, 

while the right leg steps forward.  The head is not visible due to wear.  In front of the 

human figure another calf prances forward with all four feet off the ground but with head 

facing in the direction of travel, preceded by a third calf, this time with head reverted.  A 

second human figure, directly opposite the first, seems to be in a braced posture, right 

leg extended, left leg pushing off with knee bent and left arm extended to about waist 

height.  A fourth calf with head facing forward completes the design.   

The regular rhythm of the papyrus stalks, the 180 degree opposition of the human 

figures, and the opposition of the two calves with heads forward and the two calves with 

heads reverted give the design a high degree of structure.  The density of composition, 

radial papyrus stalks and the use of angled elements in the figure depictions are other 

notable visual qualities of this register.  

A second, slightly wider raised band separates the first and second registers.  The 

second register fills the remainder of the base fragment.  An array of loosely executed 

rows of short, engraved, roughly parallel lines radial to the register form the backdrop to 

an aquatic scene with swimming humans, flowers, fish, and waterfowl.  Like the papyrus 

stalks, they both define and organize the space, while also creating an impression of 

movement, and imply ripples in water.  As in the inner register, the primary figures face 

counterclockwise.  In addition, a number of aquatic plants with gently curving stems and 

spade-shaped or softly pointed leaves, appear to grow out of the inner edge band. 
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Beginning from the approximate top in the line drawing (Illustration 1.19), a nude 

female, wearing a pectoral collar and what appears to be a crisscross girdle, pelvic triangle 

defined with engraved lines, swims or floats, legs and feet together, arms outstretched, 

hands grasping the stem of a papyrus flower.  Her head is turned back clockwise.  She 

wears large hoop earrings, and a very elaborate headdress with a band around the head, 

two plumes springing from the top, and another appendage behind.  A beaded or chain 

frontlet hangs on the forehead.  She looks toward a duck, depicted against the same 

watery backdrop, but apparently swimming on the surface with feet hanging down.  

Underneath the swimmer, toward the inner ring, the curving stem of the papyrus flower, 

and the stems of one spade shaped and one pointed leaf echo the curve of her abdomen 

and slightly bent legs.  Although the swimmer interacts with and holds the papyrus flower, 

the flower is huge in scale to the human figure.   

In front of the papyrus flower, a large fish angles counterclockwise with tail near the 

outer ring and head near the inner ring, possibly eating the stem of another plant with 

which its mouth connects.  The curving stem and narrow pointed leaf frame the bent legs 

of a second swimmer, with raised head, bangs and cropped hair, wearing a pectoral collar, 

right arm extended back and left arm bent in front as if doing the crawl.  Her legs extend 

back but are slightly separated as if kicking.  Over her back are the faint outlines of another 

fish, with a different tail configuration.  Her left hand, no longer visible, may grasp a plant 

stem from which a long slender bud, possibly a water lily or lotus, extends radially 

outward from the center of the design.  In front of the swimmer, another waterfowl 
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appears to come in for a landing, wings outstretched at a slight angle, head turned 

counterclockwise, and feet extended in front.  The curving stem of a plant with a spade-

shaped leaf echoes the angle of the duck’s wings and feet. 

The third swimmer wears the elaborate feathered headdress, earrings, and 

crisscross girdle.  Her back legs are together and her left arm extends in front to grasp a 

large flower, possibly a lotus blossom.  Her head faces forward, in the counterclockwise 

direction, and her right arm is not visible.  In front of the third swimmer, another fish 

angles from outer to inner border, again appearing to either hold a plant, this time a 

papyrus flower, in its mouth or to eat it.  In front of the fish is a duck with legs in a walking 

position.  Another papyrus flower curves up from the inner border to frame the duck. 

The same papyrus flower complements and frames the bent lower legs of the fourth 

swimmer, who also wears the plumed headdress, hoop earrings, and crisscrossed girdle.  

Her legs are together, knees slightly bent, and both arms reach out to grasp the stem of 

another papyrus flower.  A curved stem with a narrow leaf echoes the curve of her thighs 

and abdomen, while another stem, springing from the same place passes behind the 

swimmer’s legs to curve over her back, terminating in a spade shaped leaf.  A fish swims 

just above the stem.  Finally, traces remain of another bird or fish in front of the papyrus 

flower of the fourth swimmer and framing the feet of the first swimmer. 

The outer register does not appear to have any formal organization other than the 

primarily counterclockwise direction of the swimmers, nor do the figures have any 

relationship of alignment or spacing to those in the inner register.  The first three 



 415 

swimmers described are evenly and relatively closely spaced, however the bottom one is 

separated from the others and not symmetrically distant from the grouping on each side.  

Three of the swimmers wear the jeweled girdles and elaborate plumed headdresses while 

the fourth wears a wig and pectoral collar, but the assignment of elaborate jewelry does 

not correlate to the placement / grouping of the swimmers.  The figures (swimmers, fish, 

plants, ducks) create an even distribution of pattern against the rippling backdrop, and 

the overall effect is calm even though there is no formal symmetry.   

The most notable visual qualities are the density of the rippled pattern, the use of 

sinuous curving lines, and the way the figures fit together, with plants, humans, fish, and 

birds, appearing to interlock without touching through the framing and complementary 

curving shapes.  The curved lines create a pleasing and naturalistic feeling even though 

there is nothing naturalistic about the relative scales of the various species. 

The surreal disparity of scale between plants and human figures gives a feeling of 

magical liminality to the setting.  Are we to assume that the swimmers are magically tiny, 

or that the flowers and leaves are mysteriously large and lush?  As on Eg4 (Bowl of Amy) 

the fish, aquatic plants, and waterfowl establish a marsh setting, a reference to vitality 
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and regeneration, and the nude swimmers with their crisscross girdles are once again 

attendants of Hathor, goddess of beauty and reproduction.40 

 
Illustration A.17:  Eg5, Swimmers’ Bowl, Base  
Egyptian Museum, Cairo (JE 39884.2, SR 1/6698) 
Photograph:  Ahmed Amin 
Lilyquist, “Treasures from Tell Basta,” cat. 3, fig. 22 
  

 
40 Lilyquist, “Treasures from Tell Basta,” 30. 
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Illustration A.18:  Eg5, Swimmers’ Bowl, Base   
Egyptian Museum, Cairo (JE 39884.2, SR 1/6698) 
Photograph:  Ahmed Amin, Lilyquist, “Treasures from Tell Basta,” cat. 3, fig. 47 
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Illustration A.19:  Eg5, Swimmers’ Bowl, Base, line drawing   
Egyptian Museum, Cairo (JE 39884.2, SR 1/6698) 
Drawing:  William Schenck, Lilyquist, “Treasures from Tell Basta,” cat.3, fig. 47 
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Illustration A.20:  Eg5, Swimmers’ Bowl, as found in 1906 
Photograph: Edgar 1907b, pl. 47, Lilyquist, “Treasures from Tell Basta,” cat. 3, fig. 19 
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Eg6:  Bowl of General Wen-djebau-en-djed 

Illustration A.21:  Eg6, Bowl of General Wen-djebau-en-djed, photo 
Egyptian Museum, Cairo (JE 87742). 
Photograph: © DeA Picture Library / Art Resource, New York, in Lilyquist, “Treasures from 
Tell Basta,” fig. 46 
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Eg6 (Illustrations 1.21  1.24) is of silver with a gold central insert, 18 cm (7.125 

inches) in diameter, very shallow.41  The format is a central rosette medallion, with one 

register of figural decoration, a plain outer register with a band of carefully placed and 

engraved hieroglyphs, and a single gold omega handle on the outside, opposite four 

flattened gold spheres on the interior.  While the spheres are reminiscent in shape and 

size to those on Eg3, Eg4, and Eg5, Müller and Thiem specifically identify them as rivets 

holding the handle in place, begging the question of whether the spheres on the other 

bowls are rivets, or decoration.  Their role as rivets is more easily discerned on Eg6, as 

they are directly opposite the handle, while on Eg3, Eg4, and Eg5 they would enter the 

rim perpendicular to the handle attachments and not parallel and opposite, making the 

structure of the attachment difficult to discern.42  The cloisonné rosette is a separate 

piece with a thick rim, held to the bowl by a central rivet.  A repoussé beaded boarder in 

the gold foil insert surrounds the rosette.  The beading is in the form of partial spheres, 

consistent in execution and evenly spaced.  The gold foil inner register, decorated in 

repoussé with engraved details. is presumably set into the silver outer shell of the bowl.   

Context 

The bowl of General Wen-djebau-en-djed dates to the reign of Psusennes I (1040 – 

992 B. C., Third Intermediate Period) and comes from the royal tomb complex at Tanis.  

 
41 Müller and Thiem describe it as “flat,” however Lilyquist does label it a bowl, and a slight curve up is 
visible in the top view in Illustration Eg6.1. See Lilyquist, “Treasures from Tell Basta,” fig. 46. 
42 For spheres as rivets on Eg6, Müller and Thiem, Royal Gold of Ancient Egypt, 218. 
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The rulers of Dynasty 21 moved the capital north to Tanis and selected burial locations 

within the local temple complex of Amun.43  Archaeological work on site began in 1929 

under Pierre Montet, with the first tomb discovery, Osorkon II, in 1939.  The complex of 

Psusennes I was discovered that same year, with several intact royal and elite burials, 

including Sheshonq II (887 – 885 B. C.), Psusennes I, and Amenemope (993-984 B.C.), 

apparently reburied after a tomb robbery, in the chamber originally intended for 

Psusennes’ queen.  The antechamber contained the intact burial of Sheshonq II (887 – 

885 B. C.) 44   

None of the above-ground portions of the necropolis survived.  The tombs 

themselves were underground, limestone block constructions set into excavations, 

roofed with stone slabs, and finished with wall reliefs.  The Tanite pharaohs used spoliated 

building materials from the nearby Ramesside capital of Per Ramessu, and also 

appropriated and reused stone sarcophagi of earlier Pharaohs,45 possibly to legitimize 

their rule.  The use of spolia is further evidenced by the fragment of a broken obelisk 

blocking the entrance to the burial chamber of Psusennes I.46 

Egypt was politically fragmented at this time, having lost its Nubian and Near 

Eastern territories, with the Twenty-First Dynasty pharaohs ruling from Tanis and the 

 
43 Müller and Thiem, Royal Gold of Ancient Egypt, 202-03.   
44 Müller and Thiem, Royal Gold of Ancient Egypt, 204, 216, 220.  There is some disagreement among 
scholars as to the exact dates of 21st Dynasty rulers. 
45 Müller and Thiem, Royal Gold of Ancient Egypt, 202-03.  Other authors transliterate the Ramesside 
capital as Pi-Ramesse. 
46 Müller and Thiem, Royal Gold of Ancient Egypt, 204. 
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priests of Amun holding sway in the south from their temple complex at Thebes.  It should 

be noted, however, that the priesthood of Amun was related to, and intermarried with 

the royal family at Tanis, and relations between the two groups were cordial, maintaining 

internal order.  Despite a reduction in international power and influence, Egypt remained 

a large, relatively stable, and wealthy polity, particularly in comparison to other regions.  

Although architectural building programs were minimal, other royally patronized arts, in 

particular gold and other metalwork, flourished, with both the kings at Tanis and the high 

priests at Thebes commissioning a large quantity of innovative, high quality work founded 

on the traditions of the past.47 

Wen-djebau-en-djed’s tomb was intact, decorated with paintings and inscriptions.  

The chamber contained the mummy and rich grave goods, including a 20th dynasty 

granite sarcophagus, a gilded wooden coffin, a silver mummiform coffin similar to that of 

Psusennes I, and a gold funerary mask which scholars believe came from the same 

workshop as the king’s (Illustrations A.23).  The jewelry found with the burial included 

spiral earrings, three pectorals, gold finger caps, and five rings, including one inscribed 

“the king of Upper and Lower Egypt, Psusennes”, and a solid gold ring inscribed “An 

offering, which the king Khons-the-great-Neferhotep gives, to bring life, well-being and 

health, to Khons’s major-domo, the general and commander Wen-djebau-en-djed”.  In 

addition, there were a number of amulets of faience, stone, and gold, including figures of 

 
47 Müller and Thiem, Royal Gold of Ancient Egypt, 201-02. 
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Isis and Bastet, and figurines of Amon as a ram and Ptah-Tatenen executed in lapis set in 

gold and placed in a miniature shrine.48  

The burial also included high quality precious metal vessels, most likely produced in 

the royal workshops.  Placed on the wooden coffin were a ribbed golden dish suggesting 

an open daisy, inscribed with “The administrator of Khons, the prophet of Khons, Wen-

djebau-en-djed, the justified”, Eg6, also inscribed, as we will see below, a gold and 

electrum stemmed bowl in the form of an open lotus flower, with one of the petals 

inscribed with the names of the king and queen and a blessing:   

“The King of Upper and Lower Egypt, lord of the Two Lands, Aa-kheper-Re, son of 
Re, lord of the crowns, Psusennes-beloved-of-Amun.  Royal wife, mistress of the 
Two Lands, Mut-nedjmet. Life, well-being, and health.”   

The burial also included an heirloom heart scarab of feldspar set in gold, originally made 

for a Ramesside pharaoh of the New Kingdom.49  The scarab, in conjunction with the spiral 

earrings (which would have been out of style at this time) and spoliated stone objects 

further suggest the Twenty-First Dynasty’s interest in claiming and appropriating Egypt’s 

past. 

Images / Content and Style 

The iconography is strongly reminiscent of the outer register of the Swimmers’ Bowl 

(Eg5), although much better preserved, with nude females, the attendants of Hathor, 

 
48 Müller and Thiem, Royal Gold of Ancient Egypt, 216-18. 
49 Müller and Thiem, Royal Gold of Ancient Egypt, 216-18. 
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wearing jewelry, fish, waterfowl, and aquatic plants.50  From the top in Illustration 1.22, 

a large flat fish angles down toward the central rosette, the stem of a papyrus flower in 

its mouth.  Two additional papyrus flowers complete a cluster of three.  A partially nude 

female appears to swim clockwise just above the fish and papyrus flowers.  Her legs 

extend back above the fish, knees slightly bent and feet slightly flexed, right foot 

appearing to touch the outer border of the register.  Her head is slightly raised with both 

arms extended forward.  She wears bracelets, a pectoral necklace, a crisscrossed chain 

girdle like the ones on the Swimmers’ Bowl (Eg5), and anklets.  On her head she wears a 

short wig with a fillet, and possibly earrings.  The face is depicted in profile, with eyes 

enlarged and outlined as if with cosmetics.  Immediately clockwise is an opposing 

swimmer with outstretched hands and feet extended back, right leg straight and left leg 

bent with left foot almost touching the outer border.  Between the two swimmers is a 

waterfowl, with wings extended behind the hands of each swimmer, tail pointing toward 

the center, neck inclined toward the second swimmer, and head turned to face her.  The 

second swimmer’s hand overlaps the tail of the waterfowl, but it is unclear whether she 

is grasping it or whether her hand is merely superimposed.  She wears a shoulder length 

wig with head fillet, pectoral necklace, bracelets, crisscrossed chain girdle and anklets 

similar to the first.  A second large flat fish occupies the space underneath the arms of the 

second swimmer, nose pointing toward the papyrus cluster.  Beneath the legs of the 

 
50 This description will rely heavily on the line drawing in Illustration A.022, as insufficient detail can be 
seen in the photographs in Illustration A.021. 
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second swimmer, a longer, narrower fish angles down toward the rosette, its nose 

touching the base of a second cluster of three papyrus flowers, whose long stems extend 

behind the swimmer’s body, with blossoms near the outer border. 

A third swimmer occupies the space counterclockwise from the second, feet 

extending over hers at the outer border.  Both knees are bent, right foot nearly touching 

the border, and arms outstretched with wrists bent strongly upward.  She also wears 

anklets, a chain girdle, pectoral, bracelets and shoulder length wig with fillet.  Above her 

back, a large flat fish holding a papyrus flower with trailing stem in its mouth swims 

clockwise.   Another aquatic creature faces clockwise between her body and the central 

rosette, which appears in the line drawing to have the body of a turtle and the head of a 

bird.  The fourth swimmer faces counterclockwise, opposing the third, arms outstretched 

beneath hers, one hand overlapping or possibly grasping the neck of the aquatic creature.  

A cluster of four papyrus flowers and one bud appears to grow out of the inner border 

just below her hips.  One stem curves upward from the cluster and passes behind both 

swimmers’ outstretched arms, passing directly behind both of their elbows and unifying 

the composition.  A waterfowl with angled outstretched wings and head turned 

counterclockwise occupies the space above the fourth swimmer’s back, feet grasping a 

stem with one papyrus flower and one spade-shaped leaf.  Another papyrus flower 

appears at an angle between its wing and beak. 

The inner register exhibits considerable formal symmetry, unlike the Swimmers’ 

Bowl, which had no discernible formal structure, and yet it is a sophisticated expression 
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of formality, the structure clearly defined, but not rigid.  The four swimmers each occupy 

one quadrant of the register, and the design is essentially symmetrical about both what I 

will call the vertical axis, defined on one end by the positioning of the handle, passing 

through the center of the rosette, and between the feet of the swimmers on the far side 

of the bowl; and the horizontal axis which passes between the hands of each pair of facing 

swimmers and through the rosette in the center, with overlap in their extremities at each 

junction. All four swimmers swim away from the vertical axis and toward the horizontal 

axis.  The fish and fowl in each quadrant face in the same direction as the accompanying 

swimmers.  A beaded gold border edges the inner register.   

The outer register is silver and is unornamented except for a carefully placed band 

of engraved hieroglyphs bearing a dedicatory inscription from the king to his general.  The 

band, defined by an engraved line above and below the inscription, is located opposite 

the handle and extending around to just past the horizontal axis / diameter of the bowl 

on each side.  The hieroglyphs appear carefully executed.  The inscription reads:  

The king of Upper and Lower Egypt, Aa-kheper-Re-chosen-by-Amun, son of Re, 
Psusennes-beloved-of-Amun:  gift as royal decoration for the administrator of 
Khons, general, commander of the pharaoh’s archers, high priest of all gods, Wen-
djebau-en-djed, justified in the house of Osiris, lord of Mendes.51 

Müller and Thiem state that the handle is suspended from two eyelets on a curved plate 

riveted to the bowl via the flattened gold spheres.52   They further comment on the 

 
51 Müller and Thiem, Royal Gold of Ancient Egypt, 218. 
52 Müller and Thiem, Royal Gold of Ancient Egypt, 218. 
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exceptional workmanship of the bowl, comparing it to the objects found in the king’s 

tomb, concluding that it is of similar quality and probably from the same workshops.53  

While the inscription seems perfectly executed and of similar quality to the rest of the 

bowl, its position in an otherwise unornamented location and the fact that it extends only 

partway around the bowl suggest the bowl could have been a gift of honor to the general 

during his life, and that the inscription was added after death as the bowl was dedicated 

to funerary use and to show additional honor to the named recipient.  

Illustration A.22:  Eg6, Bowl of General Wen-djebau-en-djed, Insert 
Egyptian Museum, Cairo (JE 87742)  
Drawing, William Schenck, in Lilyquist, “Treasures from Tell Basta,” fig. 46 

 
53 Müller and Thiem, Royal Gold of Ancient Egypt, 218. 
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Illustration A.23:  Gold Mask of General Wen-djebau-en-djed, side and front views 
Müller and Thiem, Royal Gold of Ancient Egypt 
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Ug1 

Illustration A.24:  Ug1, Gold Bowl from the Acropolis at Ugarit 
National Museum, Aleppo, Syria M10129,  
Aruz, Benzel and Evans, eds., Beyond Babylon, cat. 146  
 

Ug1 (National Museum, Aleppo, Syria M10129, Illustrations 1.25 – 1.27) is gold over 
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a bitumen core,54 17.5 cm in diameter by 4.7 cm deep ((6.875“ x 1.875”) with a shallow, 

curving (hemispherical) shape.  Like Eg2, it is decorated with fairly deep repoussé with 

engraved details on the exterior.  The format is a single rosette medallion and three 

registers of figural decoration separated by decorative bands.   

Images / Content and Style 

The rosette is fairly small, unusual in the execution of the center as an inward punch 

and the minimal use of repoussé in the petals, defined by engraved lines with inward 

punches where they intersect with the edge band.  A raised band decorated with 

engraved zig-zags separates the rosette from the first register.  Three composite plants 

extending from the ground line formed by the inner border nearly to the outer border 

divide the first register into two equal segments and one slightly larger segment.  

Beginning from the left one-third point in the line drawing, two horned goats confront 

one another from either side of a composite plant.  The left-hand goat is seen rampant, 

in profile, with front feet rearing into the air.  The right-hand goat has right foreleg lifted, 

while its left is folding under toward the ground.  Its back feet are planted on the ground 

line formed by the zig-zag border, with three discs with radial patterns apparently floating 

over and behind the it.  Near the goat’s back feet, another composite plant divides the 

space.  This palmette is not quite vertical with respect to the ground plane – its central 

 
54 Joan Aruz, “146: Bowl with Hunting Scenes,” in Beyond Babylon: Art, Trade and Diplomacy in the 
Second Millenniuym B.C., eds. Joan Aruz, Kim Benzel, and Jean M. Evans (New Haven: Yale University 
Press, 2008), 239.   None of the sources illustrate or mention decoration on the interior. 
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axis is not aligned with the radius.  To the right of the plant, in the largest segment, a goat 

faces counterclockwise, left back leg forward, right back leg back, left foreleg curled under 

and right foreleg bent with foot braced on the plant.  A radial disc floats over its tail.  

Another goat facing clockwise is an almost mirror image, except that its left hind foot 

disappears behind the first goat’s right hind foot.  Another disc floats over its back.  The 

third palmette separates this from the first segment.  A fifth goat faces counterclockwise 

toward this plant, left front foot raised, right front foot resting on the ground with right 

leg bent, right front leg braced forward, and left front leg braced back.  Its back legs and 

tail overlap the first goat.  A sixth disc floats over the junction between the two.  While 

Aruz refers to the goats as “fleeing and collapsing,”55 I see a dynamism in their postures 

that suggests vitality and springing up rather than collapsing down. 

A raised band with closely spaced two-directional angled engraved lines suggesting 

braiding separates the first from the second register, almost double the width of the first.  

This register exhibits a strong bilateral symmetry which almost becomes quadripartite.  It 

is divided by a larger version of the composite plants seen in the first register, two of 

which are nearly opposite and almost vertical with respect to the ground line created by 

the braided border band, yet they miss their alignments.  Beginning with the top plant in 

the line drawing, a bull with bent forelegs and lowered head, horn extending forward, 

back legs braced, appears about to charge.  Engraved lines define its ribs and neck 

 
55 Aruz, “146: Bowl with Hunting Scenes,” 239. 
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musculature.  Fifteen closely spaced pomegranates appear to hang from the outer border 

over the bull’s head and back.  Behind his left back foot, a clump of vegetation grows from 

the ground.  The scene in the top left quadrant is almost identical, with the aggressively 

posturing bull, however there is no clump of vegetation, the total of eleven pomegranates 

are interrupted by the bull’s humped shoulder, and there is a floating disc between the 

bull’s back legs.  On each side, a palmette nearly identical to those on the vertical axis 

divides the left and right sides from top to bottom, however these palmettes are 

approximately 5 to 10 degrees off from the 90-degree quarter point, and are also slightly 

off-radius with respect to the center, thus not quite vertical with respect to the ground 

plane.   

On each side, below the off-radius palmettes, a lion faces in the direction of the 

implied ‘top’ of the design (as indicated by the bulls and top palmette).  Each lion appears 

to stand or stride, with all four feet on the ground.  Head are lifted, and manes, defined 

by engraved lines, extend down their necks.  Engraved lines define ribs and tail fur.  Each 

has an asterisk or star motif on its shoulder.56  Seven pomegranates hang from the outer 

border above each lion.  There is an apparent intent to align the bottom palmettes in the 

inner register and middle registers, but as with several other radial alignments there is a 

near miss. 

 
56 The lion in the central medallion of E3, from the Bernardini Tomb in Etruria, has a spiral motif on its 
shoulder. 
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An engraved running spiral between two repoussé bands separates the second from 

the third registers.  A yet larger and more elaborate palmette, with three symmetrical 

branching vine-like appendages terminating in flowers coming on each side, aligns with 

the palmette between the bulls in the second register, creating a slight formal relationship 

between the registers.  A composite sphinx-type creature with body and neck of a lion, 

and head of a bull (?) with a single curving horn, and feathered wings faces the plant on 

the right.  Its back paws are planted firmly just above the ground plane, and its tail wraps 

behind its legs and appears to lie on the ground.  It wears a girth around its middle and a 

caparisoned saddle on its back.  The left wing extends up and back, while the right wing 

comes from behind the body to extend up and forward.  The head is raised and mouth is 

open.  The mane detail is quite elaborate, combining with the voluted element extending 

down the forelegs to suggest a wig.  The outstretched front paws are off the ground but 

extended straight out as if bracing, rather than curved down as in a rearing posture.  Two 

stiff plants occupy the space under the sphinx’s belly, with anther curving down from the 

outer border over the its back.  A very small disc with center dot floats just under the 

groin area, another by the right forepaw, and a third near the ground plane next to the 

palmette.   

Clockwise from the composite sphinx are two spritely antelopes with overlapping 

hindquarters.  The antelope in front rears just behind the sphinx, bent right foreleg raised, 

spine and head curved slightly back and left foreleg curving toward the ground.  The 

second antelope is a near mirror image, except that both forelegs are raised and bent.  A 
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radial disc floats behind the neck of each, one three-leaved spiky plant (aloe?) occupies 

the space defined by the hindquarters of the two animals, and a many-leaved stiff plant 

nearly fills the space between the hind legs of the front antelope and the forelegs of the 

back one.  Immediately clockwise from the antelopes is a scene of a lion attacking a 

counterclockwise-facing cow.  The cow’s raised right front hoof touches the stiff plant and 

the antelope’s hoof.  Its left hoof is on the ground, head and neck curved back, mouth 

open.  The head is seen in profile yet both horns are visible in a deep crescent shape.  The 

lion is rather awkwardly placed, its left forepaw on the cow’s left side, right forepaw 

draped over the cow’s left shoulder, muzzle touching the back immediately behind the 

shoulder, and back left leg bracing off the cow’s back leg, however only the front quarter 

of the lion’s torso is supported by the cow’s body.  In a real-life scenario, it would fall off 

immediately.  The head is in profile and the tail extends back and up in a jaunty curve.  

The mane is defined by overlapping V shapes and there is a star or asterisk on the left 

shoulder.  Four of the ubiquitous discs hover nearby:  one just behind the cow’s left front 

leg, one over the lion’s back, one between the lion’s hind legs, and one between its right 

hind leg and tail.  A single stiff plant angles down from the outer border just behind the 

cow’s horns and over the lion’s had, and a bird hovers over the lion’s back.  The bird has 

a curved neck, right wing extended straight forward, left wing angled back and up, tail 

extended back and feet angled toward the ground:  an emblematic posture which seems 

designed to depict all the parts of the bird (head, both wings, body, and tail).  A triangular 

object with the appearance of a large tassel hangs from the outer border, touching the 
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lion’s tail, and a spiky three-leaved plant extends up from the ground plane and intersects 

the lion’s right rear paw. 

A very tall multi-tiered plant with a tufted top, resembling a thistle, separates this 

scene from the next one, which depicts another lion attacking a cow, running with 

outstretched legs , head turned back toward the lion, mouth open, and straight horns 

extending out of the picture to the top.  The lion is in mid-leap, front paws connecting 

with the cow’s back and back legs extended behind, profiled head raised, mouth open, 

and tongue extended. The ribs are once again defined by angled parallel lines, the mane 

with overlapping V shapes, and there is an asterisk on the left shoulder.  A disc hovers 

near the juncture between the cow’s chest and forelegs.  Two of the stiff plants spring 

out of the ground plane under the cow’s belly:  one echoing the angle of its front legs and 

one its rear legs.  A third appears from behind its rear legs, filling the space between the 

rear legs and tail.  A bird with wings forming an angle fills the space between the cow’s 

and lion’s heads, its beak touching the lion’s nose.  Another thistle type plant curves down 

from the outer border to fill the space over the lion’s back, echoing the curve of the spine 

and tail.  

Returning to the top palmette and moving to the left (counterclockwise), a more 

canonical sphinx with a human female head opposes the composite sphinx on the right.  

Its posture mirrors the composite sphinx, back legs on the ground, straight front legs lifted 

off the ground, near side wing extending back and far side wing extending forward.  Both 

creature’s wings are highly detailed with engraved lines representing feathers.  In addition 
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to a highly worked caparisoned saddle secured by a girth passing under the midsection 

(similar to that worn by the composite sphinx), the female sphinx wears a collar or capelet 

over her shoulders, and braided hairstyle or wig adorned by a fillet at her forehead.  Her 

forelocks pass behind her large ears and extend down her forelegs, matching the 

composite sphinx’s hairstyle detail.  Her tail extends up in a shallow curve toward the 

outer border.  A radial disc sits on or just above the ground below her right forepaw.  A 

stiff plant extends straight down from the outer border between the sphinx and the 

palmette, a second one curves down to the right of the sphinx’s head, occupying the space 

between the wing and the outer border, and three more grow out of the ground plane 

below the sphinx’s body, the outer two echoing the angle of her legs. 

A tall, thick stemmed flower with the outline of a papyrus blossom and two dangling 

appendages divides the sphinx from the next scene, a seated griffin and rampant lion.  

The clockwise-facing griffin, shown in profile, has a feline body, wings, and the curved 

beak and head of a bird of prey.  It wears a pectoral over its shoulders and wide collar 

with a loop or tassel on its neck.  Its head is erect, its expression fierce.  Its wings angle up 

from its back in strict profile, bend at the joint and angle back down, while its tail curves 

sharply up behind its back legs with the tip curving back down.  The lion stands 

immediately behind the griffin, right leg back, left leg braced forward, both paws raised.  

Its mane seems barbered into a continuous crest along the back of its neck, although the 

balance is depicted by the overlapping diamond detail.  The head is raised, with the gaze 

directed into the distance and not at the griffin.  The mouth is slightly open and the face 
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expressionless.  Although it raises its left forepaw behind its head and extends its right 

forepaw over the griffin’s back (at an angle matching the griffin’s wing), the posture 

appears heraldic rather than aggressive:  the two animals appear to share the space in an 

emblematic rather than a narrative fashion.  Two elements similar to floating leaf shapes 

occupy some of the residual space:  one above the griffin’s beak and the other between 

the griffin’s tail and the lion’s left leg.  A stiff plant curves out of the outer border over the 

griffin’s wing to graze its head, and a second one extends vertically from the outer band 

behind the lion, dividing it from the next scene. 

The next grouping includes six protagonists engaged in two depictions of combat.  I 

include them as a single scene as there is no strong separating device.  The first subgroup 

is a lion attacking an antelope, both facing counterclockwise.  The antelope is large in 

scale compared to the lion:  despite the fact that it is partly collapsed, it nearly fills the 

height of the register.  The antelope half reclines on bent left front knee, right leg raised 

and bent, back legs braced, and head raised as if looking forward.  Its horn curves strongly 

down toward its back.  A row of roughly evenly spaced punched dots just inside the edge 

of the figure defines the outer edge.  The lion appears to fly into the scene from the upper 

right, it body angled down toward the antelope, its left paw on the antelope’s left foreleg 

and its right on its shoulder, back legs outstretched in mid-leap, and tail curling up.  This 

lion also has the crested mane detail on the back of the head and neck, however it is 

executed in overlapping leaf-shapes, while engraved lines illustrate the portion of the 

mane under the chin.  The typical asterisk decorates its shoulder.  Four of the stiff plants 
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occupy the space around the figures:  one springing from the ground and echoing the 

angle of the antelope’s back legs, one growing out of the outer border at an angle which 

mediates the angle of the antelope’s head and the arm of the adjacent figure, one curving 

from behind the antelope’s chest, and one springing up behind the lion’s back.   A 

hovering bird over the lion’s back completes the grouping.  The bird has the same 

emblematic posture as the others.  It should be noted that a bird hovers over each scene 

of a lion attacking an herbivore, possibly intended as scavengers.   

The final grouping is a lion combat scene including two men and a deer.  Both men 

wear close fitting caps or helmets and short-sleeved belted tunics with detailed trim on 

the sleeves, the hem, and down the front of the skirt.  (Their dress could also be kilts and 

upper arm bands, but no detail of chest musculature or nipples is visible.)  There is also a 

criss-cross detail on the chest, but it is not clear whether this is decoration or some type 

of harness or armor.  They also wear bracelets or wrist protectors.  The first man faces 

counterclockwise just after the antelope in the previous group.  He takes a wide stance, 

right leg forward, left leg back, supporting a long javelin in his upraised left hand which 

angles behind his head from upper right to lower left, apparently ending in the lion’s 

chest.  His bent right arm extends forward holding the lion’s forearm just below the paw.  

The lion faces clockwise, back feet slightly parted, body angled from lower left to upper 

right, mane depicted with leaf shapes, but also with a Mohawk type crest on its forehead.  

Its mouth is open and its expression is fierce.  Its left paw extends back at a physically 

impossible angle and is grasped in the right hand of the second man.  The second man 
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faces counterclockwise, also in a wide stance with right leg back and left forward and 

passing behind the lion’s legs.  Shoulders and head are angled slightly down to the right.  

His gaze is directed toward the lion, and his left hand grasps a dagger with which he is 

stabbing the lion’s back.  A deer rather enigmatically fills the space between the first man 

and the lion.  Its eyes are open and head raised, yet it rests on both front elbows, its body 

angles up to the right, left leg extended up and echoing the angle of the first man’s arm, 

right leg pointed toward the ground and foreleg echoing the angle of his.  It seems to have 

no relationship to the action in the lion combat, and to have been chosen to fill the space 

in a dynamic manner.  Three lotus flowers and a stiff plant complete the scene.  The first 

two lotus flowers angle out of the ground plane between the first man’s legs, and echoing 

their lines.  The third grows out of the outer border and angles back up, occupying the 

space between the lion’s head and left paw.  The stiff plants grow at an angle out of the 

ground plane between the second man’s and lion’s back legs.  A raised band separates 

the third register from the outer border, an engraved running spiral motif with a single 

engraved line closest to the rim. 

Ug1 is made of very expensive material and is quite elaborate in design.  The 

repoussé work displays considerable technical virtuosity, however the drawing / 

execution of the design is not as precise as some other bowls:  for example the palmettes 

in register one and two that miss their radial alignment.  There appears to be an interest 

in filling the space, yet not to the point of compaction:  the bowl of Hatiay, for example, 

has a much denser composition.  The presence of saddles, pectorals, and collars on the 
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composite animals is a clear indication that they are tamed or domesticated in some way 

– perhaps as the companions to deities, and thereby implying the presence of deities.  The 

two men in the lion combat are richly dressed:  presumably only elite men would be 

depicted in a lion combat.  Lilyquist identifies the radial discs as indications that the 

setting is supernatural in nature,57 which the presence of the caparisoned sphinxes 

supports.  

The shoulder star on the lions and the patterning of the sphinx’s wing derive from a 

Near Eastern tradition.58  Feldman identifies this work as part of the Late Bronze Age 

international koine, citing the animal attack, hunt scenes and stylized composite plants 

(palmettes) and the non-narrative composition of a series of vignettes, and identifies 

works from Tutankhamun’s tomb among its closest comparanda.59  I contend, however, 

that the division into scenes or vignettes lacks the clarity of other works that appear to 

belong to the same tradition, for example, Cr2, Cr3, E1, G3, and G12.  

 

 

 

 
57 Lilyquist, “Treasures from Tell Basta,” 24. 
58 Aruz, “146: Bowl with Hunting Scenes,” 240. 
59 Feldman, “Luxurious Forms,” 18. 
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Illustration A.25:  Ug1, Gold Bowl from the Acropolis at Ugarit 
National Museum, Aleppo, Syria M10129  
Aruz, Benzel and Evans, eds., Beyond Babylon, cat. 146  
Schaeffer, Ugaritica, vol. 2, pl. VIII, in Feldman, Luxurious Forms, fig. 18 
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Illustration A.26:  Ug1, Gold Bowl from the Acropolis at Ugarit 
National Museum, Aleppo, Syria M10129,  
Aruz, Benzel and Evans, eds., Beyond Babylon, cat. 146  
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Ug2 

 
Illustration A.27:  Gold Bowl from the Acropolis at Ugarit, Side Views 
Paris, Musée du Louvre, Département des Antiquités Orientales, A017208 
Aruz, Benzel and Evans, eds., Beyond Babylon, cat. 147 
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Ug2 (Paris, Musée du Louvre, Département des Antiquités Orientales, A017208, 

Illustration A.27) also gold, is 18.8 cm (7.375 inches) in diameter.  It has a flat bottom, 

straight sides, and an apparently flat rim.  The technique is repoussé with engraved 

details.  One author has suggested that it could have been stamped (“embossed”), with a 

wood relief template,60 which implies possible production of multiples of the design.  The 

bowl was found damaged, with portions of the side found 2 to 3 meters away and has 

been restored.61  Based upon the photos from the  excavation report it appears that the 

restorer added the plain infill seen at lower left in the illustration above.  The format is a 

central ring with two registers of figural decoration.   

Images / Content and Style 

The blank central ring is quite unusual, if not unique, and it is tempting to propose 

the presence of an original inlaid design or gemstone, as on Eg6 or Si1, or omphalos cone, 

now missing.  The excavator does not mention any additional parts found onsite, 

however, a gemstone inlay or omphalos could have gone missing prior to the burial of the 

objects.  He describes the circle as “l’ombilic,” and suggests that it might be a reference 

to a solar disc.62  Either an omphalos or a gemstone inlay would support such symbolism.  

Both recent and early photographs appear to depict a hole close to the center of the area, 

 
60 Sophie Cluzan, “147: Patera with Chariot Hunt,” in Beyond Babylon, eds. Aruz, Benzel and Evans, 243. 
61 Claude F.-A. Schaeffer, “Les Fouilles de Ras Shamra-Ugarit, Septième Campagne (printemps 1935),” 
Persée 17, no. 2 (1936): 128.  Schaeffer attributed the damage to burrowing animals. 
62 Schaeffer, “Les Fouilles de Ras Shamra,” 128.   
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which could have served as part of an attachment, but without the opportunity for closer 

examination, this will remain speculation for the present.  The center space is edged by a 

raised band with squared profile.  The inner register depicts a file of four clockwise 

domestic goats.63   The goats pace along the outer border of the register, bodies facing 

clockwise, all four legs and male genitalia visible.  The goats to the right and bottom of 

the ring in Illustration 1.28 have their heads turned to face the viewer, while the two to 

the left and top have their heads in profile.  The artist has cleverly manipulated the head 

positions and depiction of the horns so that the horns overlap and almost create a second 

inner border ring.  A second squared profile raised band forms the outer border of the 

register.   

A continuous clockwise-facing hunt scene fills the outer register.  Beginning from 

the upper left quadrant, a man in a chariot draws his bow with an arrow on the string.  

The chariot cockpit, quite small in relation to the occupant, has a curved rim, 

crosshatching suggesting wicker, and a single four-spoked wheel.  The man’s right arm 

extends forward in line with his left arm which pulls the bowstring.  He wears a cap or 

light helmet, crisscross harness, and has a quiver of arrows hanging from his left shoulder.  

His face, with pointed beard, is depicted in profile.  A heavy raised line extends from his 

waist to the horse’s harness.  Depictions of chariot archers often show the reins tied 

around their waist, whereas this appears to show a wooden pole.  The chariot is drawn 

 
63 The animals have the spreading horns of domestic goats rather than the distinctive notched horns of 
the Nubian Ibex.   
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by two stallions with perceptible male genitalia, the second slightly visible behind the first.  

Both have their front legs extended off the ground in a flying gallop.  There is considerable 

detail in the depiction of the heads and harness:  engraved lines depict the manes with 

some of the harness in repoussé.  Running prey and dogs comprise the remainder of the 

scene.  Proceeding clockwise, an antelope is visible immediately after the chariot 

horses.64  All four legs outstretched in a flying gallop, its hind legs occupy the space above 

the chariot horses’ forelegs, and its body angles slightly down from the outer edge of the 

register to the middle.  Slightly overlapping the antelope is a running bull, back feet on 

the ground under the chariot horses’ flying front hooves, and forelegs off the ground, 

head lowered, tail raised from his buttocks and then curving down to follow the curve of 

his hind legs.  His musculature is depicted in repoussé.  A male calf is visible with hind legs 

under the bull’s forelegs, tail streaming behind, ears lowered, head outstretched, and all 

four hooves off the ground in a flying gallop, as his body echoes the curve of the inner 

border.  Another animal, probably a second bull, angles from upper left to lower right, 

outstretched rear hooves almost touching the outer border, and slightly bent forelegs 

almost touching the ground plane.  The tail is raised and then curves down to brush the 

outer border.  The top portion of the outstretched head is missing.  Another bull appears 

to leap or buck, back legs off the ground, front hooves firmly on the ground plane as it 

charges the chariot with lowered head.   The head is seen in profile, but the curved horns 

 
64 Or possibly an ibex, or wild goat.  See Cluzan, “147: Patera with Chariot Hunt,” 243. 
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are seen frontally.  The final animal is a dog, wearing a collar and possibly some kind of 

harness.  All four legs outstretched, the dog appear to fly into the scene from the upper 

left, head extended and forepaws touching the chariot rim.  A final raised band with 

square profile edges the register, followed by a blank space before the outer wall.  The 

outcome of the narrative scene seems deliberately ambiguous – it is unclear whether or 

not the hunter will succeed in shooting the bulls before they charge his chariot. 

Is1 

Illustration A.28:  Is1, Bronze Bowl from Megiddo, photo 
The Oriental Institute, University of Chicago, A 17208 
Markoe, Phoenician Bronze and Silver Bowls, 338 
 

Is1 (The Oriental Institute, University of Chicago, A 17208) is bronze, in fragmentary 

condition with only a portion of the rim surviving.  The diameter is reconstructed as 
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approximately 15 cm (6 inches).  The technique is shallow repoussé with engraved 

outlines and details.65   

Context 

Is1 was found during excavations by the Oriental Institute at Tel Megiddo during the 

1920’s and early 1930’s.  Megiddo was an important site in the Levant, south of Tyre and 

north of Jerusalem, inland from the coast approximately 20 miles (31 km) southeast of 

Haifa, and advantageously situated on an important trade route between Egypt and 

Assyria.66  The site was occupied from approximately 7000 BC, conquered by Thutmose 

III of Egypt in 1478 BC, and boasted an important palace during the Late Bronze Age.  The 

city was destroyed circa 1150 BC, but soon resettled, and continued in occupation until 

the end of the Stratum IV period (circa 930 B.C.) and then again from approximately 780 

until its final abandonment circa 586 B.C. 67 

The excavation report does not give specific details of the context of deposition.  

The bowl is listed as coming from Stratum IV, Square O13, near Building 338, a large 

structure which the excavators believed was the residence of a local military official.  If 

 
65 Glenn Markoe, Phoenician Bronze and Silver Bowls from Cyprus and the Mediterranean, v. 26, 
University of California Publications:  Classical Studies, eds. Ann Bergren, Mortimer Chambers, Alan Code, 
Ronald Stroud, John Sullivan (Berkeley:  University of California Press, 1985), 213. 
66 The city guarded the east-west pass through the Carmel Ridge and also the main road from Jerusalem 
to Tyre and Sidon.  Robert S. Lamon and Geoffrey M. Shipton, Megiddo 1. Seasons of 1925-34: Strata I-V, 
Oriental Institute Publications 42 (Chicago: The University of Chicago Press, 1939), xviv-xx. 
67 Distances via Google maps. 
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this is the case, the bowl would come from a private or semi-public domestic context.68  

The excavators supposed this phase of Stratum IV to correlate with the reign and building 

activities of Solomon (circa 970 – 931 B. C.), however it should be noted that some 

scholars assign the Megiddo structures to a period approximately 100 years later.69  Either 

date would accord with the period of circulation of the bowls, and would place the 

deposition of this bowl either contemporary with or within 100 years of the bowl of 

General Wen-djebau-en-djed.  Following the Stratum IV occupation, the site was 

unoccupied until approximately 780 B. C., and many of the buildings fell into ruin.70  

Perhaps the deposition of the bowl was associated with the abandonment of the site, 

particularly if it involved the withdrawal of a military unit.  

Images / Content and Style  

Only a segment of the bowl’s rim remains, a fragment of a fairly wide outer register 

edge by an engraved band.  The imagery depicts a counterclockwise religious procession.  

Proceeding clockwise from the left in Illustration A.29 we see the top of the head of a 

probably male priest or worshipper, wearing a braided wig.  Next is the partial image of a 

Horus falcon.  Following the falcon is a possibly female figure with an elaborate wig or 

hairstyle with rows of curls or braids and a curling queue springing off the top of the head, 

 
68 Lamon and Shipton, Megiddo 1, 58-59 for discussion of function of building 338, 141 for listing and 
location in Register of Finds (object M791), and pl. 115, no. 12. 
69 Israel Finkelstein & Neil A. Silberman, The Bible Unearthed:  Archaeology's New Vision of Ancient Israel 
and the Origin of Its Sacred Texts (New York:  Free Press, 2001), 186-95. 
70 Lamon and Shipton, Megiddo 1, 62. 
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holding a staff with both arms slightly extended.  The staff has a flared top from which 

offerings or flowers protrude and appears to be slightly raised.  Next is a Horus falcon 

wearing the double crown of Egypt and seated on what may be a papyrus flower, followed 

by a male figure in a long, belted tunic with possible pectoral, and nape-length braided 

wig.  After the male is an offering table supported by a lotiform column.  The final figure 

visible in the line drawing is another male, this time with beard and braided wig, possibly 

a musician playing a horn, however, close examination of Markoe’s photograph 

(Illustration A.28) clearly indicates a curved wing adjacent to the male figure.  It is 

impossible to tell, based on the photograph, whether the wing belongs to the male figure, 

or to an overlapping figure.  The hooked shape of the wing is reminiscent of the sphinx 

wings on Cr2, Cr3, and Nimrud bowl BM 11505-1, and the scarab wing son Cr14, Nimrud 

ME N25, and E1.  An engraved cable band appears to edge the register near the rim.   
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Illustration A.29:  Is1, Bronze Bowl from Megiddo 
The Oriental Institute, University of Chicago, A 17208 
Lamon, Megiddo, pl. 115, #12 
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As1: The Bowl of Yaba 

 
Illustration A.30:  As1, Bowl of Yaba from Nimrud, Queen’s Tomb II 
Baghdad, Iraq Museum, IM105967 
Photograph Courtesy of Georgina Hermann, in Feldman, Communities of Style, pl. 9 
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As1 (Baghdad, Iraq Museum, IM105967, Illustrations 1.31 – 1.40) is gold, 

approximately 17.7 cm (7 inches) in diameter, and 1¼” (3 cm) deep.71  The format is a 

central rosette with two registers of figural decoration, divided by a single decorative 

band.  The condition is intact. 

Context 

As1 comes from Tomb II of the ‘Queens’ Tombs’ – a series of tombs found under the 

Northwest Palace at Nimrud, and identified by surviving inscriptions as belonging to the 

queens of several known Assyrian rulers.  Excavators from the Iraqi Department of 

Antiquities discovered Tomb II under the floor of Room 49 in the southeast portion, the 

domestic quarters or women’s wing of the Northwest Palace at Nimrud. (A.32 – North 

West Palace – Location of Queens’ Tombs)72  This area included several residential suites 

including a large central suite (Rooms 42, 60, 58, 59, and 61), probably the residence of 

the queen,73 as well as storerooms and possibly artisans’ workshops.  The British School 

excavators concluded that the royal tombs found under this area were designed and built 

as part of the original construction of the palace during the reign of Assurnasirpal II (883-

859 BC).74 

 
71 Dirk Wicke, “Die Goldschale der Iaba- Eine Levantinische Antiquitat,” Zeitschrift fur Assyriologie 100 
(2010): 109 and abb. 2. 
72 Joan Oates and David Oates, Nimrud:  An Assyrian Imperial City Revealed (London:  The British School of 
Archaeology in Iraq, 2001), 60, 78 and fig. 33, page 60, 82-84.  Oates and Oates are at pains to note that 
the term ‘harem’ is anachronistic and unsuitable. 
73 Oates and Oates, Nimrud, 65. Oates and Oates base the attribution of this area as the queen’s quarters 
on its size, central location, and higher quality of materials. 
74 Oates and Oates, Nimrud, 78. 
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Access to the tomb was via a shaft with steps at the bottom (refer to A.34, 3D 

rendering), centered on the tomb complex at the south end. The brick tomb consisted of 

a small barrel-vaulted antechamber approx. 4.6 feet x 3.9 feet W x 3.8 feet D (1.4 m H by 

1.2 m W by 1.16 m D) leading via a small archway into a larger burial chamber with a 

sarcophagus centered at the far end.  (See also Illustration A.33, photograph of the tomb.  

It is interesting to note that the vaulting of the antechamber runs crosswise to the entry 

sequence, while the burial chamber vault runs longitudinally.)  The tomb was in good 

condition, with no water or soil infiltration.75    

The west (left) wall of the antechamber contained a niche holding a stone funerary 

tablet with the following inscription: 

By the command of Shamash (the sun god and judge of the dead), Ereshkigal (queen 
of the netherworld) and the Annunaki, the great gods of the Netherworld, mortal 
destiny caught up with Queen Yaba in death, and she travelled the path of her 
ancestors.  Whoever, in time to come, whether a queen who sits on the throne, or 
a lady of the palace who is a favorite (concubine) of the king, removes me from my 
tomb, or places anyone else with me, or lays hands on my jewellery with evil intent, 
or breaks open the seal on this tomb, let his spirit wander in thirst in the open 
countryside.  Below, in the Netherworld, let him not receive with the Annunaki, any 
libation of pure water, beer, wine, or flour as a takallu-offering!  May Ningişzida [the 
chamberlain of the Netherworld] and Pituh-idugallu [the doorkeeper of the 
Netherworld], great gods of the Underworld, impose on his corpse and spirit 
restlessness for all eternity. 

In addition to the tablet, the antechamber contained a bronze lamp and a large ceramic 

vessel.  Double stone doors mounted on stone rings and secured by an iron bar closed off 

 
75 Oates and Oates, Nimrud, 78-82. 
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the archway between the antechamber and burial chamber.76 

The tomb chamber, approximately 9’ x 8’-6” x 6’-6” (275 x 230 x 198 cm), included 

two alcoves, approximately 15” x 15” (38 cm x 38 cm), one on the east wall and one on 

the west wall.  Each alcove held a carved alabaster vase, one of which contained burnt 

human bones, probably a cremation burial, and the second organic matter.77  On the floor 

of the chamber were ceramic vessels, gold and bronze vessels, and an electrum cosmetics 

box with electrum mirror lid, both inscribed with “Banitu, queen of Shalmaneser V.” 78   

The sarcophagus, carved out of a single block of local stone, lay across the entire 

width of the north end of the chamber.  Damerji’s account states that the sarcophagus 

was recessed into the floor of the chamber, however, the 3D rendering does not reflect 

this.79  A vertical terra cotta pipe leading from the room above terminated in the brick 

vault just over the sarcophagus, probably for the purpose of making drink offerings (kispu) 

to the queen80 

 
76 Oates and Oates, Nimrud, 82. 
77 For sizes of tomb chamber and alcoves, see Muayad Said Damerji, “The Second Treasure of Nimrud” in 
Near Eastern Studies:  Dedicated to H. I. H. Prince Takahito Mikasa on the Occasion of his Seventy-Fifth 
Birthday, eds. Masao Mori, Hideo Ogawa, and Mamoru Yoshikawa (Wiesbaden:  Otto Harassowitz, 1991), 
10.  For contents of jars, see Muzahem M. Hussein, Nimrud:  A City of Golden Treasures (Baghdad:  Al-
Huriyah Print House, 2000), 103.  None of the publications accessed speculated on the possible identity of 
the burial in the alabaster vase. 
78 Oates and Oates, Nimrud, 83. 
79 Damerji states that the sarcophagus was “laid at a lower level than the attached pavement of the room 
at the northern end.”  Damerji, “The Second Treasure of Nimrud,” 10. 
80 Oates and Oates, Nimrud, 82. 
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The sarcophagus contained two female skeletons and numerous luxury objects, 

including As1.81 The skeletons lay one on top of the other.  Analysis suggests a gap of 

between 20 and 50 years between the burials.82  The contents included a large quantity 

of deteriorated but originally high-quality linen fabrics, either shrouds or clothing.  Small 

remnants indicate that the fabrics had been tasseled and embroidered.  In addition, they 

had likely been ornamented with the over 700 small gold stars, rosettes, triangles and 

circles that were found among the contents of the sarcophagus.  Besides the fabrics there 

was a large quantity of extremely costly grave goods, 157 objects total, including 15 gold 

vessels, a number of rock crystal vessels, a copper or bronze mirror with an ivory handle 

in the shape of a palmette, elaborate jewelry of gold and semiprecious stones, including 

a gold crown, gold diadem with tasseled fringe, 6 gold necklaces, 79 gold earrings, 30 

finger rings, 14 armlets, gold chains, 2 gold anklets weighing approximately 2 pounds 

each, and up to 90 necklaces of semiprecious stones.  A number of the objects were 

inscribed, including a carinated gold bowl in the Assyrian style and probably of Assyrian 

manufacture, also inscribed for Yaba.83  (Illustration A.35, other objects from the tomb; 

Illustrations A.36-A.37, jewelry from the tomb) 

 
81 Oates and Oates, Nimrud, 82. 
82 Michael Muller-Karpe, Manfred Kunter and Michael Schultz, “Results of the Paleopathological 
Investigations on the Royal Skeletons from Nimrud,” in New Light on Nimrud: Proceedings of the Nimrud 
Conference, 11-13 March 2002, eds. John Curtis, Dominique Collon, and Lamia al-Gailani Werr (London: 
British Institute for the Study of Iraq, 2008), 143. 
83 Oates and Oates, Nimrud, 82-83. 
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The body on top bore a copper or bronze mirror with an ivory handle in the shape 

of a palmette, and a gold bowl with the cuneiform inscription “Atalia, queen of Sargon, 

king of Assyria” and also depicting an engraved scorpion, a symbol of fertility.  This bowl 

contained 11 small gold flasks and a larger flask on a chain (Illustration A.34).  The 

sarcophagus also contained a gold bowl inscribed in cuneiform for “Banitu, queen of 

Shalmaneser V,” a rock crystal bowl inscribed in cuneiform for Atalia, as well as As1 and 

the additional gold bowl inscribed in cuneiform for “Yaba, queen of Tiglath-Pilesar III”, 

noted above. In addition, the sarcophagus contained an heirloom carnelian bead 

inscribed with the name Kurigalzu, a Bronze Age king of Babylon.  These inscriptions allow 

us to date the burials:  Tiglath-Pilesar III reigned circa 745–727 B. C., Shalmaneser V from 

727 – 722 B. C., and Sargon II 722 – 705 B. C. 

Assyrian queens retained their office on the death of their husbands, thus scholars 

have suggested that Yaba and Banitu are the same person, since Yaba meant “beautiful” 

in West Semitic, and Banitu is the same word in Akkadian.  Upon the death of her 

husband, Tiglath-Pileser III, Yaba would have become the queen (chief woman of the 

palace) of his successor, Shalmaneser V.84  Scholars account for the presence of two 

queens in the sarcophagus, despite Yaba’s curse tablet, by suggesting that they were from 

the same family.  Both Yaba and Atalia are West Semitic names, so it has been suggested 

 
84 Stephanie Dalley, “The Identity of the Princesses in Tomb II and a New Analysis of Events in 701 B. C.”, 
in New Light on Nimrud:  Proceedings of the Nimrud Conference 11-13 March 2002, eds. John E. Curtis, H. 
McCall, D. Collon, and L. Al-Gailani Werr (Exeter:  Meeks and Middleton, 2008), 171. 
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that they came to Assyria via the diplomatic marriages so common during this period, 

either from Judah, or elsewhere in the Levant.85  

Images / Content and Style 

The outer register provides a strong quadripartite symmetry to which I will refer in 

discussing the other elements.  The rosette is quite atypical:  a series of plant elements 

radiating on long stems from a central circle.  The plants may include four partly opened 

lotus flowers, two lotus buds, and four rounded leaves of aquatic plants.  There is no 

formal banding defining the edge of the rosette, however the outer tips of the blossoms 

are at a consistent distance from the center and create an implied border.   

The first register is a spiraling composition of fish, animals, plants, and one nude 

swimming female.  Although apparently haphazard, the consistency of the quantity of 

blank space between the elements, the rhythm created by the size and spacing of the fish, 

and the clockwise direction of most of the elements give an impression of order without 

formal symmetry.  The design is arranged in very loosely structured rings.  Beginning 

closest to the rosette, eight large tilapia swim clockwise.86  The tilapia are close in size, 

but not evenly spaced around the circle, and are not at a uniform distance from the 

center.  In the next ring of decoration, beginning from the top in Illustration As1.2, four 

tilapia swim clockwise, the last one confronting a counterclockwise prancing or swimming 

 
85 Dalley, “Identity of the Princesses,” 171. 
86 Dirk Wicke, “Die Goldschale,” 100, 113. 
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horse, shown in profile with head reverted, followed by another fish, a gap, a fish, and a 

horned clockwise-facing bovine, also in profile, who completes the ring.  In the outermost 

ring, beginning from the top, are seven botanical elements with stems radiating roughly 

from the center and heads brushing the outer edge:  a lotus, a leaf, a lotus, a leaf, a bud, 

another lotus, and a leaf.  The legs and feet of a clockwise-facing, nude swimming female 

(a nfrwt) overlap the last three stems.  She is seen primarily in profile, right leg slightly 

raised, left leg slightly lowered, arms outstretched.  Her head is raised and hair streams 

back.  No jewelry is visible.  Just beyond the female’s outstretched hands is the first of 

three additional plants with radial stems:  a lotus, a leaf, and another lotus.  Their stems 

pass behind the outstretched legs of the horse in the second ring, whose head is roughly 

even with the plant elements.  After the horse’s head are four more plant elements:  a 

bud, a leaf, a lotus flower, and another bud, whose radiating stems pass behind the 

horse’s body and back legs and appear to meet behind one of the fish in the inner ring.  

Following the bud, a single fish swims clockwise toward a counterclockwise facing 

composite creature with the body of a crocodile and the head of a bird.  Next, four more 

fish swim clockwise, completing the ring.  The first one swims out from under the tail of 

the composite creature.  The band dividing two registers consists of three rows of wavy 

engraved lines, suggesting water. 

In contrast to the loosely structured informality of the inner register, the outer is 

highly organized.  A series of papyrus plants with evenly spaced stalks radiating precisely 

from the implied center of the design, and with tufted heads forms the backdrop of the 
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entire register.  The heads are at two alternating heights, implying an outer edge band.  

The taller flowers are closest to the rim, while the shorter flowers fit neatly between the 

taller ones, with the scalloped edge of the inner ring of flowers echoing the shape made 

by the curving outer edges of the taller ones.  A tall, narrow leafy plant motif occupies the 

space between every other stalk.  In the foreground are four clockwise traveling reed 

boats, evenly spaced with animal scenes between each one.  The boats themselves have 

a somewhat naturalistic appearance, yet are shown sitting on the top of the stylized 

water, with the papyrus thicket visible between the waves and the curved boat bottoms 

on each end.   

Beginning at the top, we see a boat with incurved prow and stern, guided by an 

apparently nude female figure shown in profile with hair flowing past the shoulders.  She 

sits on the stern, holding a rudder or pole in her right hand, left hand upraised, possibly 

in some type of gesture.  Her nudity and role as boatman suggest that she is a deity or 

semi-divine being like the attendants of Hathor on Bowls Eg4, Eg5, and Eg6.  In front of 

her are two vessels, one very tall narrow vessel with a rounded bottom, and one about 

1/3 the height of the first, with a pointed bottom, both sitting on stands or with integral 

bases.  Two flowers emerge from the top of the first vessel, one drooping back toward 

the boatwoman, and one with a very long stem curving all the way down so that the 

blossom rests on the shorter vessel.  Next to the shorter vessel, a man with a yoke over 

his shoulders stands facing clockwise, legs wide, feet facing forward, and head and 

shoulders in profile.  A basket containing two waterfowl dangles from the back of the 
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yoke, while two small vessels are suspended from the front.  Another male leans over the 

prow, hoisting a calf into the boat.  An adult bovine, presumably the calf’s mother, stands 

nearby, facing the boat.  Given the potential identification of the boatwoman as a semi-

divine being, it is possible that the calf may also be associated with Hathor.  The adult 

bovine occupies most of the space between the first and second boats. 

The second boat is another reed vessel with incurved prow and stern, conducted by 

a male boatman, who faces the stern with a wide stance and grasps the pole or rudder 

with two hands.  Just in front of the boatman, a nude female stands, holding three 

waterfowl over her right shoulder, while her left hand extends forward grasping the feet 

of a fourth as it attempts to fly away.  Another nude female kneels in the middle, placing 

more waterfowl in a basket in the bottom of the boat.  In the front, a male stands with 

one foot propped up on the curving prow, right hand raised behind him in an apparent 

gesture, extended left arm holding a waterfowl by the neck.  The presence of the nude 

females suggests that this is not a typical hunting scene, but rather a representation of 

semi-divine beings participating in providing prosperity and abundance to humans. 

Between the second and third boats two horses gallop clockwise, the second one 

with his head reversed to look backwards.  The third boat is another typical reed boat.   

The boatman occupies the stern, both arms grasping the pole, both knees flexed, head 

reversed to look back and upward into the papyrus thicket.  In the middle of the boat a 

possibly clothed female figure kneels, head raised as she drinks a presumably alcoholic 

beverage out of the very tall garlanded vessel by means of a straw.  In the prow, a nude 
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female and a very large feline face forward.  The female has her right hand at her hip or 

near the feline’s back, and her left arm bent at the elbow with her left hand raised in a 

gesture of pointing.  The feline’s head matches the angle of her point, and the two appear 

to interact.  Once again, the presence of nude females, especially cooperating with an 

otherwise dangerous predator like the lioness or panther, strongly implies a divine 

presence.  

Two horned bovines pace clockwise between the third and fourth boats.  The fourth 

boat differs both in form and occupants from the other three.  The boat itself is much 

more elaborate, with the curving midsection having a scaled appearance, while the prow 

curves up into a bird’s head with a decorative wing attachment, similar to the boat 

depicted on the bowl of Ameneminet (Eg3).  The amount of detail and shape give the 

appearance that the prow is carved wood rather than reeds.  The boatman sitting in the 

stern wears a more formal costume than any of the others, with a kilt, shirt and headdress 

or helmet.  A canopy supported on lotiform columns fills the center of the boat.  A robed 

male with a headdress sits on a low backed chair under the canopy.  His right hand raises 
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a cup, while his extended left hand holds a large blossom.  A facing, possibly nude female 

fans him with upraised right arm.  Another tall vessel stands in the front of the boat. 

 
Illustration A.31:  As2, Bowl of Yaba from Nimrud, Queen’s Tomb II, line drawing 
Baghdad, Iraq Museum, IM105967 
Wicke, “Die Goldschale der Iabâ,” Abb. 2: Vgl. Abb. 1, Umzeichnung Chr. Dorstewitz, 
Mainz 
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Illustration A.32:  Plan of Northwest Palace at Nimrud – Queens’ Tombs 
http://www.aina.org/nimrud/nimrudtreasures.htm. After Oates and Oates, Nimrud:  An 
Assyrian Imperial City Revealed.  Probable source of background:  Hussein and Suleiman, 
Nimrud:  A City of Golden Treasures.) 

 

Room 49:  Tomb 
 

Room 57: Tomb 
 

Room 
MM 
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Illustration A.33:  Queen’s Tomb II, Photo 
Main chamber, with side of sarcophagus on the right, bronze and ceramic vessels on the 
floor, and west wall niche containing an alabaster jar with a cremation burial 
Oates and Oates, Nimrud, plate 2b 
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Illustration A.34:  Queen’s Tomb II, 3D Rendering 
Oates and Oates, after Hussein and Suleiman, in Nimrud:  A City of Golden Treasures, fig. 
46 
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Illustration A.35:  Objects from Tomb II 
Objects in storage in Baghdad, 2003 
Gold bowl containing necklaces and rock crystal bowl inscribed for Atalia  
Curtis, ed., New Light on Nimrud, plate iv (b), inset  
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Illustration A.36:  Gold Necklace from Tomb II 
Oates and Oates, Nimrud, pl. 7a  
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Illustration A.37:  Gold Jewelry from Tomb II  
Curtis, ed., New Light on Nimrud, pl. II  
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An1 

 
Illustration A.38:  An1 (with detail) 
TACDAM 94.03.58 
 

An1 (TACDAM 94.03.58, Illustrations A.38-A.41) is bronze, approximately16.9 in 

diameter by 6.6 cm deep (6.7 by 2.6 inches).  The technique is repoussé with engraved 

outlines and details.  The bowl is in good condition. 

Context 

An1 comes from the Great Tumulus in the Phrygian Necropolis near the important 

Phrygian city of Ankara.  The necropolis included approximately twenty tumuli dating 

from the eighth to the mid-sixth centuries B. C.  The Great Tumulus itself dates from the 

last quarter of the eighth century.  Excavations began in 1925, but were abandoned due 
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to a collapsed tunnel.  The Middle East Technical University Phrygian Necropolis Project 

under the direction of Ekrem Akurgal resumed work on the site in 1967.87     

The tumulus was 410 feet in diameter by 79 feet tall (125m x 24m).  The burial 

chamber was approximately 15 feet by 11.5 feet by 5 feet tall (4.5m x 3.5m x 1.55m), 

floored with wood over stone.  The roof had been supported by wooden beams, but had 

collapsed into the chamber at some point prior to the excavation.88  Remaining evidence 

suggests the presence of a wooden table for burial offerings and a wooden shelf on the 

wall.  The grave goods included pottery, some of which had contained cooked food, 

bronze cauldrons, bronze cups, bronze bowls and phialai, iron trivets, the remains of cloth 

and two belts, and numerous fibulae.89  Nearly all of the bronzes found were typical of 

Phrygian sites except for An.1 and two phialai which resemble objects from Assyria and 

Urartu.90 

The excavators found the skeleton near the east wall, along with twenty-two fibulae 

and bronze pieces that may have come from a belt.  The grave goods appear to have been 

distributed by type:  the majority of the bronze objects were located along the north wall, 

from the center of the wall to the eastern corner, while the majority of the ceramics were 

along the same wall from the center to the western corner.  Two of the lebes pots and 

 
87 Ertugrul Atasoy and Sevim Buluç, “Metallurgical and Archaeological Examination of Phrygian Objects,” 
Anatolian Studies 32 (1982): 157-60. 
88 “The Great Tumulus,” Centre for Research and Assessment of Historical Environment, Middle East 
Technical University, accessed April 1, 2018, http://tacdam.metu.edu.tr/node/112. 
89 “The Great Tumulus.” 
90 Atasoy and Buluç, “Metallurgical and Archaeological Examination,” 157. 
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some of the amphorae contained the remains of beverages and cooked food, indicating 

feasting as part of the funerary ritual, food offerings as gifts to the dead, or both.  In the 

southwest corner was a large bronze cauldron containing fibulae and decorated ceramics, 

and in the northeast another cauldron, originally covered with a cloth and containing 

bronze cups, along with the wood fragments which the excavators interpreted as the 

remains of a table and / or shelf.91 

Images / Content and Style 

I rely partly on Markoe’s description for the medallion and first two registers, as no 

complete images are available.92  I note that in Illustration A.39, the medallion appears to 

be edged by a heavy, ornate repoussé band with significant engraved detail, but specifics 

cannot be discerned.  Following the rosette border there is a narrow blank space, followed 

by a cable band of engraved half-arcs which defines the first register and serves as the 

ground plane.  The first register consists of four apparently identical cows facing 

clockwise.  Each cow stands quietly, head reverted to gaze down at a nursing calf, tail 

slightly lifted, horns indicated as a single horn in profile.   A second cable band edges the 

register, followed by a blank register slightly wider than the space between the medallion 

and the first register.  A third cable band edges the third register, serving as the ground 

plane for a file of six bulls.  The bulls pace quietly counterclockwise, heads level with their 

 
91 “The Great Tumulus.” 
92 Markoe, Phoenician Bronze and Silver Bowls, 161. 
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backs.  They have visible genitalia, slightly lifted tails, and horns indicated as a single horn 

in profile.  A fourth cable band, slightly inset from the rim, edges the register. The 

repoussé work is very shallow and the use of engraved detail quite minimal.   

 

 

Illustration A.39:  Detail of An1  
TACDAM 94.03.58 
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Illustration A.40:  Contour plan of the Great Tumulus 
Middle East Technical University, http://muze.metu.edu.tr/en, October 2012 
(not to scale) 
 

Illustration A.41:  Great Tumulus – Plan of the Burial Chamber 
Middle East Technical University, http://muze.metu.edu.tr/en, October 2012 
(not to scale) 
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Ir9 

Illustration A.42: Ir9, photograph 
Teheran, Iran Bastan Museum, 75/8 
Vanden Berghe, “La Necropole de Chamzhi Mumah,” 60 
 

Markoe assigns nine bowls to modern day Iran, although all but one are 

unprovenanced.  The bowls exhibit a great deal of similarity in the use of engraving only, 

and the open, curvilinear quality of the drawing. Ir9 (Illustrations A.42-A.47) is bronze, in 

good condition, approximately 14.7 cm. in diameter x 3.5 cm deep (6” by 1.375”).  The 

format is a central rosette medallion with integral omphalos, three blank registers, and 

one register of figural decoration.  The technique is engraving, with the exception of the 

raised omphalos.   
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Context 

Ir9 comes from Tomb 37 of the Chamzhi Mumah necropolis in Luristan.  The 

necropolis dates from the second half of 8th century to first half of seventh century (circa. 

750/725 to 650 BC).  The Belgian Luristan Expedition excavated seventy-six tombs from 

1974 to 1975.  The necropolis was under 2.3 to 2.7 m (7.5 to nearly 9 feet) of coverage.  

Individual inhumations comprised the majority of tombs, with one double inhumation.  

The typical tomb consisted of an oblong fossa with a beaten earth bottom, set within an 

oval cavity, edged with stones (Illustration A.45).93   

Grave goods included ceramics, weapons (bronze maces, and votive axe heads, iron 

swords, daggers, axes and arrowheads), jewelry such as silver earrings, gold or silver 

buckles, ankle bracelets, and beads, bronze vessels such as cups, bowls, vases, a single 

situla and a single strainer.  Each tomb contained a large vase with a cup placed in the 

mouth:  bronze cups in elite tombs, and ceramic cups in those of lower apparent status.  

The bronze cups found in elite tombs varied considerably in form, including very simple 

shapes with no foot or handle (“en forme de calotte”) to a cup with a central omphalos, 

engraved leaf decoration, and repoussé dots (“petits boutons martelés”), and a cup with 

central omphalos and a hunting frieze with archers, mountain goats, shrubs, and a bird 

(Illustrations A.46-A.47).94  

 
93 Louis Vanden Berghe, “La Necropole de Chamzhi Mumah:  Une Grande Fouille de l’Age du Fer au 
Luristan, Iran,” Archeologia 108 (1977): 54. 
94 Vanden Berghe, “La Necropole,” 54-62. 
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Based on the photographs and excavator’s descriptions, there is no apparent status 

differentiation in the form of the tombs, although there is clear differentiation in the cost 

of the grave goods.   

Images / Content and Style 

Approximately 60 straight-sided petals form the central rosette.  Single engraved 

lines separate the petals, whose sides touch, and appear to connect with the edge of the 

omphalos.  A double engraved line borders the rosette, forming pointed tips for the 

petals, but does not connect to the lines which define the petals’ edges. 

A double row of opposed offset scallops suggesting a cable band edges the first 

blank register, which is about 1/3 the radius of the petals in width, and is followed by two 

additional, slightly wider blank registers, each edged by the cable bands. The fourth and 

outer register contains a continuous frieze of hunting imagery.   
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Illustration A.43: Ir9, photo 
Teheran, Iran Bastan Museum, 75/8 
Markoe, Phoenician Bronze and Silver Bowls, 337 
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Illustration A.44:  Ir9, line drawing 
Teheran, Iran Bastan Museum, 75/8 
Markoe, Phoenician Bronze and Silver Bowls, 336 
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Illustration A.45: Ir9, Chamzi Mumah Necropolis 
Teheran, Iran Bastan Museum, 75/8 
Vanden Berghe, “La Necropole,” 52 
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Illustration A.46: Ir9, Bronzes 
Teheran, Iran Bastan Museum, 75/8 
Vanden Berghe, “La Necropole,” 60 
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Illustration A.47: Ir9, Pottery 
Teheran, Iran Bastan Museum, 75/8 
Vanden Berghe, “La Necropole,” 57 
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CYPRUS 

Cy1 

Illustration A.48: Cy1, Bowl, photo 
Musée du Louvre, AO 20135 
Markoe, Phoenician Bronze and Silver Bowls, 243 
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Cy1 (Louvre AO 20135, Illustrations A.48-A.49) is a shallow silver bowl with gold 

plating on the registers, 19.5 cm in diameter by 3.5 cm deep (7.6 inches x 1.4 inches).  The 

technique is engraving with shallow repoussé.  The format Is a central medallion with two 

friezes, followed by two registers of figural decoration.  The bowl is in fair condition:  

approximately one-third of the registers and rim is missing, but the balance has little 

corrosion and the imagery is quite legible. 

Context 

Cesnola recorded that Cypriot villagers excavated Cy1 and Cy2 from a site at 

Ambelliri, the western acropolis of Idalion.  The bowls were said to be part of a cache of 

12 gilded silver bowls found within a terra cotta vase buried beneath a stone monument.  

The bowls were found with a large quantity of bronze objects including arrowheads, axes, 

shields, and plaques, with inscriptions in both Cypriot and the Levantine alphabet to Anat 

/ Athena of Idalion.  The Swedish Cypriot expedition later excavated the site of the Athena 

temple and confirmed disturbances that correlate with the reported activities of the 

treasure seekers’ activities.95  Cy1 and Cy2 are therefore the only Cypriot bowls that can 

reasonably be associated with a sanctuary dedication. 

Images / Content and Style 

As with several other bowls, there are discrepancies between the photograph and 

 
95 Markoe, Phoenician Bronze and Silver Bowls, 170.  The remaining ten bowls were said to have been 
purchased and melted down by a goldsmith.  The Cypriot Consul of France intervened and purchased the 
remaining two which were later donated to the Louvre. 
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the line drawing, so I will refer to the photograph.  An interlaced pattern of six-petalled 

rosettes fills the unusual central medallion, followed by a narrow space and then a 

continuous frieze of alternating lotus buds and flowers, edged on the outside by a band 

of very small punches.  This pattern is also found in the central medallion of Ca1, a bronze 

bowl found in Calabria.  Another narrow space is followed by a second, more abstract 

frieze of small circular elements framed by arching plant forms and joined curved lines 

which create a heart-shaped impression.  Another blank space the width of the frieze is 

followed by a narrow cable band which forms the ground plane for the first register of 

figural decoration. 

The first register is nearly exactly the width of the distance between the edge of the 

medallion and the cable band.  The decoration consists of alternating, evenly spaced 

vignettes:  a clockwise-facing four-winged deity in tall helmet and robe open to waist in 

combat with a lion alternating with a clockwise-facing bare-chested kilted warrior killing 

a winged quadruped.  By analogy with Cy2 (see below) this is a griffin in the process of 

crashing into the ground:  rear legs in the air, body angling down, forelegs on the ground.   

What can clearly be seen to be wings on Cy2 appears as an overscale harp shape on Cy1.  

The vignettes are divided by elaborate palmettes, interspersed with an occasional bud or 

lotus flower on a long stem.  A second narrow cable band edges the register, followed by 

a blank space equal in width to that between the second frieze and the first register. 

The second register is very slightly wider than the first.  A band of small punches 

forms the ground plane.  The decoration consists of a continuous, counterclockwise 
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military procession with occasional ground vegetation and flying birds.  From the edge of 

the damaged portion in illustration A.48, we see a partial profile soldier with a shoulder 

length hairstyle, wearing a mid-calf length robe with scaled decoration, open to the waist.  

A sword in a scabbard hangs at waist height and angles backward.  Following the soldier 

is a decorated chariot drawn by two horses, with a driver leaning over the edge, holding 

the reins, and a passenger with a tall helmet holding what may be a spear.  Behind the 

chariot a soldier with a long hairstyle in a short sleeved scaled robe open to the waist 

holds a bow in his extended left arm while his right arm supports a spear angled over his 

right shoulder. A tassel or blossom hangs from the spear, just below the head.  Next is a 

small spiky plant followed by two archers in shoulder length hairstyles, short kilts, and 

possible pectorals, holding bows in their extended left hands, with three arrows propped 

against their right shoulders, and a small stylized tree between them. 

Following the archers is a lotus flower on a tall stem, and then a procession of five 

evenly spaced horsemen, all in partial profile, holding their horse’s reins in their left hands 

and various equipment in their right hands.  Each horse has a motif of two concentric arcs 

on its right hindquarters, and walks with left foreleg forward, right foreleg back, left hind 

leg forward, right hind leg back.  Although otherwise fairly naturalistic, all have short-

haired squirrel tails rather than long-haired horse tails.  The first horseman has shoulder 

length hair and kilt or knee length leggings and may be bare-chested.  He props a riding 

crop over his right shoulder.  The second has similar leggings but wears an apparent mail 

shirt and raises his riding crop behind his right shoulder.  A bird flies immediately between 
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the second horse’s nose and the first rider’s riding crop.  The third rider is once again bare 

chested, this time with a pectoral, and extends his riding crop behind, but holds the switch 

portion against the handle.    The fourth rider is bearded, with a mail shirt, pleated kilt or 

leggings, and holds a forward-pointing spear in his right hand, while the fifth is bare-

chested with pectoral and holds a spear against his right shoulder.  A bird flies between 

the fourth and fifth riders. 

Following the fifth rider a man on foot leads a camel, an image which I believe to be 

unique among the surviving bowls.  The camel is quite accurately depicted, suggesting 

either models from other artworks or direct experience on the part of the artist.96  There 

is a small, stylized tree between the camel’s hind legs, a bird flying over the camel’s neck, 

and another one flying behind it.  Following the camel is a multi-branched tree, and then 

a procession of three more riders.  The first rider has shoulder length hair, scaled shirt 

and breeches, and riding crop raised behind.  His horse prances with forelegs off the 

ground.  The second, also on a prancing horse, has slightly longer hair, scaled shirt and 

breeches and long spear angling from shoulder height past the horse’s neck.   A tassel 

hangs from the spear. The third horse walks with all four hooves on the ground.  The rider 

has a scaled shirt and breeches and holds a riding crop across his shoulder.  A bird flies 

between the second and third riders, there is a small stylized tree between each, and a 

stylized flower on a stem under the prancing hooves of the first and second riders.  

 
96 The camel is a single hump, or dromedary camel, native to the Middle East. 
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Following the horses, two birds fly over a stylized bush with a wide top.  The remaining 

portion of the register depicts a procession of three foot soldiers in scaled shirts and kilts 

decorated with horizontal lines.  The kilts are short in front and have angled hems 

reaching to ankle length in the back.  Each soldier holds a round shield with rim and hatch 

pattern in the center in the extended left hand and carries a spear with a dangling tassel 

over the right shoulder.  The shields are similar in design to the hoplite shields seen on 

many of the bowls with military imagery but are not held against the body in the 

traditional hoplite depiction.  A papyrus flower on a thick stem and a flying bird occupy 

the space between each soldier.  The balance of the register is missing.  A band of more 

widely spaced punches edges the register, followed by a blank space and then the rim. 

This work is rigorous in both form and execution.  The two friezes are identical in 

width, the space between the second frieze and the first register is nearly identical to the 

width of the first frieze, and the first register appears equal in width to the distance from 

the edge of the medallion to the ground plane of the first register.  In addition, close 

examination suggests that the first register is four times the width of the friezes, while 

the second register is five times their width.  From the standpoint of execution, like 

elements are nearly identical, and the complex pattern in the medallion is consistent in 

the sizes and angles of the elements.  The linework of the figures is loose and flowing with 
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a great deal economy in the depiction:  few lines express a great deal of detail.  The human 

and animal figures are quite naturalistic.   

Illustration A.49: Cy1, Bowl, line drawing 
Musée du Louvre, AO 20135 
Markoe, Phoenician Bronze and Silver Bowls, 242 
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Cy2 

Illustration A.50: Cy2, Bowl, photo 
Louvre AO 20134 
Silver bowl from Idalion 
Wikimedia commons, 
https://commons.wikimedia.org/wiki/File:Cup_Idalion_Louvre_N3455.jpg, accessed 
January 15, 2018 
 

Cy2 (Musée du Louvre, A0 20134) is a shallow gilded silver bowl 19.5 cm wide by 3.5 

cm deep (7.68 x 1.4 inches) with a figural central medallion, and two registers of figural 

decoration.  The technique is engraving with shallow repoussé.  The bowl is intact and the 

surface is in good condition.    
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Context 

Cy2 is reported to come from the same findspot as Cy1, thus a likely sanctuary 

deposition. 

Images / Content and Style 

The central medallion depicts a well-preserved variant of the smiting Pharaoh motif 

(which also occurs on bowls Cy5, Cy7, and Cy8, as well as E1, E2 and E10 from the Italian 

Peninsula), with a number of variations from the canonical version.  A double row of 

round flat punches bordered by smaller punches forms the ground plane.  The area under 

the ground plane is empty.  Pharaoh, as is typical, stands in the approximate center, facing 

left.  He is bare-chested and wears a pectoral, a wrapped kilt with a long, angled hemline 

in back, armbands on his right arm, some type of cape extending to his left hand, and the 

hemhem crown on his head.97   

The inside of the kilt and cape are decorated with rows of punches.  Pharaoh stands 

with left leg forward, right leg back, weight split between, right heel off the ground, right 

arm raised behind, holding a mace poised to strike. His left arm extends forward, hand 

poised above the heads of a row of captives, holding a bow and two arrows.  The typical 

attendant with a dead captive draped over his shoulder occupies the space to Pharaoh’s 

 
97 Egyptian rulers, royalty, and gods wore a variety of crowns and headdresses with different 
connotations:  for example, Hatshepsut is depicted as having worn nine different types of crowns at her 
coronation.  Crowns served to visually enhance the ruler –the Pyramid Texts refer to the luminous color of 
the Red and White crowns (deshret and hedjat).  In addition, elements of the crowns and headdresses 
could be combined in different ways for different meanings or situations.  See Katja Goebs, "Crowns,” in 
Oxford Encyclopedia of Ancient Egypt, v. 1, ed. Donald B. Redford (New York:  Oxford University Press, 
2001), 321-25. 
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right (left side of the medallion).  In this case, the attendant is bearded, and holds a spear 

over his right shoulder while he steadies a fan with his left hand.  Two vertical elements 

protrude from behind his head but it is not clear whether they are part of a headdress or 

additional spear heads.  A grouping of three captives occupies the space immediately to 

Pharaoh’s left and under his outstretched left arm.  The front captive has hips facing right, 

kneeling on his left knee with his right leg extended back and right foot braced.  He and 

the captive behind him turn their upper bodies toward Pharaoh, hands raised in a gesture 

of warding off or perhaps pleading.   Both of the left-hand captives are bearded.  To the 

right a clean-shaven captive faces right, knees bent, back braced as if sitting, head lifted 

and right hand raised in a warding-off gesture.  The space to the far right, which would 

typically contain a depiction of the Egyptian god Horus as a falcon-headed man, is mostly 

empty.  The artist, perhaps having run out of space, has chosen to show a Horus falcon 

hovering at approximately the height of Pharaoh’s head.  The falcon faces Pharaoh, back 

wing horizontal and front wing angled down.  Engraving indicates feathers, beak and eye. 

The substitution of the falcon for the humanoid version of the deity indicates that the 

artist understood the identity and iconography of Horus.  A winged solar disc, also with 

feathers delineated, over Pharaoh’s head completes the imagery in the medallion.  The 

ground plane and the center of the medallion both privilege the viewing orientation and 

create an implied vertical axis through the design, however the solar disc just misses 

alignment on this axis. A single row of large flat punches bordered by smaller punches 

separates the medallion from, and forms the ground plane of, the first register. 
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The first register contains ten repetitions of a variant of the motif of a lion with his 

paw on the head of a reclining captive, which also occurs in the first register of E6, and on 

the exterior medallion of E3 (the Bernardini Cauldron).  In this variant, a combination of 

sphinxes with lion body, wings, and human heads and griffins with lion bodies and bird 

heads replace the lion.  Each creature faces clockwise, sphinxes with upright heads, 

griffins with raised heads, tail curving in an arc toward the back, right hind leg back, left 

hind leg forward, weight on the right foreleg, and left paw resting on the head of a human 

captive.  Each human figure reclines with its legs and torso under its captor’s body, left 

leg straight, right knee bent, weight on left elbow, right arm resting on the right leg, with 

no apparent distress.  Like the solar disc, the first sphinx just misses alignment on the axis 

implied by the center of the ground plane.  The remaining mythical creatures are 

somewhat, but not completely evenly distributed around the register.  A single stylized 

plant in the form of a fleur-de-lys on a thick curvy stem fills the space between the second 

and third repetitions of the motif.  The sequence from top is sphinx, griffin, lily, sphinx, 

sphinx, griffin, sphinx, griffin, sphinx, sphinx, sphinx.  Another row of large flat punches 

bordered by smaller punches separates the second and third registers. 

The third register is a series of vignettes involving combats with lion and griffins.  

The first vignette occurs just clockwise from the vertical axis of the bowl.  A clockwise-

facing muscular humanoid figure with human head, mane, and tail, wrestles with a lion.  

This figure bears some resemblance to the hairy humanoid monsters being hunted by 

warriors in the outer register of E2, and referenced in the outer register of Cy7 (below) 
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but in this case appears as a protagonist.  The figure appears in partial profile, pushing 

forward from left to right leg, right arm grasping the lion’s left forepaw, left arm pushing 

against the lion’s right shoulder.  The lion stands on its hind legs, body parallel with the 

ground, engaging the humanoid as described above, tail arcing toward its back.  Its mouth 

is open with teeth visible.  In the next vignette, a slender clockwise-facing warrior in chin 

length hairstyle and wrapped tunic engages a griffin in combat.  The warrior steps forward 

onto his left leg, right arm holding a sword thrusting toward the griffin.  An unknown 

object, possibly a textile, wraps over the warrior’s left arm.  By analogy with the other 

vignettes in this register, a scabbard is visible behind the warrior’s back.  The griffin has a 

lion body, wings, and bird head with a crest.  It braces its left forepaw against the warrior’s 

leg, head turned up and away.  Its tail forms an S shape. 

The third vignette involves another of the maned humanoids walking clockwise with 

a female lion draped over its shoulders.  The lion does not appear to be dead, as its head 

is raised.  The humanoid’s right arm crosses its chest, holding the lion’s right fore- and 

hind legs. The lion’s left hind- and forelegs hangs over the humanoid’s right and left 

shoulders.  The humanoid’s left hand extends to grasp the neck of an over scaled goose.  

The fourth vignette is so close to the third that the goose’s beak nearly touches the next 

figure. This vignette consists of another lion combat:  a tall slender warrior in a wrapped 

tunic, weight on his right (back) leg, right arm raised, holding a sword as if it were a spear, 

about to thrust down at the lion.  The lion is depicted in the same position as the lion in 

the first vignette.  The fifth vignette is a repetition of the warrior / griffin combat in the 
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second.   The warrior’s stance is a little broader and it can be seen that he grasps the 

griffin by its crest.  The sixth vignette is another instance of the humanoid with lion over 

its shoulders, but minus the goose.  The seventh repeats the first lion / humanoid combat. 

The eighth vignette is an instance of a motif seen in the first register of Cy1 – a 

warrior killing a griffin with a spear thrust.  The griffin is in the process of crashing to earth, 

perhaps from flight or from a leap, its hind paws visible near the outside of the register, 

back legs and body angling down at about forty-five degrees, forelegs on the ground, and 

both wings spread.  The warrior’s right leg and body angle up from the ground plane, 

crossing the griffin’s body exactly in the middle, and forming an X composition.  The 

leading edges of the griffin’s spread wings match the angle of the warrior’s leg and body.  

The warrior’s left leg overlaps the griffin’s body, knee bent.  His right arm and left arm 

form a continuous line at nearly the angle of the griffin’s body, further strengthening the 

composition.  His right arm holds a large sword which he prepares to thrust into the 

griffin’s open beak.  His left arm extends to the top of the griffin’s head, perhaps holding 

its crest.  Rows of small punches the same size as those that edge the border bands define 

the ground plane on which the griffin lies.    

The ninth vignette is a third instance of the humanoid carrying the lion, this time 

with the goose.  The tenth vignette is another instance of the warrior / lion combat, and 

the eleventh the fourth instance of the humanoid carrying the lion, this time sans goose.  

Next are two stylized trees, with foliage indicated by rows of the small punches.  The 

twelfth vignette is the second instance of the crashing griffin, with a slight variation in size 



 497 

and angle of the sword, which appears more as an afterthought with no cross brace on 

its hilt.  A final stylized tree closes the register and brings us back to the top.  A final band 

of large punches edged by small punches borders the second register, followed by a blank 

space approximately 1.5 times the width of the border band, and then the rim of the bowl. 

Illustration A.51: Cy2, Bowl, photo 
Louvre AO 20134 
Silver bowl from Idalion 
Courtesy of Musée du Louvre 
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Cy3 

Illustration A.52: Cy3, photo 
Metropolitan Museum 74.51.5700 
Courtesy of the Metropolitan Museum of Art 
 

Cy3 (Metropolitan Museum 74.51.5700, Karageorghis 306) is a shallow bronze bowl 

13.1 cm wide by 3.9 cm deep (5.16 inches x 1.54 inches) with a raised central omphalos, 

upturned rim, heavy cable banding and a single register of figural decoration.  The 
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technique is engraving with shallow repoussé for the figures, and deep repoussé at the 

central rosette and omphalos.   A comparison of the line drawing with the photographs 

reveals a number of discrepancies, therefore I will refer primarily to the photographs. 

Context 

Cesnola excavated Cy3 in the spring of 1869 from a chamber tomb at Idalion, one of 

the ten Iron Age Cypriot kingdoms mentioned on an inscribed clay prism of the Assyrian 

ruler Esarhaddon.98  The tomb in question was one of a row of similar chamber tombs, a 

hemispherical cavity approximately 8 feet in diameter, approximately 250 m. to the north 

of the Ambeleri acropolis.  The contents included three human skeletons on raised 

platforms around the walls, and twelve ceramic vases, probably of Bichrome IV and Black 

and Red IV ware, set on the floor near the platforms.  The bowl was found with a bronze 

axe and spearhead in a small rectangular cavity cut into the floor of tomb opposite the 

doorway and covered with sun dried brick.99  If the pottery was indeed Bichrome IV and 

Black and Red IV, then the tomb may be conjecturally dated to Cypro-Archaic I, or 700-

600 BCE.100    

It is highly possible that the tomb had been looted prior to Cesnola’s investigation, 

or that the record-keeping was sufficiently poor that we do not have an accurate list of 

 
98 Andres Trinidad Reyes, Archaic Cyprus: A Study of the Textual and Archaeological Evidence (Oxford: 
Clarendon Press, 1994), 160, table 2.  The prism is dated to 673/672 B. C.  
99 Markoe, Phoenician Bronze and Silver Bowls, 172. 
100 The Semitic Museum at Harvard University, Gjerstad’s Iron Age Pottery - Typology and Chronology, 
http://www.fas.harvard.edu/~semitic/Cesnola/MatWaresIAGjerstad.html, April 20, 2014. 
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the contents, in which case it could have contained much greater wealth.  If not, however, 

this tomb is relatively poor in contrast with other Cypriot tombs where bowls have been 

found in context:  small and simple, and with few grave goods.  The bowl itself is bronze, 

rather than silver or gold, and while it does depict a figural scene, it is not of the most 

intricate workmanship.   

Images / Content and Style 

The medallion consists of an omphalos which serves as the center for a rosette with 

approximate twenty-five petals.  A slight indentation in the center of the omphalos could 

indicate a missing omphalos cone.  The petals touch along their entire length.  Large 

repoussé dots emphasize the rounded ends.  A wide repoussé cable band abuts and edges 

the rosette.  The entire rosette is slightly raised from the bottom of the bowl.  Outside 

the rosette there is an undecorated recessed area, approximately half the width of the 

rosette petals, forming the base of the bowl, (Illustration A.54) similar to Bowl Cr16 from 

Crete.  Outside the recessed area, the bowl curves up to the cable band which forms the 

ground plane of the outer register.  There is a significant discrepancy in the size of the 

medallion between the photograph and the line drawing:  the line drawing portrays the 

medallion as much smaller in relation to the size of the bowl than is actually the case. 

The figural register depicts an offering scene, with furniture, architectural elements, 

and devotional activities indicating a sanctuary setting.  The focal point of the design is an 

offering table, which appears at the top in Illustration A.53.  The table has heavy curved 
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legs ending in hooved feet, a lower shelf between the legs, and a flared top with the sides 

ornamented with a frieze of diamond shapes.  A vessel on top of the table is heaped with 

round objects, perhaps offerings of fruit or bread.  To the right of the table, an enthroned 

profile male figure, almost certainly the deity who is the focus of the religious activity, sits 

facing the table.  He wears an ankle length garment and may hold a round object in his 

extended left hand.  With his right hand he grasps the stem of a large lotus flower and 

lifts it to his nose.   On the other side of the table, opposite the deity, is a female attendant 

in a pleated garment.  The pleats wrap her left (far) shoulder and angle down across her 

torso, suggesting a one-shouldered design, then fall vertically to the hem, which is just 

above ankle length in front and longer in back.  She wears an armband on her right bicep.  

Lines encircling the feet and ankles suggest boots or sandals.  She wears a cap or crown 

with a hairstyle of two braids falling over her right shoulder and holds a rattle in her raised 

right hand.  Her left hand, extended at waist level, holds a curved object, possibly a censer.  

Behind the female attendant is a second table.  This one has straight, tapering legs, 

a low shelf, and a slightly flared top ornamented with a frieze of doubled lines.  A pitcher 

and jar, presumably holding liquid offerings, sit on the table.  Their decoration suggests 

they are ceramic.  There may be additional vessels sitting on the ground plane under the 

table.101  Proceeding counterclockwise from the table is a chain of five equally-spaced 

female dancers with linked hands, portrayed in partial profile.  All have long hair gathered 

 
101 Not shown in the line drawing but faintly visible in the photograph. 
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in a braid or ponytail falling over their right shoulders and wear caps or crowns similar to 

the priestess.  All are dressed in short-sleeved, ankle length garments belted under the 

chest.  The first, third and fifth dancer have plain belts securing apparently pleated or 

gathered skirts indicated by wavy parallel lines falling from the belt.  The second and 

fourth dancers wear more elaborate belts with what appear to be chains depending in a 

curve over the abdomen.  Their skirts alternate pleats with flat panels that may carry 

ornamentation.   The first dancer extends her left hand toward the offering table and may 

touch the left-hand ceramic jar.102  Four equally spaced columns with lotus capitals are 

visible behind the dancers’ linked hands with a fifth one behind the last dancer.  

Horizontal lines encircle each column at the height of the dancers’ mid-thigh and also 

where the capitals join the column. 

On the opposite side, three musicians shown in nearly full profile process toward 

the back of the deity’s throne.  Their gender is not readily apparent from the images, 

although their long, braided hair suggests that they are female.  The first musician holds 

and plays a double flute with outstretched arms.  She wears a cap with hair falling in two 

braids over the left shoulder, and a long-sleeved garment with alternating pleats and 

panels.  The garment falls only to mid-calf in front but is longer behind.  Horizontal lines 

around ankle height may indicate a sandal or boot.  The second musician wears a similar 

cap with single braid falling behind the left shoulder, and a paneled and pleated garment 

 
102 The line drawing shows the hand stopping short of the vessel. 
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with an angled hem ornamented with banding.  A curved element at waist level may 

indicate a belt similar to the ones worn by the dancers.  He or she holds a harp against 

the chest, with outstretched left hand strumming the strings.  A short lotus column is 

visible between the second and third musicians.  The third musician is back to back with 

the last dancer and holds cymbals in his or her outstretched, raised hands.  He or she 

wears a similar cap and garment with wavy pleats and asymmetrical hemline. 
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Illustration A.53: Cy3, Bowl, line drawing 
Metropolitan Museum 74.51.5700 
Markoe, Phoenician Bronze and Silver Bowls, 246 
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Illustration A.54: Cy3, Bowl, photo 
Metropolitan Museum 74.51.5700 
Markoe, Phoenician Bronze and Silver Bowls, 247 
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Cy4  

Illustration A.55: Cy4, Bowl, photo 
British Museum 123053 
Courtesy of the British Museum 
 

Cy4 (BM 123053, Illustrations A.55-A.56) is a very shallow silver vessel, in 

fragmentary condition, 18.8 cm. x 3.6 cm. (7.4” wide by 1.4”).  Markoe does not provide 

a profile, and it is difficult to tell from the available images whether the bowl has a shallow 

curve or is primarily flat with an upturned rim like a tray.  Executed in shallow repoussé 

with engraved outlines and details, the decoration is much more complex than Cy3.  The 

syntax is a central rosette medallion with three registers of decoration.  I will refer 

Cr16, Idaean Cave 
 

G3, Olympia 
 



 507 

primarily to Illustration A.55), a photograph provided by the British Museum. 

Context  

Cy4, also from the Cesnola collection, is said to come from a chamber tomb near 

Amathus, a city which is not specifically mentioned on the prism of Esarhaddon.  Cesnola 

was not present at the time of the excavation.  The bowl is reported to have come from 

a rectangular chamber of dressed ashlar stone, with a dromos, anteroom, and main 

chamber.  The tomb had been looted in antiquity.  The remaining contents included 

fifteen broken stone sarcophagi and a number of costly grave goods, although it should 

be noted that later scholars have cast significant doubt on the list of tomb contents that 

Cesnola provided.  Other objects said to be found within the tomb included weapons (a 

bronze shield boss, iron sword, and two bronze axes), gold jewelry including earrings, 

diadems, bracelets, and necklaces, and scarabs and cylinder seals.  Cesnola stated that 

the bowl was found with metal weapons inside a broken copper cauldron.103  If Cesnola’s 

account is accurate, it seems likely that the tomb belonged to a wealthy family and was 

used for multiple burials.  Nothing in the currently available information provides any 

specific evidence for the date of the tomb.    

 
103 Markoe, Phoenician Bronze and Silver Bowls, 172-73.  Markoe notes that Cesnola may have conflated 
the contents of two different tombs, as the report of George di Colonna-Ceccaldi does not mention the 
cauldron.  The British Museum website further notes that Cesnola’s list of contents included a number of 
items dating to the Late Bronze Age, which are unlikely to have come from the same deposit. See 
https://www.britishmuseum.org/research/collection_online/collection_object_details.aspx?assetId=3078
1001&objectId=282690&partId=1, accessed July 7, 2019. 
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Images / Content / Style  

The central rosette has a shallow repoussé center edged by two closely spaced 

engraved circles.  The rosette’s approximately sixteen petals touch along their sides and 

have rounded ends.  Double engraved lines edge and define the petals, followed by an 

apparent blank space, a circle of closely-spaced punches, and a band of shallow connected 

chevrons, each formed by at least three engraved lines at an approximate twenty-degree 

angle.  The remaining portion of the first register contains two and one-half clockwise-

facing sphinxes shown in profile in a reclining (couchant) position.  Each sphinx has wings 

spread to an approximately sixty-degree angle on each side, shoulder length hair or wig, 

and wears a uraeus crown with solar disk.  An elaborate pattern of engraved lines 

indicating feathers fills the curvilinear wings. 

A double row of intertwined cable bands with space between separates the first and 

second registers.  In the remains of Register 2, from left to right in Illustration 2.10, we 

see a counterclockwise-facing humanoid male deity with upraised hands wearing a solar 

disc headdress and kneeling on a low table.  The figure appears to have a falcon head, so 

is therefore Horus in his guise as a falcon-headed man.  Clockwise from the male deity is 

a winged female deity wearing a long robe and a headdress of a solar disc between two 

cow horns, the canonical headdress of Hathor.  Depicted in partial profile, she stands 

facing clockwise with her right shoulder to the viewer, breast outlined in profile, left arm 

/ wing raised at a forty-five degree angle, and right arm / wing lowered at forty-five 

degrees.  She holds an ostrich plume fan in each hand.  The combination of the long dress, 
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exposed breast, wings, Hathor headdress, and ostrich plume fan indicates that this is Isis, 

frequently conflated with Hathor and depicted with Hathor’s headdress, holding the fan 

which represents the breath of life and which she waved over the corpse of Osiris to bring 

him back to life.104  Facing Isis is a man in a long kilt open to the waist, wearing the blue 

crown (khepresh), by which he may be identified as Pharaoh.  He stands in partial profile, 

weight on his left (back) foot, right foot flat on the ground in front of him, left arm by his 

side holding an ankh, right arm bent at the elbow and right hand raised to his mouth. 

Clockwise from Pharaoh is a palmette, or stylized sacred tree, flanked by two facing, 

nearly identical figures.  Each figure wears a long robe open to the waist, a tall helmet, 

hair flowing over the shoulders, and full beard.  Each is depicted in partial profile with 

weight on the back (outside) leg, front leg extended forward, front foot flat on the ground, 

back (outside) arm by the side, possibly holding an ankh, and front (inside) arm raised 

toward the top of the palmette, and holding an object that could be a flower but which 

strongly resembles the sedge-staff, usually carried by Egyptian goddesses associated with 

the solar eye.105   A flower could be construed as coming from the palmette, while a staff 

could be raised toward the tree.  The palmette itself is curvilinear, elaborate, symmetrical 

and stylized, with little resemblance to any type of vegetation:  it takes the form of a 

forked base supporting a shallow curved form with inward-spiraled ends.  In the center 

 
104 For ostrich plume fan as insignia of Isis, refer to Geoffrey Graham, “Insignia,” in The Dictionary of 
Ancient Egypt, eds. Ian Shaw and Paul Nicholson, in association with The British Museum (New York: Harry 
N. Abrams, Inc., 1995). 
105 Donald B. Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias,” fig. 21. 
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of the curved form a shallow arched form supports radial plume-like shapes, on top of 

which is a second tier of forked base, shallow concave shape, shallow arched form and 

radial lines.  Vines with blossoms curl out from the second tier forked form.  (Compare 

the symmetry and smooth execution of this palmette with the les rigorous versions on 

Cy1.)  The beard, tall helmets, and open robes of the attendants are more characteristic 

of Near Eastern, particularly Assyrian and Urartian, than Egyptian styles.  

Clockwise from the tree and its attendants is a male deity, seated on an open lotus 

blossom, wearing the Blue Crown, holding a crook and a flail in his right hand, left hand 

held to his mouth.  This is almost certainly the young Horus, also known as Harpocrates, 

the son of Isis, who embodied divine kingship and was regarded as the protector of the 

kings of Egypt.106  The crook and flail are insignia of kingship only held by kings themselves 

or by deities such as Horus and Osiris who are identified with kingship.107  The open lotus 

flower represents both the sun and rebirth, and is therefore appropriate for the 

iconography of a sky / solar god such as Horus.  This image conflates iconography of the 

child Horus with hand to his mouth with Horus as the divine king.108  

Clockwise from Horus is a counterclockwise facing female deity with wings spread, 

mirroring both the stance of Isis (left arm / wing lowered at a forty-five degree angle, and 

right arm / wing raised at forty-five degrees) and her position with respect to the 

 
106 Shaw and Nicholson, eds., The Dictionary of Ancient Egypt, s.v. “Horus.”  
107 Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias,” fig. 21. 
108 Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias,” fig. 21. 
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palmette.   She holds what appears to be a bouquet of flowers in each hand.  The form of 

her headdress indicates that this is Nut, the goddess of the sky.109 

Clockwise from Nut is a vignette of two mirrored images of Horus as a man with a 

falcon head, wearing a solar disc crown with uraeus (sacred cobra) kneeling on a low table 

with the weight on the front knee and back foot.  Both hands are raised in a gesture of 

adoration of Khepri, the sun god as scarab beetle, who stands a central table with four 

wings spread, front legs holding a solar disc over his head.  This vignette exactly mirrors 

in position and detail what remains of the vignette counterclockwise from Isis.  Based on 

the rigorous formal symmetry of this register and the remaining portion of the group next 

to Isis, it is highly likely that the vignette next to Isis was an exact mirror of the one next 

to Nut, with Khepri therefore at the one-quarter and three-quarter points of the register.  

We may also postulate a second palmette at the half point in the original design.  With 

the palmette as the central feature, we therefore have Isis and Nut as pendants to one 

another framing Pharaoh and Horus, the earthly king and the divine king.  These positions 

cannot be accidental. 

An engraved cable band similar to the band which forms the ground plane edges 

the register.  This is followed by a narrow blank space, a band of engraved joined chevrons 

abutting a band of closely spaced punched dots, a second blank space and a second cable 

band, which forms the ground plane for the third register. 

 
109 For headdress, see Shaw and Nicholson, eds., The Dictionary of Ancient Egypt, s.v. “Headdresses”. 
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In the third register, immediately above and aligned with the palmette is the central 

tower of a fortress (or city) under siege.  The fortress is symmetrical around the central 

tower and around the axis formed by the central medallion and the palmette.  Two 

crenellated corner towers flank a lower wall.  The front of the wall is filled with four 

masonry objects shaped like pointed arches.  The objects have doors at varying locations:  

I suggest this is a schematic representation of the buildings assumed to be out of sight 

behind the wall.  The central tower occurs behind the low wall.  A soldier in a round 

helmet with a round shield with central boss, two concentric rings, and a ring of nine small 

circles stands on top of the left tower fending off an attacker scaling a ladder.  Two more 

soldiers occupy the central tower:  a left-facing archer in a tall helmet with arrow on the 

string and a right-facing shield-bearer with a round helmet and shield decorated with a 

curving pinwheel design.  On top of the right-hand tower, a right-facing archer in a tall 

helmet nocks an arrow, while a solder with a round helmet and shield leans over the edge, 

holding a spear in his raised right arm.  The head of one more solder in a round helmet is 

visible above the low wall between the central and right towers.  All of the human figures 

are large in relation to the depicted scale of the architecture.  Proceeding clockwise from 

the fortress, three bearded hoplite-type soldiers in round helmets with round shields 

stride toward the castle in a wide stance, lances held in their raised right (back) hands.  

The hoplites wear short tunics, the first edged with long pointed trim, the second with a 

square design and hemmed with short pointed trim, the third with an angled pattern and 

hemmed with medium length points.  Each shield bears unique imagery:  the first one 
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with a winged figure, the second an asterisk, and the third a curving pinwheel design.  In 

the background, as indicated by smaller scale, a soldier in a pointed helmet props a ladder 

against the right-hand tower.  An arrow flies through the air toward the fortress.  The legs 

of a fourth soldier overlap the third soldier’s back leg, but his body is missing in a gap.  

Following the gap are three identical bearded archers in tall helmets and long robes open 

to the waist.  Depicted in partial profile, they stride counterclockwise toward the fortress, 

left legs back, right legs forward, weight split between front and back legs.  Each holds a 

bow with nocked arrow in his extended right arm and pulls the string with his left arm.  

Their robes are patterned with diagonal crosshatching on the outside and vertical lines 

suggesting pleats on the inside. Following the archers are two horsemen.  The horses 

prance with back legs on the ground, forelegs slightly off the ground.  The first rider is 

barefoot, has a short, pointed beard and wears an apparent turban and tight-fitting 

trousers or leggings.  His right arm is extended, elbow bent, right hand holding a spear 

which angles from lower left to upper right behind the horse’s head.  His left arm extends 

back over the horse’s hindquarters, holding an unidentified object which curves down 

toward the horse’s back.  The second rider wears a beard and tall helmet.  His left hand 

grasps the reins near the horse’s neck, while his right hand holds a spear angling up 

toward the outer border.  Following the second rider the front portions of two riderless 

horses, presumably pulling a chariot, are visible.  The horses’ front legs are off the ground, 

their heads slightly extended. The configuration of the visible portions suggests that they 
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are depicted in a flying gallop.  What appears to be a dog, also in a flying gallop, is visible 

below the horses’ forelegs and belly. 

Counterclockwise from the fortress, two soldiers in rounded helmets and short 

tunics scale a ladder that is propped against the left-hand tower.  One soldier is halfway 

up the ladder, stepping upward with left arm holding his shield over his head, right arm 

grasping the ladder.  The second soldier steps toward the foot of the ladder, shield over 

his head, right hand reaching toward the ladder.  Clockwise from the solders is a palm 

tree with a single engraved line representing the stem, and the foliage symmetrical about 

the stem.  Two date palms dangle below the leaf.  Counterclockwise from the palm a 

soldier in short tunic and rounded helmet swings an axe toward a naturalistic tree with 

curving branches, followed by a similar solder swinging an axe downward towards the 

edge of a lower plant which falls into a gap in the bowl’s surface.  Both of them wear short 

tunics with fringed hems.  Another of the tall, slender plants can be seen directly behind 

the second soldier’s axe.  There is a short gap, after which the forequarters of a horse 

bearing a rider in a tall helmet and holding a spear can be seen.  The remainder of the 

register is missing. A continuous band of linked engraved ‘X’ shapes edges the register, 

followed by a narrow blank space and the edge of the bowl.  
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Illustration A.56: Cy4, Bowl, line drawing 
British Museum, 123053 
Markoe, Phoenician Bronze and Silver Bowls, 248 
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Cy5 

Illustration A.57: Cy5, photo 
British Museum 1892,0519.1 
Courtesy of the British Museum 
 

Cy5 (British Museum 1892,0519.1) is a shallow bronze bowl 15 cm. wide by 3.5 cm 

deep (5.9 by 1.4 inches) with a central figural medallion, engraved cable banding, and 

single register of figural decoration.  It is executed in engraving only with no repoussé.  

The bowl is in extremely poor condition with significant corrosion of the surface and 
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consequent damage to the figures.  Nonetheless, visual analysis has been possible by 

comparison of the black and white and color photos, and by enlargement on the screen.  

Context 

Alessandro di Palma di Cesnola, the younger brother of Luigi Palma di Cesnola found 

Cy5 near Salamis in 1877.  There is no further information regarding context.110 

Images / Content and Style 

The central medallion depicts a slight variant of the smiting Pharaoh motif, on a 

ground plane of three horizontal lines.  Pharaoh, wearing a short kilt and either a double 

or triple atef (hemhem) crown, stands facing right, weight on front foot, back leg braced 

with heel lifted, right arm back and lifted holding a mace, left arm extended straight from 

shoulder and extending his bow over the heads of at least three captives.  The captives, 

wearing trousers or leggings, chests bare, and small in scale compared to Pharaoh, stand 

rather than kneeling, legs and lower bodies facing away from their captor.  Two have 

heads reverted toward Pharaoh, bent arms raised to ward off the impending blow.  The 

third faces away.  An attendant wearing the white crown of Upper Egypt and a short kilt 

stands to the left, weight on his back foot, front foot forward.  He has a quiver of arrows 

slung over his shoulder rather than the usual dead captive.  His right arm is bent with the 

right forefinger pointing up at approximately forty-five degrees.  His left arm extends 

 
110 The British Museum, 
https://britishmuseum.org/research/collection_online/collection_object_details.aspx?objectId=464464&
partId=1&searchText=cyprus+bronze+bowl+cesnola&page=1, accessed July 7, 2019. 
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forward, elbow bent, holding a bow.  To the right is a canonical depiction of the god Horus 

as a falcon-headed man.  Horus stands in partial profile, facing Pharaoh, weight on his 

back (left) foot, right foot extended forward.  He also wears a short, pleated kilt, has a 

bare chest, and wears a solar disc with a uraeus.  His right arm extends straight from the 

shoulder, right hand grasping some type of insignia.111  Three birds fly to the right over 

Pharaoh.   A thick engraved cable band borders the register. 

 The orientation of the central medallion creates a privileged viewing direction and 

central axis for the bowl.   Centered on the vertical axis in the figural register is a vignette 

of two facing personages in chairs.  On the left of the axis, a clockwise-facing female in a 

long dress sits on a throne or chair with a square base and extended curved back.  She 

holds a breastfeeding child on her lap, her right arm supporting the child, left arm and 

hand extended towards the other character in the vignette.  The opposing figure is partly 

illegible – what remains is a chair with a long base, curved seat edge, and curved arm 

supported by vertical uprights (Illustration 2.12).  Only the arms of the figure seated in 

the chair remain, left arm extended from the elbow, left hand reaching toward the right 

hand of the female figure, right arm angling down from the shoulder to brace against the 

unseen leg.  The position of the arms indicates that the figure is seated upright rather 

than reclining.  A square object, possibly a footstool, is visible under the chair. 

 
111 Markoe describes it as a scimitar, an insignia associated with Horus (the “strong arm” of Horus or 
Seth).  Additionally, temple carvings depicted the gods Amun or Montu offering a scimitar to the king 
smiting enemies, however the visual does not correlate.  See Redford, ed., Oxford Encyclopedia of Ancient 
Egypt, s.v. “Insignias,” 165. 
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The throne, the presence of the suckling child, the hairstyle and the cut of her dress 

all suggest that the female figure is either Isis with the child Horus or a royal or elite 

woman assimilated to Isis.  It is likely that the opposing figure is male, though no attributes 

other than the chair remain to suggest a specific identity.  The scene recalls imagery of 

Egyptian royal couples shown facing one another, such as a relief on a small altar from 

Amarna (now in the Neues Museum in Berlin) which depicts Akhenaten and Nefertiti 

seated facing one another with three of their children.112  It seems likely that this is 

depiction of a divine couple, or as suggested above, a royal couple assimilated to the 

divine.   

Clockwise from the facing pair, a male attendant in a short kilt and chin length 

hairstyle extends a wine pitcher in the direction of the royal (?) male’s (?) chair.  Behind 

the servant is a large mixing bowl (cauldron) on a stand with ornate curving legs.  The next 

scene is a male reclining on a kline, weight on his right elbow, right hand extended and 

supporting what can barely be discerned as a drinking bowl (Illustration A.58), left arm 

reaching toward a facing naked female straddling his legs and playing a lyre.  Her right leg 

reaches down to a low stool, her left leg dangles over the front of the kline.  There may 

be an object (wine pitcher?) on the floor in front of the kline’s leg.  Clockwise from the 

couple on the kline, a male figure in a long robe with edge detail, wearing a headdress 

(possibly the cap crown of Egypt), is seated formally on a chair or throne, right arm raising 

 
112 Nefertiti is obviously not depicted as Isis. 
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a drinking bowl to the lips, left arm extended from bent elbow, possibly holding an 

illegible object.  A bird flies toward him at head height. 

Clockwise from the seated figure, a male in short tunic stands facing 

counterclockwise, holding and kissing a naked female. The female’s legs wrap around his 

waist, with her right arm on his left shoulder.  A bird flies clockwise toward the next image, 

a kline with ornate legs, occupied by a naked female lying on her back, legs raised.  It is 

unclear whether there is another occupant of the kline or whether she is alone.  A low 

square stool is visible under the kline.  A counterclockwise facing male figure with head 

illegible, in a wrapped kilt and with bare chest stands clockwise from the kline, right arm 

bent at the elbow and holding an illegible object, possibly a drinking bowl, left arm at his 

side also holding an illegible object, possibly an ankh (based on comparanda) but most 

likely a wine pitcher.  An enormous footed wine jar stands to his left.  This figure is most 

likely an attendant serving wine.  

The next figure, of which only a portion remains, is a male in a short, belted tunic, 

apparently frontal with both feet turned out.  His right arm is bent across his chest, 

possibly with head turned clockwise and playing a horn.  A flower on a tall stem follows, 

and then a standing, clockwise-facing female in partial profile, similar to the female wine 

servers in diaphanous gowns on bowl E9 (note the detail at the neck), with a headdress 

or long hair, wine pitcher dangling from her straight right arm, holding a drinking bowl in 

her extended left hand. Next is a clockwise-facing naked female playing cymbals, and a 

male in a short kilt playing the flute. The next two figures are difficult to discern.  After 
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the flute player, we see the feet, legs, and torso of a male in a mid-calf length robe or kilt, 

in partial profile, facing clockwise, possibly with right arm bent and left arm extended, 

and therefore possibly supporting a musical instrument.  Following this we see a tall, 

slightly curving vertical element, perhaps a plant stem, and then the feet legs and part of 

the torso of a naked female, also facing clockwise, and with one or both arms extended 

at an angle toward the throne of the female ruler / divinity.  This closes the register, which 

is bordered at its outer edge by a band of shallow scallops. 

It should be noted that the significant corrosion of the surface of this object 

significantly changes its visual effect.  Instead of the gleaming gold-colored surface of 

polished bronze, we see a rough and highly patinated red and green surface.  (Refer to 

BM 11505, a bowl from Nimrud now in the British Museum, for an example of how all 

bronze bowls must once have appeared).113  This is one of the few bowls that self-

referentially depicts imagery of drinking bowls.  It is one of a series of bowls from Cypriot 

find spots with ambitious narrative, iconography resembling the costliest bowls, yet 

executed in engraving only and with a very loose open quality in the drawing, for which I 

propose manufacture on Cyprus to meet the needs of the Cypriot elite.  (Refer to text.) 

 
113 See chapter 3, Illustration 3.40. 
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Illustration A.58: Cy5, photograph 
British Museum 1892,0519.1 
Markoe, Phoenician Bronze and Silver Bowls, 251 
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Cy6 

Illustration A.59: Cy6, Bowl, photograph 
Metropolitan Museum 74.51.4556, in Karageorghis, Ancient Art from Cyprus, 307 
Courtesy of the Metropolitan Museum of Art 
 

Cy6 (Metropolitan Museum 74.51.4557, Karageorghis 307, Illustrations A.59-A.60) 

is a fragmentary silver bowl 17.5 cm (6 7/8”) in diameter.  The entire center and 

approximately one-third of the rim are missing.  Portions of two registers of figural 

decoration remain.  The technique is shallow repoussé with engraved outlines and details.    
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Context 

Cy6 is said to come from Kourion:  Luigi Palma di Cesnola identified it as part of the 

“Kourion Treasure.”114 

Images / Content and Style 

As noted above, the bowl’s center is missing.  Beginning from left in the remaining 

portion of the inner register, we see a vignette of deer hunting:  a counterclockwise-facing 

deer with lowered neck (the head is missing), presumably grazing, followed by an antlered 

deer walking counterclockwise, and a running archer in ankle length robe (or trousers?) 

nocking an arrow.  In the following vignette two griffins with raised bird heads flank a 

palmette, each placing a forepaw on the bottommost swirl.  A portion of a walking bird 

and an indistinguishable object comprise the remaining imagery.  A very simple engraved 

cable band borders the register. 

From left in the outer register we see a bird with wings folded, yet depicted above 

the ground plane.  Next is a procession of three female offering bearers in short-sleeved, 

ankle length dresses with V necks.  The dresses are decorated with concentric rows of 

dots.  The first two wear headdresses or have their hair pulled up into buns, the third has 

long hair or wears a shoulder length wig.  All three are depicted in partial profile, left leg 

forward, right leg back, arms extended holding offerings of food.  The first holds trussed 

geese, the second, hindquarters of animals, and the third, a bowl in each hand.115  The 

 
114 Karageorghis, Ancient Art from Cyprus, 188. 
115 Karageorghis notes that the bowls are depicted in section, so that the contents are also illustrated. 
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women approach a table with ogee-profile top, bottom shelf or brace, and intermediate 

vertical supports between the legs.  Two jugs flank a ceramic jar in the center of the table, 

and ladles hang from the table edge.   

Following the table is a large footed jar with two handles, and then a female 

attendant with long hair or wig, wearing a long dress.  She holds a wine jug in her lowered 

right hand, while her extended left holds a stack of three drinking bowls, all shown in 

schematically in section to clearly present their qualities.  After the attendant is a 

procession of three female musicians, all in long dresses.  The first one wears a headdress 

or has her hair in a bun and plays the cymbals.  The second has long hair or wig and plays 

a lyre, the third, with similar hairstyle, plays a double flute. 

Following the musicians, a male and female reclining on couches face one another 

across a laden table.  The couches are kline with carved or turned legs, their cushions 

decorated with parallel rows of punches.  On the left, the female, facing clockwise, with 

long hair or wig and wearing a long dress, rests her right elbow in the couch and holds a 

drinking bowl in her bent left arm.  Behind her couch is an object resembling steps, 

perhaps for climbing up.  The low table, similar to offering tables in temple scenes on 

other bowls, has a top with an ogee edge, curved legs and horizontal shelf bracing the 

legs.  A bowl of fruit sits on it.  A curved object decorated with lines of punches frames 

the fruit bowl and the table.  Karageorghis suggests that this is a screen, however, noting 

that lines of punches decorate all the textiles shown on the bowl, I suggest that it is a 

drape or table cloth, represented schematically in elevation and section so that the detail 
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of the elaborate table may also be shown.  This corresponds to the manner in which the 

drinking bowls are shown in section on this work and also resembles the practice in 

Egyptian art of showing ponds as if seen from the top rather than the side in landscape 

narrative scenes.  The male faces the table, weight on his left elbow, a round object in his 

raised right hand.  He wears a long robe and headdress similar to the Egyptian Red Crown, 

or deshret.  The back leg of his couch falls in the missing area.  A fragment of another 

female musician playing a double flute is the last remaining image in the register. 

Inscriptions in the Cypriot syllabary, which modern scholars identify as having been 

executed at the time the bowl was made, are visible above the reclining male and female.  

The female’s inscription has been interpreted as both a proper name or as “she who 

reigns over Cyprus”, and the male’s fragmentary one as pa-si-le-se, or “king.”116  Based 

on the setting with offering bearers, and contemporary political situation on Cyprus with 

many small polities, however, I identify the reclining male and female as deities rather 

than as a temporal king and queen. (Refer to text for further discussion). 

Analysis 

As with a number of these bowls, the deterioration and, in some cases, subsequent 

conservation efforts, have completely altered both the quality of the surface, and the 

visual balance of surface to decoration, so that what was shiny silver with repoussé and 

darker tracing, has become a dark backdrop on which white linework, enhanced with 

 
116 Karageorghis, Ancient Art from Cyprus, 189. 
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paint through modern conservation efforts, stands out.117 

Illustration A.60: Cy6, Bowl, details  
Metropolitan Museum 74.51.4556 
Markoe, Phoenician Bronze and Silver Bowls, 253 

 
117 For discussion of the bowl’s manufacture, condition, and conservation, See Elizabeth Hendrix, “A 
Cypriot Silver Bowl Reconsidered:  2. The Technique and Physical History of the Bowl,” Metropolitan 
Museum Journal 34 (1999): 21-31. 
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Cy7 

Illustration A.61: Cy7, photo 
Metropolitan Museum 74.51.4556, in Karageorghis, Ancient Art From Cyprus, 305 
Courtesy Metropolitan Museum of Art 
 

Cy7 (Metropolitan Museum 74.51.4556, Karageorghis 305, Illustration A.61) is a 

fragmentary silver bowl 18.1 cm (7.125”) in diameter.   The format is a figural central 

medallion and two registers of figural decoration, separated by cable bands.  The 
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remaining portions include part of the central medallion, and portions of the first and 

second registers.  The technique is shallow repoussé with engraved outlines and details.      

Context 

Like Cy6, Cy7 is said to come from Kourion:  Cesnola identified it as part his “Kourion 

Treasure.”118 

Images / Content and Style 

The central medallion depicts another instance of the smiting pharaoh motif, also 

found on Cy2, Cy5, Cy7, Cy8, E1, and E2.  It is difficult to determine how this version fits 

into the canon, as so much of the scene is missing.  On the left, a portion of the attendant 

with fan remains.  Pharaoh wears the traditional hemhem crown but appears to be 

holding a club rather than a mace and to have an armband.  A tiny fragment to the lower 

left of the medallion appears to represent the legs and one arm of a kilted male, lying or 

falling onto his back.  Given however that this figure belongs to a different fragment, it is 

possible that it belonged elsewhere in the original design, possibly as the legs and arm of 

the attendant holding the fan on the left of the medallion.  The rest of the scene is 

undecipherable, although there is remaining linework where we would expect to see 

captives cowering beneath the expected blow from Pharaoh’s weapon.  An elaborate 

double-line cable band edges the medallion. 

 
118 Karageorghis, Ancient Art from Cyprus, 186. 
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Two main fragments of the first register remain.  Beginning underneath the central 

medallion, we see the wheel of what is probably a chariot pulled by a single horse, and 

then three soldiers bearing tall oval shields.  In the next fragment a portion of what may 

be a flying bird is visible, followed by a lyre player and a double flute player in long robes, 

visible from the knees up, and then what is likely another robed musician playing an 

illegible instrument.  Portions of two more illegible figures are visible, two above and to 

the right of the medallion, and two to the bottom right.  A second ornate cable band 

divides the first and second registers. 

The remaining portions of the second register is clearly a version of the narrative 

that can also be seen in the outer register of E2 (Italian peninsula) involving a city, an elite 

male in combat with monsters (who look more like gorillas on this version, and more like 

burly, hairy humans on E2) and the rescue of the elite man by a winged female deity, (or 

his apotheosis). 
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Cy8 

Illustration A.62: Cy8, Bowl, photo 
Metropolitan Museum 74.51.4554, in Karageorghis, Ancient Art from Cyprus, 299 
Courtesy of the Metropolitan Museum of Art 
 

Cy8 (Metropolitan Museum 74.51.4554, Karageorghis 299, Illustrations A.62-A.65) 

is a gilt silver bowl with a round base, 16.8 cm in diameter by 3.1 cm deep (6.61 inches x 

1.22 inches).  The technique is repoussé with engraved outlines and details.  The format 



 532 

is a figural central medallion with two registers of figural decoration.  The bowl is in 

excellent condition, with all the imagery preserved and legible. 

Context 

Like Cy6 and Cy7, Cy8 is said to come from the “Kourion Treasure.”119 

Images / Content and Style 

The central medallion (Illustration 2.17) is a combat between a deity and a rampant 

lion.  The four-winged deity stands just left of center, top wings spread at an angle of 

approximately fifteen degrees, bottom wings spread downward at approximately sixty 

degrees from the horizontal.  Feathers are divided into three rows, with the individual 

feathers in the outer two rows delineated with engraved lines, including a small angled 

line indicating the tip of each feather at the wing’s edge, and the feathers in the inmost 

row indicated with lines of small punches.  The wings cross the edge of and overlay the 

cable band that borders the medallion.120  Rounded repoussé rocks indicate the ground 

plane with apparent depth of field behind the deity’s feet, rather than the usual horizontal 

line.  The deity is shown in partial profile, weight on his back (right leg), left leg extended 

in front with foot flat on the ground.  He wears a short-sleeved, open robe over a short 

tunic with legs and feet bare.  Banding of alternating double engraved lines and rows of 

small flat punches decorates the skirt of the tunic, with punches only near the waist.  The 

 
119 Karageorghis, Ancient Art from Cyprus, 182. 
120 This may be a unique case among the surviving bowls. 
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robe is belted and falls open from the waist.  Tiny, closely spaced punches around the 

open skirt suggest a fringed edge trim.  The outside is decorated with overlapping scallops 

with a ‘bowling-pin’ profile, similar to the patterning used to indicate topography on some 

of the bowls from the Italian peninsula.  A band with tiny punched dots trims the V neck.  

The face is quite detailed:  the nose is shown in profile, with a tiny punch indicating the 

nostril, and engraved lines delineate the mouth.  The deity is bearded.  On his head he 

wears a rounded cap or helmet which peaks in the back.  The helmet is textured with rows 

of punches and has a tassel or crest at the peak.  A roll of fabric, possibly a coif, cascades 

down the neck and turns up at the shoulder.121 

The right arm extends at shoulder height, raised right hand grasping the hilt of a 

sword as if were a spear.  The pommel of the sword is visible above the hand, the 

crossguard, visible just below the hand, ornamented with three punches.  The triangular 

blade, indicated with three lines of narrow repoussé work, angles down at approximately 

30 degrees from the horizontal to meet the lion’s chest. The deity’s left arm extends from 

the left shoulder, left hand raised to grasp the lion’s right foreleg. 

The lion faces the deity, left hind paw adjacent to the deity’s foot, right forepaw, 

like the deity’s wings, crossing and overlaying the border band. As noted above, he stands 

on both hind legs, rearing back slightly, left foreleg extending from his shoulder at the 

deity’s waist height, and right foreleg raised and held in the deity’s left hand.  His mane, 

 
121 Karageorghis identifies this as Assyrian costume. See Ancient Art from Cyprus, 182. 
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indicated with rows of oval shapes, lays closely on his neck and spills down his back slightly 

to highlight the shape of his shoulder.  His head angles slightly backward.  The facial detail 

includes eyes, ears, cheek, nostrils, fangs, gums, and protruding tongue delineated with 

engraving.  His tail extends downward from his back to cross the edge of the border band 

and then turn up behind his left foot. 

Two Horus falcons complete the scene, one hovering in the space between the 

deity’s right wing and the edge of the medallion, the other above the deity’s head.  Each 

falcon has its right wing angled downward, left wing angled upward, head in profile. The 

wing and tail feathers are delineated with closely spaced lines, with small punches 

texturing the upper wings, body and head.  An elaborate cable band edges the medallion:  

double engraved lines form overlapping S shapes, with lines of extremely small punches 

offset within.  A row of larger punches borders the cable on each side. 

The first register is a series of vignettes separated, for the most part, by stylized 

trees.  Several of the vignettes portray dramatic scenes which are typically foregrounded 

in central figural medallions rather than being one of many elements in a register. The 

register relates formally to the medallion:  the artist has located a stylized tree executed 

in deep repoussé on the central vertical axis directly above the deity’s head.  Proceeding 

counterclockwise from the tree, the first vignette is a lion with his left forepaw placed on 

the head of a supine captive.  This motif occurs in the central medallion of E3, the 

Bernardini cauldron, on E6, and repeated multiple times in the first register of Cy2.  The 

captive is naked on both E3 and E6, clothed on Cy2, and in this instance fully dressed in a 
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long, decorated open robe similar to that worn by the deity in the central medallion and 

pointed helmet with coif curling up at the back of the neck.  The lion, like the lion in the 

central medallion has a mane lying closely on its neck, open mouth, and protruding 

tongue.  It stands on three legs, head erect and tail curling up in an oval over its back.  The 

captive reclines on his back and left elbow, left leg extended, right leg bent at the knee to 

reveal part of the bare leg where the robe falls open.  His right hand rests on his right 

knee.  His head is turned away from the lion. The lion’s pose appears more heraldic than 

predatory.   

Clockwise from the lion and captive are two stylized trees framing a vignette of a 

sphinx.   The trees are depicted as large leaf forms with single longitudinal main vein, and 

engraved and angled veins filled with punches.  The clockwise-facing sphinx has a lion 

body and human head.  It is depicted in full profile, hind legs curled under, forelegs 

stretched out in front, wearing a pectoral.  Finely engraved lines indicate the hair or wig 

which is tucked behind the ears and falls to the shoulders.  The face is smooth and 

expressionless.  The sphinx wears the double crown of Upper and Lower Egypt.  Floating 

over its back are two rectangular cartouches framed by engraved lines on the long sides. 

Clockwise from the sphinx vignette is a scene of two bulls in combat.  The bulls are 

fairly naturalistic in depiction, with musculature modeled in repoussé.   They stand with 

all four legs on the ground, heads lowered and horns locked.  Their tails spring up from 

their rumps to fall toward the ground.  Engraved lines indicate eye and eyebrow, ribs, and 

tail tufts.  The depiction of the bulls with repoussé musculature, lowered heads, and 
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mane-like ruffs around the neck, is similar to the bulls shown in the bull combats on bowl 

Cr16 (Chapter 3).  Another leaf-shaped stylized tree closes the scene.   

The next vignette is of two bulls walking peacefully clockwise, recalling the at least 

seven bowls with files of bulls filling a register.122  Another stylized tree closes the scene.  

The next several vignettes are not separated by trees. The first is a cow nursing a calf.  The 

cow faces clockwise, tail hanging down, head reverted to nuzzle the calf, who half-

crouches under her body, head raised to the udder.  The cow is shown, like the bulls, with 

a mane-like ruff indicated with engraved parallel lines.  Although the cow bears no special 

attributes, the posture of cow and calf is reminiscent of depictions of the Egyptian 

goddess Hathor as a nursing cow.123  Clockwise from the cow and calf an archer crouches 

on one knee and prepares to shoot an arrow clockwise toward a lion.  The archer is bare-

chested, wears a belt and leggings or kilt, and is either shaven-headed or wearing a close-

fitting cap.  The clockwise-facing lion crouches on its hind legs.  The lion rests its right 

forepaw on the back of a male in a kilt or short leggings and Egyptian hairstyle.  The male 

kneels with both forearms extended on the ground in front, eyes closed and head angled 

down.  The lion’s left forepaw is raised with claws extended.  Its mouth is open.  

Immediately clockwise from the lion, a counterclockwise-facing soldier threatens it with 

a spear.  The soldier stands in partial profile, weight split between his legs, holding his 

 
122 Refer to Appendix 2 for concordance of motifs. 
123 Hathor as cow frequently wears an Egyptian menat-necklace and / or a solar disc.  The central exterior 
medallion of E9 depicts a cow wearing a necklace with a nursing calf in a stylized papyrus brake. 
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spear at shoulder height (and apparently behind his back).  The spear extends between 

the lion’s teeth.  The soldier wears a hybrid costume of belted tunic with diagonal 

patterning similar to the deity’s robe, short sleeves, and asymmetrical hem, and an 

Egyptian headdress.  The lion is depicted in front of a stylized papyrus brake.  The outline 

of the papyrus brake crosses the border band, however, unlike the deity’s wings, it 

appears that the artist ultimately decided to privilege the border band over the contents 

of the register, as the cable band is engraved across the raised outline.124  Following the 

lion, a horse with a long tail and short mane grazes quietly.  Like all the other figures, the 

horse is highly detailed, with muscles modelled in repoussé, eyes, ears, nostrils, and 

individual hairs of the mane delineated with engraving.  This brings us back to the stylized 

tree above the deity’s head, closing the register.  A second elaborate cable band, 

bordered by punches and identical in width and execution to the first, edges the first 

register and serves as the ground plane for the second register. 

The second register also relates formally to the first and to the medallion.  A knee-

high stylized tree, with leaf shaped outline and foliage indicated with angled rows of 

punches, centered on the vertical axis of the bowl, aligns with the tree below and with 

the head of the deity, anchoring the first vignette.   This scene, centered on the vertical 

axis of the bowl, consists of a clockwise facing male in combat with a griffin, with a Horus 

falcon presiding.  The falcon hovers at shoulder height at the left of the scene.  The male 

 
124 The papyrus brake resembles the one on the medallion of E9 in the note above, where it serves as the 
backdrop to Hathor and calf. 
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is dressed in a belted open robe and tunic identical to that of the deity:  the short-sleeved 

robe with V neck, over lapping scale pattern, open to the waist, and with a fringed hem 

indicated with tiny punches.  The tunic underneath is ornamented with double engraved 

lines alternating with rows of punches.  The male has shoulder length straight hair 

confined by a head band at the forehead.   The artist has indicated hair, beard, mouth, 

eye, eyebrow and nostrils with engraving, and has modelled the musculature of the knee 

and arm in repoussé.  It should be recalled that the entire bowl is 6.61 inches in diameter, 

making this figure approximately one inch tall.  The male stands in partial profile, weight 

between the legs, his right hand thrusting a sword into the griffin’s chest, his left arm 

extended from the shoulder, grasping the griffin’s crest. 

The griffin stands on hind legs, facing the man, left paw extending toward the man’s 

waist, right paw draped over his left elbow, bird head turned away, beak open, and crest 

plumes curling down the back of its neck.  The tail curves up from the hindquarters and 

returns in an oval.  The wings are open at approximately forty-five degrees from the 

ground plane, indicated, as in the central medallion with two rows of feathers individually 

delineated with lines and one row with punches.  The artist has modeled the musculature 

of the forearm in repoussé and individual tufts of the tail with engraving.  The content of 

this vignette bears an interesting formal relationship to the central medallion:  the 

medallion depicts a winged humanoid in combat with a mortal lion, while this scene, 

directly above it, depicts a mortal human in combat with a winged being.  A small stylized 

tree with angled veins divides this scene from the next.   
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Proceeding clockwise, the next scene is a smiting Pharaoh (Illustration 2.18), the 

best preserved and most detailed on any of the currently known bowls.  As will be seen 

in Chapter 5, this version bears an astonishing similarity to the central medallion of Bowl 

E1.  From left, the usual attendant stands in partial profile, weight on his back (right) leg, 

left foot extended forward. He wears a short tunic with a round neck and short sleeves, 

ornamented with alternating double engraved lines and rows of punches.  He holds a 

dead captive with arms and head lolling back over his right shoulder and legs dangling, 

and grasps a spear in his right hand, point upwards at an approximately seventy-five-

degree angle.  His extended left hand grasps a fan at approximately hip height.  He is 

bearded and wears an Egyptian hairstyle or headdress, and the artist has modeled the 

musculature of the knee, and engraved the eyes, eyebrows, nostril, lips, and moustache. 

Pharaoh stands in the typical posture, wide stance, facing to his left, arms aligned 

with the shoulders, right hand raised holding a club, and extended left hand grasping a 

bow and thee arrows over the heads of the captives.  He wears an asymmetrical pleated 

and fringed kilt with front apron:  a row of punches delineates the fringe.  Texture on his 

upper abdomen and bands on his upper arms suggest either a tight fitting short sleeved 

garment or an additional ornamented textile wrapped around his waist and diaphragm 

with jewelry on his upper arms.  He wears a pectoral at his neck, and on his head, the Blue 

Crown, or khepresh, with a solar disc, double uraeus (cobras facing front and back) and 



 540 

the double ostrich feathers of Osiris’ atef crown.125  The headpiece of the crown is 

ornamented with engraved horizontal lines, reminiscent of the striping on the nemes 

headcloth worn only by kings.126    

Three captives kneel under Pharaoh’s outstretched arm, two facing toward him and 

one facing away.  The two left-facing captives are bearded and wear rounded helmets.  

Their arms are raised with elbows bent, perhaps in supplication or defense.  The front 

captive’s lower body is turned away, weight on bent left knee, outstretched right leg 

visible between the king’s feet.  He wears a short-sleeved long robe ornamented with a 

diamond-shaped hatch pattern with a single dot in the middle of each diamond.  The back 

captive has an ornamented arm drape as part of his garment. The right facing captive 

appears to be clean-shaven.  He wears a short kilt or leggings ornamented with stripes, 

with a highly ornamented arm drape, hands raised toward the god Horus on the right of 

the scene.   

Horus, depicted as a falcon headed man, faces counterclockwise into the scene.  He 

stands in partial profile, weight on his back (left) foot, right leg extended forward, left arm 

at his side holding an ankh, right arm extended from the shoulder and holding either a 

 
125 This is very similar to the hemhem crown, which is a triple atef.  Egyptian rulers, royalty, and gods 
wore a variety of crowns and headdresses with different connotations:  for example, Hatshepsut is 
depicted as having worn nine different types of crowns at her coronation.  Crowns served to visually 
enhance the ruler –the Pyramid Texts refer to the luminous color of the Red and White crowns (deshret 
and hedjat).  In addition, elements of the crowns and headdresses could be combined in different ways 
for different meanings or situations.   The Blue Crown “came to be the quintessential crown of the living 
ruler.” See Goebs, "Crowns,” 321-25. 
126 The famous gold mask of Tutankhamen depicts the dead king wearing a nemes. 
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ma’at feather, symbol of truth and justice, or an ostrich plume fan, symbolizing 

protection, and used by Isis to resurrect her dead husband Osiris.127   He wears a solar 

disc on his head, wrist and arm bands, and a pleated, asymmetrical wrapped kilt.  Three 

cartouches in rectangular borders float in the scene:  one above and between the 

attendant and his fan, one between Horus and the kneeling captive and one above Horus’ 

arm between his head and the ma’at feather / ostrich plume.  

The next vignette is crashing griffin scene similar to those on Cy1 and Cy2.  In this 

case, the artist has given the warrior a finely pleated belted kilt, ornamented pectoral, 

and has detailed the strands of hair, ears, eye and nostril with engraved lines.  Even the 

rocks on which the warrior braces his front foot are ornamented with a row of punches 

inset from their engraved outlines. Clockwise from the griffin is an elaborate two-tiered 

palmette, like the rocks in the previous scene ornamented with extra rows of punches on 

all of the curving elements.  The vertical elements rising from both volutes resemble 

ostrich feathers. The palmette is symmetrical except for one extra papyrus flower curving 

up at ground level on the clockwise side. 

Clockwise from the palmette are two rectangular cartouches followed by a 

canonical and highly detailed depiction of a winged Isis, identified by the shape of her wig 

and her narrow dress which leaves her breasts bare.  The mid-calf length dress is 

ornamented with horizontal banding.  At her neck is a pectoral with beaded trim.  Her 

 
127 For ostrich plume fan, see Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias,” fig. 11 
and text. 
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right arm and wing angle downward at about forty-five degrees from the horizontal, her 

left upward at about fifteen degrees.  The wings are detailed with individual feathers.  She 

holds a lotus flower with individual petals delineated in each hand, looking into the one 

in her left hand.  Clockwise from Isis is a second two-tiered palmette, similar to the first, 

but with stylized papyrus flowers in its top tier and one papyrus and one lily flower at the 

ground plane.  

The next scene is two human headed sphinxes flanking a palmette.  The palmette 

has a tall stem and only one major tier of volutes with ostrich feather elements.  Each 

sphinx stands partially erect, near hind paw forward, far hind paw back, and rests its near 

forepaw on a round object, presumably a rock, and its far forepaw on a papyrus flower 

curling from the stem at mid-height, head thrown back to sniff the papyrus flowers 

extending from the top of the palmette.  Each element of the palmette is detailed with a 

row of punches offset from the edge.  The rocks and the ground plane are filled with rows 

of small punches.  The sphinxes wear pectoral collars detailed with four rows of 

alternating punches and engraved lines, and a beaded edge suggested by larger punches.  

Their elaborate hairstyles or headdresses involve rows of punches and a curling forelock 

over the ears.  Their tails spring up from their hindquarters in a ‘U’ shape. Engraved lines 

indicate their ankle joints and individual toes. 

Clockwise from the sphinxes, two goats flank another two-tiered palmette, this one 

with ostrich feathers in both tiers. The goats stand in a position similar to the sphinxes, 

one forepaw resting on an element near the ground plane, the other on a volute at 
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shoulder height.  Their musculature is modeled in repoussé and highlighted with 

engraving.  Engraved lines detail their hoofs, ears, beards, eyes, and mouths. A stylized 

tree springs from behind the first goat, with a second visible between the second goat 

and the next scene.  The next vignette is a combat between another of the hairy 

humanoid monsters and a lion.  The humanoid is depicted as a burly male with a tail, 

shoulder length hair, and beard.  He wears what appears to be a leopard skin, belted at 

the waist, and wrestles with the lion, torso bent slightly forward from the waist, right 

hand grasping the lion’s left hind paw, left arm wrapped around the lion’s body with 

fingers visible on the lion’s back.  The lion faces the male, right back paw on the ground, 

head above and slightly behind the male.  A tall stylized tree is visible behind the male, a 

small stylized bush between the figures, and another stylized tree behind the lion’s 

back.128 

The final scene in the register is a vignette of two griffins flanking a two-tiered 

palmette with no vertical elements in the first tier and three papyrus flowers in the 

second.  The griffins take the same position as the sphinxes and goats:  they rest their 

front forepaws on papyrus flowers near the ground plane and on the volute in the first 

tier.   Their heads are raised to sniff lotus flowers curling from the top tier.  Eyes, toes, 

musculature, beaks, and wing are detailed with engraving and punches.  The griffin on the 

 
128 Karageorghis identifies the humanoid as Melqart, the Levantine analog of Herakles, however, it does 
strongly resemble the humanoid figures on E2 and Cy7.  It is possible that the artist intended the tail to be 
seen as attached to the leopard skin, but on both Cy2 and Cy8, its position appears to relate to the 
posture of the figure rather than hanging like a dead appendage. 
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far side of the palmette has engraved scallops depicting feathers on his chest.  This brings 

us back to the first scene.  A composite border band of a row of closely spaced punches 

edging a frieze of stylized daisy-like flowers linked by scalloped stems with stylized leaf 

elements behind edges the bowl.  

This bowl bears two inscriptions of ownership, both in the Cypriot syllabary and both 

in the outer register.  The first is located over the scene of the robed man in combat with 

the griffin, showing that the inscriber recognized this as a privileged location.  The 

inscription is not centered over the vignette but offset clockwise from the man’s head to 

fall over the griffin, suggesting that the inscription was not contemplated as part of the 

bowl’s original design, but was added later, whether by the commissioning owner or a 

later owner.  It reads, “I am [the bowl] of Akestor, king of Paphos,” and has been partially 

erased.  The second one occurs at the left quarter point, above the scene of the humanoid 

wrestling with the lion, another privileged location, and reads “I am [the bowl] of 

Timokretes.”129 

Karageorghis dates the original inscription to circa 725 – 675 B. C.  He dates the 

second to 525 B. C., but this is conjectural, on the basis that 525 B. C. is when the Persians 

took over Paphos.130  Bowls traveled via gift exchange, and like the bowl of Yaba, via elite 

marriage.    (For example, one of the bowls from the Italian Peninsula bears an inscription 

from a prior owner with a Levantine name.)  This bowl’s final resting place was a 

 
129 For location and translation of inscription, see Karageorghis, Ancient Art from Cyprus, 183. 
130 Karageorghis, Ancient Art from Cyprus, 183. 
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presumed tomb near Kourion:  there is no reason to presume catastrophic political 

circumstances for a change of ownership and addition of a later inscription.  The 

inscriptions do, however, provide concrete evidence, in this specific case, for what we 

presume to be the case with many of the bowls:  a long life history with multiple owners 

and at least one change of location (Paphos to Kourion), if not many more.  The first 

inscription additionally provides a specific evidence for royal ownership.  This is a case 

where inscriptions are not visually foregrounded but disappear into the imagery. 

 

Illustration A.63: Cy8, details 
Metropolitan Museum 74.51.4554, in Karageorghis, Ancient Art from Cyprus, 299 
Courtesy of the Metropolitan Museum of Art 
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Illustration A.64: Cy8, central medallion 
Metropolitan Museum 74.51.4554, Karageorghis, Ancient Art from Cyprus, 299 
Courtesy of the Metropolitan Museum of Art 
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Illustration A.65: Cy8, Detail of smiting Pharaoh 
Metropolitan Museum 74.51.4554, in Karageorghis Ancient Art from Cyprus, 299 
Courtesy of the Metropolitan Museum of Art 
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Cy9 

Illustration A.66: Cy9, photo 
Metropolitan Museum 74.51.4551, Karageorghis, Ancient Art from Cyprus, 301 
Courtesy of the Metropolitan Museum of Art 
 

Cy9 (Metropolitan Museum 74.51.4551, Karageorghis 301, Illustration A.66) is gold, 

14.2 cm in diameter x 4.9 cm deep (5.375 x 1.875 inches).  The shape is a shallow cone 

with curving sides.  The format is a central rosette medallion and two registers of figural 
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decoration.  The technique is engraving and repoussé, and the bowl is in excellent 

condition. 

Context 

Cy9 is attributed to the “Kourion Treasure.” 

Images / Content and Style 

The medallion has a deep repoussé center surrounded by approximately thirty-

seven repoussé petals with rounded ends and long sides touching.  Double engraved lines 

define the edges.  Outside the rosette is a blank space almost as wide as the petals.  The 

two bands not only separate the registers from one another, but also form part of the 

figural decoration:  executed in repoussé with evenly spaced engraved wavy lines, they 

schematically represent water seen from the top, a device frequently used in Egyptian art 

to convey the quality of the depicted element.  Both registers depict stylized marsh scenes 

defined by the water and by a backdrop of evenly spaced, nearly identical, papyrus plants:  

forty-one in the first register and fifty-nine in the second.  In the first register, seven 

elongated ducks, nearly evenly spaced around the register, swim clockwise in the water.  

The ducks are shown in a side view, even though the water is seen from the top.  A second 

blank space separates the first and second registers.  Three deer and three lions swim 

clockwise around the marsh in register two:  from the top in Illustration 2.19, a deer at 

approximately 5 degrees, three lions at approximately 130, 175, and 220 degrees, and 

two more deer at 270 and 350 degrees. 
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Cy10 

Illustration A.67: Cy10, photo 
Metropolitan Museum 74.51.5616 
Courtesy of the Metropolitan Museum of Art 
 

Cy10 (Metropolitan Museum 74.51.5616, Illustration A.67) is a bronze bowl with a 

relatively flat bottom curving up to relatively straight sides, a flat rim ornamented with 
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equally spaced round knobs, and two handles.131  The bowl is 30.8 cm in diameter by 5.1 

cm deep (12.125 x 2 inches), unusually large for the corpus.  The format is a rosette 

medallion with one adjacent register of figural decoration and a blank outer register.  The 

technique is shallow repoussé with engraving, and the condition is poor, with surface 

corrosion and a missing portion in the blank outer register. 

Context 

Cy10 is said to come from Kourion. 

Images / Content and Style 

The medallion and first register are located in the depressed base of the bowl.  The 

rosette has a shallow repoussé center with a round depression in the middle, edged with 

double engraved lines.  Twenty-three petals with long sides touching and shallow curved 

tips surround the center.  Double engraved lines also define the petals, which are not 

quite regular in width.  A band consisting of two engraved circles edging a not-quite 

regular engraved cable surrounds the rosette and forms the ground plane for the register.  

The cable is off-center in the band. 

Approximatively thirty-one papyrus plants fill the register from ground plane nearly 

to the edge and provide a backdrop for a file of goats with extravagantly curved horns.  

Double engraved lines form the stems, while roughly symmetrical sprays of closely spaced 

 
131 Metropolitan Museum of Art, “Bronze Bowl,” accessed April 2, 2018, 
https://www.metmuseum.org/art/collection/search/244495. Only one of the handles is visible in the 
photograph. 
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engraved lines form the blooms. Like the rosette petals and the curving elements of the 

cable motif, the plants are clearly intended to be regularly spaced but miss being so:  their 

rhythm of their spacing is pleasing but not precise.  The four goats are approximately 

equally spaced around the register.    They are gracefully executed in curvilinear linework 

with light repoussé modeling of the muscles and appear to be the most confidently 

executed element of the figural decoration.   The step up from the base to the body of 

the bowl forms the edge of the register. 
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Cy11 

Illustration A.68: Cy11, photo 
Metropolitan Museum 74.51.4552, in Karageorghis, Ancient Art from Cyprus, 302 
Courtesy of the Metropolitan Museum of Art 
 

Cy11 (Metropolitan Museum 74.51.4552, Karageorghis 302, Illustration A.68-A.69) 

is silver, 15.7 cm in diameter by 4.2 cm deep (6.125 x 1.625 inches).  The format is a central 
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rosette medallion with two registers of figural decoration.  The technique is engraving 

with no repoussé, and the bowl is inscribed with a claim of ownership in the Cypriot 

syllabary.  The bowl is in very poor condition with most of the exterior completely gone, 

but with most of the interior surface preserved.   

Context 

Cy11 is said to come from Kourion. 

Images / Content and Style 

The rosette medallion has a small center and sixteen petals executed in double 

engraved lines, inscribed within a border of three engraved circles, followed by a blank 

register equal in radius to the radius of the medallion itself.  Three equally spaced lines 

edge the blank register and form the ground plane for the first figural register, which is 

equal in width to the blank register.  A frieze of alternating stylized lotus flowers and buds 

fills this register.  Two engraved lines edge the register, followed by a second blank 

register equal in width to the combined width of the first figural register plus its edge 

banding.   

The fourth (second figural) register is equal in width to the second blank register.  

Three lines form the ground plane.  From top in Illustration 2.22, and proceeding 

clockwise, we see a fairly naturalistic tree with a sturdy trunk patterned with cross 

hatching, and spreading branches and leaves, followed by a pair of facing griffins flanking 

a palmette.  The first sits facing clockwise in profile position with wings spread at a forty-
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five-degree angle.  It has a lion body and a curling crest on its bird head, and an apron 

hanging from its neck.  Its head is tilted back at an angle.  The palmette has a joined double 

trunk separating into symmetrical spirals from which a single lotus flower depends on 

each side, supporting a voluted top tier.  The opposing griffin, also with apron, has a much 

wider head and gazes straight forward at the palmette.  Following the griffins is an 

apparent palm tree, followed by a recumbent sphinx (floating off the ground plane) facing 

an ankh-like symbol.  The clockwise-facing sphinx lies on all fours, head raised, and wings 

at an approximate forty-five-degree angle.  It has a female head with long hair or wig 

falling to the shoulders and wears what may be intended to be a uraeus headdress.  

Concentric arcs decorate its hindquarter.  Its forepaws extend toward the symbol, 

depicted as an O shape hovering just over a hatchet form.  It is unclear whether this is an 

idiosyncratic depiction of an ankh or something completely different.  

Next is a pair of confronted Horus falcons holding flails, the Egyptian symbol of royal 

authority.132  Each falcon stands on the upward curving stem of a papyrus flower, back 

wing raised at approximately thirty degrees from horizontal, front wing folded and flail 

over the shoulder.  A single lotus flower rises out of the ground plane between the 

papyrus stems.  Following the falcons are two flowers hanging from tall stems with a U 

shaped top, one flower drooping to the right and the other to the left.   The stems of the 

flowers follow the form of the Egyptian a’wt staff, used on journeys.133  The inscription 

 
132Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias.” 
133Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias.” 
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extends from under the blossom of the second flower to under the wing of the adjacent 

duck motif and reads “I am the bowl of Epiorwos, son of Dies.”134  In this case, the word 

bowl (phiale) is specifically included in the inscription rather than implied.  After the 

inscription we see a duck flying counterclockwise.  This duck resembles the hieroglyphic 

duck in the frieze of E14 (Chapter 5), Gardiner sign G40, which has the meaning of “duck 

flying”.  After the duck is another one of the bushy, naturalistic trees.  The next vignette 

is an extremely unusual motif: a pair of winged snakes with erect heads confronting one 

another across a four-stemmed, spiky, symmetrical plant with a bushy blossom springing 

up from its base at either side.  The snake before the plant wears a headdress, pulls its 

head slightly back, and extends its forked tongue.  The snake after the plant has no 

headdress and extends its head slightly forward, tongue extending from its mouth.  A 

similar symbol occurs in the outer register of Cy16, fragment B, among the non-textual 

hieroglyphic decoration.   When interpreted symbolically in the hieroglyphic context of 

Cy16, the image proves to be a conflation of a cobra (uraeus goddess) with a Horus falcon, 

thus a combination of divine femininity with a male divinity specifically associated with 

royal power and divine patronage of the king. 

A single-tiered palmette with a thick trunk follows the composite snake vignette.   A 

hawk, apparently perched in mid-air, faces the palmette.  Behind the hawk is a 

counterclockwise-facing four-winged deity, depicted in partial profile. He is bare-chested 

 
134 Karageorghis, Ancient Art from Cyprus, 185. 
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and wears a pectoral and ankle-length pleated skirt with detail around the hips, and short 

hairstyle.  Both arms are spread at shoulder height, with raised hands holding what 

appear to be blossoms. The wing configuration resembles that of Khepri, the Egyptian god 

of the rising sun depicted as a scarab beetle, with top wings spreading out and lower 

wings curving down from under the top ones (for example, Cy4, refer to Illustration 2.9)   

A stylized symmetrical lotus plant separates the deity from the next vignette:   two 

confronted two-winged creatures flanking a stylized plant.  The creatures take the form 

of leggy humanoids with animal heads.  The rounded heads with large eyes resemble 

frogs, lizards, or perhaps fish.  They wear headdresses of three plumes.  Each appears to 

be in the act of dropping to one knee, with the other foot flat the ground, front arm and 

wing lowered at approximately forty degrees from the horizontal, back arm raised at 

thirty degrees, and holding a stemmed blossom in each hand.  The second of the two 

creatures wears a pectoral.  The plant in the center has a slender central trunk that splits 

into a V with a tufted papyrus flower on each stem.  A palm tree separates the frog-like 

creatures from the next vignette, two sphinxes confronting one another across a 

palmette.  The sphinxes sit on their hindquarters, forepaws on the ground.  They have 

human heads with hair or wigs falling to the shoulders, and wear uraeus headdresses and 

aprons, bringing us back to the naturalistic tree at the top in Illustration 2.20.  With the 

substitution of the sphinxes, this grouping is nearly identical to the pair of griffins 

symmetrically located on the other side of the tree.  Three more engraved lines border 

the register. 
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Illustration A.69: Cy11, photo 
Metropolitan Museum 74.51.4552, in Karageorghis, Ancient Art from Cyprus, 302 
Markoe, Phoenician Bronze and Silver Bowls, 262 
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Cy12 

Illustration A.70: Cy12, photo 
Metropolitan Museum 74.51.4553, Karageorghis, Ancient Art from Cyprus, 297 
Courtesy of the Metropolitan Museum of Art 
 

Cy12 (Met Museum 74.51.4553, Karageorghis 297, Illustration A.70) is of gilded 

silver, 15.4 cm in diameter by 3.2 cm tall (6.125 x 1.25 inches).  It is executed in engraving 

and repoussé. The format is a central figural medallion with two registers of figural 
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decoration.  The condition is fair to poor, with a segment of the rim missing and some 

corrosion of the interior surface. 

Context 

Cy12 comes from the Cesnola Collection and is attributed to the “Kourion Treasure,” 

thus a likely tomb location.135 

Images / Content and Style 

The medallion consists of a right-facing bull seen in full profile standing on a ground 

plane that matches the border band.  The bull has naturalistic musculature modeled in 

repoussé and outlines and details in elegant, curvilinear engraved line work. He stands on 

all four feet, right foreleg back, right hind leg forward, left foreleg forward and right 

foreleg back.   No genitalia are visible:  the absence of an udder indicates the animal’s 

identity as a bull.  The tail reaches the ground, with a twisted tuft at the end.  The head is 

raised, with gaze straight forward.  Short horns angle slightly forward.  The eye, ear, 

nostril, and muzzle are detailed with linework. The animal has a mane-like ruff with fur 

indicate in parallel curving lines over its neck and shoulder, similar to the bulls in combat 

in the first register of Cy8 and on Cr16 (Chapter 3).  The border and ground plane consist 

of consecutive large flat punches with small punches in their centers, edged by small flat 

punches on each side.  With the exception of the small central punches, this band is 

 
135 Karageorghis, Ancient Art from Cyprus, 180. 
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identical to the bands on Cy2, and, it will be seen on Cy15, with the same slightly casual 

execution: the spacing of the punches is somewhat irregular, and the outer bands do not 

maintain a consistent distance from the central band. 

The first register is a file of seven clockwise-facing horses.  The horses are similar, 

but not identical in execution.  They pace quietly along the ground plane, heads down as 

if to graze.  The shape of the bodies, the engraved details such as eyes and ears, and the 

repoussé modeling of the muscles are quite naturalistic.  The manes are detailed with 

individual engraved lines falling forward on the necks, while rows of dashed lines indicate 

the tails.  A second composite punched band divides the second from the third register. 

The third register relates formally to the medallion, with the motif at the top 

centered directly over the bull in the medallion below.  Damage obscures a great deal of 

the imagery, but it can be seen that it depicts a sequence of five approximately equally 

spaced vignettes of herbivorous animals in front of papyrus clusters.  From top, a nursing 

cow, a horse (discernible by the mane and tail), a second nursing cow, a freestanding 

clump of three papyrus stems, a cow or bull, and a nursing horse, all facing clockwise.  The 

nursing animals stand on all fours, the single animals appear to walk forward. The scenes 

of nursing animals are similar to the scenes of nursing cows on Cy8 and E9 (Chapter 5), 

with the exception that the nursing mothers do not have their heads reverted back 

toward their offspring.  The calves and foals face counterclockwise, hind legs straight, 

forelegs bent at the elbow, heads tilted back to reach the udders, which are not depicted.  

The papyrus clusters are informally depicted, with irregular sizes and spacing of the 
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plants, rather than the regularly spaced backdrop on E9.  The horses are depicted similarly 

to the horses in the first register, the bovines resemble the bull in the medallion.  As noted 

under Cy8, a cow nursing a calf would be a reference to Hathor in Egyptian art.  The 

placement of the nursing cow in the outer register directly over the bull in the medallion 

creates a thematic as well as a formal correspondence. 

Like Cy11, it is possible to reconstruct / imagine the original visual effect of Cy12, as 

the shiny gold and silver surface remains on most of the object. 
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Cy13 

Illustration A.71: Cy13, photo 
Metropolitan Museum 74.51.4555, in Karageorghis, Ancient Art from Cyprus, 298 
Courtesy of the Metropolitan Museum of Art 
 

Cy13 (Metropolitan Museum 74.51.4555, Karageorghis 298, Illustration A.071) is a 

shallow silver bowl 15.3 cm wide by 3.5 cm deep (6 inches x 1.375 inches).  The technique 

is engraving only with no repoussé.  The format is a central figural medallion with three 
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registers of figural decoration.  The condition is fair to poor:  there are several large holes.  

As with Cy6 and Cy7, restoration has completely altered the visuality of the work.    

Context 

Cy13 is unprovenanced.136  

Images / Content and Style 

The central medallion contains an image of Isis nursing the young Horus in a papyrus 

brake.  (A more refined version of this motif can be seen on E1 – refer to Chapter 5.)  The 

papyrus stems are reminiscent of, but not identical to, those on Cy12, again in contrast to 

the more slender, refined, and formal stems on E1.  An informal frieze of papyrus heads 

borders the medallion.  From top in the first register we see a clockwise-facing herdsman 

wearing a head covering and holding a staff, followed by a cantering horse, a second, 

possibly standing horse obscured by damage, what may be the hind legs of another 

animal (obscured by a missing portion), a horse with head down, grazing, what may be a 

stand of tall grasses, a smaller horse apparently chasing a second one, which looks back 

at him, a colt nursing while his mother turns her head to look at him, and another clump 

of grasses.  A second frieze of abstracted papyrus heads borders the register. 

The second register depicts a drinking party or possibly banquet, with nearly all of 

the figures facing counterclockwise.  From top we see a male reclining on a couch with 

 
136 Markoe, Phoenician Bronze and Silver Bowls, 182. 
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knees bent and weight on his left elbow, raising a drinking bowl in his right hand, another 

instance where a drinking bowl is self-referentially represented on one of the bowls in 

this study.137  Proceeding counterclockwise, a second, barefoot male reclines on left 

elbow with legs outstretched.  He holds an indeterminate object in his right hand.  The 

next figure is a musician, holding what appears to be a wind instrument in two hands, the 

reed extending toward his lips, and simultaneously dancing with left foot on the ground 

and right foot raised up.  Following the musician, an attendant stands split-weight, left 

arm at his side, proffering another drinking bowl in his right hand.  The next figure is a 

reclining male with left leg straight, right leg bent, weight on left elbow, right hand 

obscured by damage.  He may wear a wreath in his hair.   Another reclining male follows.  

The figure is somewhat obscured.  He appears to have shoulder length hair and to lean 

on his left elbow.  He may have a bare torso.  He faces a seated, possibly female figure 

with hair pulled into a bun at the back of the head, possibly with a diadem on the head, 

and a pectoral or decorated neckline.  The figure sits in profile with both feet on the 

ground and holds a round object in two outstretched hands.   The high-backed chair is 

decorated with three parallel horizontal lines at about head height.  This figure cannot be 

a servant:  chairs were a symbol of high rank.  I suggest that this is an enthroned deity 

holding a solar disc, whose presence locates the drinking party or feast in a sanctuary 

setting.  We saw in Chapter One that drinking in religious settings was a feature of 

 
137 Other instances include Cy5, E9, and G3. 
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Egyptian religious practice, and I have noted the possibility that the drinking party on Cy5 

may take place in a religious setting.   

Following the deity are two more reclining males on couches, one of which falls 

partly into a damaged area that obscures much of the rest of the register.  What may be 

the base of another couch is visible at approximately ¾ of the way around the register, 

followed by the lower legs and top of the head of another standing figure, most likely 

another attendant, and then the base of another couch.  A third papyrus frieze separates 

the second and third registers.   

The top scene in the third register includes a clockwise-facing male reclining on a 

couch, served by two female figures in long dresses.  From left, a female figure with 

shoulder length hair or wig, wearing a dress decorated with alternating horizontal strips 

and rows of vertical hatching approaches the male, holding a plate in her outstretched 

right hand.  A partially obscured object directly under the plate may be a flower.   From 

right, a second female in an ankle length dress holds a drinking bowl in her outstretched 

right hand and a wine pitcher in her lowered left hand.  Proceeding counterclockwise, we 

see the head and feet of a clockwise-facing, probably male figure in an Egyptian type wig 

or headdress with a diadem, and with some type of neckpiece.  The body and arms fall 

into a gap in the bowl’s surface.  After the male, we see the head of a tall flower on a 

stalk, and then a standing clockwise-facing female in shoulder length hair or wig, diadem, 

and ankle length decorated dress who raises both hand to the level of her face, palms 

outward.  A palm tree laden with fruit follows the female. 
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On the other side of the palm tree, a possibly male figure in a knee length decorated 

tunic walks clockwise with what may be a deer over his shoulder.  Following the male, a 

figure with long hair in an ankle length decorated robe carries a smaller animal against his 

or her chest.  The next figure is a male in leggings, with a belt around his waist and diadem 

on his chin length hair, backing counterclockwise, pulling on the harness of a mid-size 

animal whose legs are braced to resist him.  The next two figures face an offering table, 

one prostrated on all fours, the other with legs in wide stance and arms bent at the 

elbows, palms outward, apparently genuflecting.  The offering table, with an elaborate 

edge detail similar to what is seen on other bowls, is piled with round objects, presumably 

fruit or bread.  On the other side of the table, a figure of indeterminate gender in a high-

backed chair wearing a decorated long garment and shoulder length wig sits facing the 

table, right hand extended toward the offerings, presumably the deity for whom the 

offerings are intended.  Behind the chair, a crook, one of the Egyptian insignia of kingship, 

and bearing the hieroglyphic meaning “rule”, stands, apparently unsupported.  A partial 

profile male figure in a decorated knee-length tunic walks clockwise, left hand extended 

toward the crook.  A second male in short tunic follows him, arms overflowing with what 

are presumably more offerings.  A male in an even shorter tunic walks counterclockwise, 

knees bent and arms extended, possibly to catch a fruit dangling from the border frieze, 

or to assist the next figure in his struggle with some type of animal – possibly a griffin with 

wings spread, but the imagery is not at all clear.  The second figure in the group faces 

clockwise toward the animal, in a wide stance with both knees flexed, bent slightly 
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forward at the waist, bent arms extended forward as if tugging on the creature.  His head 

falls in a damaged area.  

Corrosion and gaps obscure most of the next several images.  A portion of a seated 

figure faces counterclockwise but neither the clothing, the head, nor the chair are visible.  

The figure faces what may be a table, or possibly a tripod cauldron. The next element 

could be a portion of a couch, but this is also inconclusive.  There is a gap, then a standing 

human figure of indeterminate gender and occupation.  Another gap brings us back to the 

wine server at the top of the register.  This register could contain as many as three 

narrative sequences.  The offering procession in a sanctuary occurs on several other 

bowls.138  This version is much less formal, with lively scenes of offerors struggling with 

their animals and walking with overflowing arms.  The figures prostrating themselves 

before the table have no parallel on any of the bowls I have studied to date.  The elite 

male being served with food and wine could be a separate narrative strand, although, as 

I have noted above, a drinking party in a sanctuary is not out of the question.   The figures 

in the damaged area could belong to the party, to the offering scene, or to a separate 

story line.  A frieze of intertwined vines with upward facing buds and dangling fruit edges 

the register, a suitable frame for the scenes of prosperity and abundance within. 

The first quarter of the outer register, starting from top and proceeding 

counterclockwise, depicts a grove of palm trees with crosshatched trunks and feathery 

 
138 Cr3, Cr7, Cr11, Cy3, G3, G8, and Is1, among others.  Refer also to Appendix 1. 
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fronds.  About three trees in, a human figure reaches over his head to pick the fruit.  A 

horse walks clockwise toward the far edge of the grove.  Following the horse, a second 

horse pulls a chariot with at least two occupants, also clockwise, followed by a third horse 

pulling what appears to be a two-wheeled cart with a reclining female figure with long 

hair, a pectoral and a decorated long robe.  She rests on her left elbow, legs facing 

counterclockwise, head turned clockwise, almost as if she were on a kline.  

After the female, an indeterminate object, possibly a bridge, connects to a walled 

city, depicted with several building masses with horizontal and vertical lines suggesting 

masonry and zigzag lines near the top suggesting crenellations.  The heads of at least four 

occupants are visible at the top of the walls.  There is no suggestion that the city is under 

attack.  A damaged area obscures a portion of the register, followed by three clockwise-

facing female figures in decorated dresses with ankle length A-line skirts.  The damage 

obscures the entire upper body of the first and most of the upper body of the second, 

who appears to hold an object at chest height.  The third, who has an elaborate chin 

length hairstyle or headdress, walks forward with left arm extended forward, right arm 

on her hip.  Behind her, three remaining lines suggest the skirt and extended left arm of 

a second figure, followed by a gap in the bowl’s surface.  I suggest that these figures are 

part of a chain of dancers and musicians.   After the gap, the wheels of another cart or 

chariot can be seen followed by portions of three legs of a clockwise-facing horse 

apparently pulling another two-wheeled cart with a flat bed, the contents of which are 

not visible.  
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Cy14 

Illustration A.72: Cy14, Bowl, photograph 
Metropolitan Museum of Art 74.51.4552a 
Courtesy of the Metropolitan Museum of Art 
 

Cy14 (Metropolitan Museum 74.51.4552a, Illustration A.72) is an inscribed rim 

fragment of a silver bowl. 

Context 

Cy14 is part of the Cesnola Collection and is said to come from Kourion.  

Images / Content and Style 

The only remaining imagery is a portion of an engraved cable band (and the 

inscription.  The cable band is of the wide type with double lines delineating each arc.  The 

inscription in the Cypriot syllabary has been translated “Of Dieithemis the basileus.”139   

 
139 Anna Satraki, "The Iconography of Basileis in Archaic and Classical Cyprus: Manifestations of Royal 
Power in the Visual Record," Bulletin of the American School of Oriental Research 370 (2013): 128. 
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Cy15  

Illustration A.73: Cy15, Bowl, photo 
Cyprus Museum, Nicosia J755 
Markoe, Phoenician Bronze and Silver Bowls, 265 
 

Cy15 (Cyprus Museum, Nicosia, 1755, Illustration A.73) is of gilded silver.  The 

dimensions are not known.140  The technique is repoussé with engraving, and the format 

 
140 Markoe, Phoenician Bronze and Silver Bowls, 182. 
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is a single figural medallion with two blank registers. The condition is poor:  the bowl has 

been broken into pieces and several fragments are missing. 

Context 

Ohnefalsch-Richter141 found Cy15 during his excavations of the “royal tombs” at 

Tamassos in 1889.   Although Cy15 is much better documented than Cy3 or Cy4, there is 

still some confusion in Ohnefalsch-Richter’s notes regarding the find spot, as there are 

some references to a “Tomb 4” and others to an earthen grave located in the dromos of 

Tomb 11.  Masson, in his review of Richter’s writings, resolved the inconsistencies in the 

various references to the tomb by suggesting that Ohnefalsch-Richter originally believed 

‘Tomb 4’ to be an independent earth grave, but later realized that it was located in the 

dromos of Tomb 11.142  Tomb 11, which is no longer extant,143 was a built tomb with a 

gabled roof, approached by a 20 meter dromos with a sloping earthen floor flanked by 

walls of large stones.   

Three Royal tombs, two of them approached by steps, the third…by a sloping road 
or dromos about 60 feet long…The tomb…is sunk deeper than the other two.  It is 
also the largest and roomiest of the three, and has a roof like a church.  The 

 
141 Ohnefalsch-Richter was a journalist turned archaeologist, researcher and antiques dealer, who acted 
as an agent for the British Museum, and eventually gained a doctorate from Leipzig University for his 
work. See The British Museum, “Max Ohnefalsch-Richter (Biographical Details),” accessed April 2, 2018, 
http://www.britishmuseum.org/research/search_the_collection_database/term_details.aspx?bioId=9554
3. 
142 Mais par la suite Ohnefalsch-Richter constâté que cette sépulture appartenait en réalité au dromos de 
la grande tombe bâtie, la ‘tombe royale’ 11:  a partir de ce moment, il n’est donc plus question d’une 
tombe 4.”  Olivier Masson, “Kypriaka. I. Recherches sur les Antiquités de Tamassos,” Bulletin de 
Correspondance Hellenique 88, no. 1 (1964): 216. 
143 The tomb was used for building materials by the local population following Ohnefalsch-Richter’s work.  
See Masson, “Kypriaka,” 213. 
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approach, of 60 feet in length, is simply dug in the earth, and leads slanting down to 
a large entrance court paved with flagstones.  All along each side the approach is 
lined with a massive wall. In this ‘Dromos grave’ the door is not ornamented, and is 
closed by a massive flagstone…The large stone tomb…had been plundered, 
probably only once, on account of the gold and silver objects and the engraved 
gems.  The spoliation not being complete, we were able to bring away a number of 
ornaments, some of them gems…”144 

As noted, the tomb had been looted in antiquity, but the primary chamber still contained 

the body of the occupant along with vases, beads, two scarabs, gold buckles, the remains 

of several daggers, fragments of a bronze lekythos, a bronze sword, and an iron sword 

with carved ivory plaques on the handle.  One of the scarabs, of ‘jasper’, was engraved 

with a motif of Bes standing and facing a lion, the other was mounted in gold, but the 

image has not survived.145  The earthen grave in the dromos contained the bones of two 

men, described as “warriors”, the bones of two horses, a bronze candelabrum, an iron 

sword, bronze horse frontals and blinkers, fragments of a bronze shield decorated with 

the head of Hathor, another iron sword, and possibly the bowl.  The best-preserved of 

the horse frontals depicts an Egyptianizing figure holding a lotus flower, with a motif of a 

circle and crescent above, and a large lotus flower below.  

The formal characteristics of this description bear a strong resemblance to the ‘royal 

tombs’ at Salamis (Tombs 1 and 2), a tomb at Palaeopaphos, Tomb 1 at Idalion,146 and, as 

will be seen to elite tombs from the Italian Peninsula.  Following Karageorghis, Masson 

 
144 Ohnefalsch Richter, Times, 1894, as quoted in Masson, “Kypriaka,” 216-17.  Refer to p. 271 note 1 for 
additional citation information. 
145 Masson, “Kypriaka,” 217. 
146 Masson, “Kypriaka,” 219-20, n. 6. 
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suggests that the ‘warriors’ in the dromos could have been sacrificed along with the 

horses as a tribute to the person of high rank within the tomb.  In contrast though, it is 

worth noting that the dromos of Tomb 79 at Salamis contained two separate burials 

within a few years of each other,147  so it seems possible to account for the secondary 

burials without resorting to sensational notions of sacrifice.  Burial near the ruler or elite 

person whom one served could have been a great honor, and the life expectancy of 

‘warriors’ could not have been very good in the best of circumstances. 

Images and Style  

Cy15 bears a clear resemblance to Cy12.  The central medallion contains a figure of 

a single horse on a ground plane of punched circles.  The horse has two hooves lifted, as 

if walking, but the implied motion does not challenge the outline of the medallion.  The 

figure is executed in repoussé with engraved outlines.  There is little engraved detail 

within the outlines but the three-dimensional repoussé modelling of the figure is quite 

realistic.  (Compare the realism and relatively static pose with the more cartoonlike 

rendering and lively gallop of the horses in the outer register of Cy4.)  

The central medallion is surrounded by two composite rings of three bands of 

punched circles each:  a band of very small punches on each side of a ring of larger 

punched circles.  The space between the rings is blank, nearly identical to the banding on 

 
147 Vassos Karageorghis, Early Cyprus: Crossroads of the Mediterranean (Los Angeles: J. Paul Getty 
Museum, 2002), 158-59. 
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Cy2 and Cy12.  The outer register is also completely blank, and is defined by a composite 

band consisting of (from inside to out) a ring of small punches, and a ring of larger 

punches, joined on their outer edge by rounded triangle forms connecting the tops of 

each larger circle.  The outer edge appears to be defined by an incised band. 

Masson, who conducted the first modern analysis of the data from the tomb, dated 

the find spot of Cy15 to the second half of the seventh century, while Gjerstad dated the 

bowl to the 6th century on the basis of style.148 

 

 

 

 

 

 

 

 

 

 

 

 

 
148 Masson, “Kypriaka,” 231, n. 4. 
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Cy16 

 

Illustration A.74: Cy16, Bowl, photo 
Metropolitan Museum 74.51.4558a and 74.51.4558b 
Courtesy of the Metropolitan Museum of Art 
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Cy16 (Metropolitan Museum 74.51.4558a and 74.51.4558b, Illustration A.74) is a 

fragmentary silver bowl of which two small pieces remain.  The size and format are 

unknown, although the format clearly included concentric registers of figural decoration.  

The technique is engraving with shallow repoussé in some areas. 

Context 

Cy16 comes from the Cesnola Collection, however the findspot is unknown. 

Images / Content and Style 

Fragment ‘A’ clearly comes from the interior, while Fragment ‘B’ includes a portion 

of the rim.  I will begin with Fragment ‘A’, which includes a portion of an inner register, of 

which the ground plane is a narrow, engraved cable band.  From left, we see the head 

and forearms of a what appears to be a female lion, followed by a stylized tree with a 

thick trunk, and then a mountain goat whose rear legs appear to be running, but whose 

forelegs are buckled at the elbow and resting on the ground.  A second stylized tree 

separates the goat from the hindquarters of what appears to be a running lion, with its 

tail curling over its back in an oval shape.  The outer border of the register is an unusual 

band formed by short, closely spaced radial hatching.  There is a blank register about 

three-quarters the width of the figurative register, and then a second engraved cable 

band.   

Fragment B includes a portion of a blank register, a figural register, a second blank 
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register, a register of non-textual hieroglyphs, a narrow blank space, and then the rim.  A 

close examination of the band on the inner edge of the inmost blank register shows it to 

be composed of closely spaced radial hatching, thus it is likely that the outer cable band 

on fragment A belongs to the inner decorative register on Fragment B, and the inner 

hatched band on Fragment B is the outer band of the decorative register on Fragment A.  

From left in the inner register on Fragment B we see the head and forequarters of a 

mountain goat leaning on one elbow, a stylized tree with thick trunk, and a running 

animal.  The animal has the tail and hind paws of a lion.  The head looks more like a dog, 

but lion is the more likely iconographic intention.  It appears that both of the surviving 

figural registers on Cy16 were composed of alternating goats and lions, separated by 

stylized trees.  The outer register is banded on both sides by closely spaced radial 

hatching.  As noted above, this register contains non-textual hieroglyphs combined with 

some figurative imagery.  As I will discuss in greater depth in Chapter 5, non-textual 

hieroglyphs are not necessarily an indication of a non-Egyptian origin, of artistic 

“pastiche,” or of a lack of understanding of the signs’ meaning:  Egyptians used non-

textual hieroglyphs as symbols of good luck.149  The poor condition of the surface of Cy16 

complicates identification, but some signs are legible.150  From left, what appears to be 

D58, “foot,” meaning “place” or “thing,” followed by a circle with diagonal hatching, 

 
149 Refer to discussion under Bowl E1. 
150 All sign readings from James P. Allen, Middle Egyptian: An Introduction to the Language and Culture of 
Hieroglyphs (Cambridge: Cambridge University Press, 2014), Sign List, 423-52. 
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which is indeterminate but resembles both Aa1, “placenta,” and O49, “town” or 

“settlement.”  “Settlement” might make sense in conjunction with “place,” but this is pure 

speculation on my part.  The next image appears to be the hieroglyph I12 “erect cobra” 

which, as on Cy11, has been given the canonical angled wings of a Horus falcon, a 

particularly interesting combination as cobra meant “uraeus” or goddess, and was a 

staple of Egyptian royal regalia, while the Horus falcon was an equally sacred image, 

particularly associated with the king.  Their combination into one image implies a clear 

understanding of their iconographic meaning.  This same conflation occurs on Cy11. The 

next two signs, also paired, appear on Bowl E14, where the better surface condition 

enables their interpretation as V28, “wick.”  The next sign is clearly G17, “owl”, elaborated 

with decorative detail, followed by an illegible sign, another of the circles with diagonal 

hatching, three more illegible signs, and then G39, “duck,” again with decorative detail. 

Like Cy6 and Cy7, and Cy13, the visuality of Cy16 has significantly changed from what 

contemporary viewers would have experienced.   (Refer to discussion under Cy6.)  While 

the place of manufacture and identity of the maker of Cy16 are impossible to determine, 

the composite image of the cobra with the falcon wings in the hieroglyphic frieze suggests 

that the maker understood the significance of the imagery and its applicability to an elite 

or royal audience.   
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Cy17 

Illustration A.75: Cy17, photo 
Metropolitan Museum 74.51.4559 
Courtesy of the Metropolitan Museum of Art 
 

Cy17 (Metropolitan Museum 74.51.4559, Illustration A.75) is a single fragment of a 

silver bowl.  The original size of the bowl is unknown.  The fragment is 4.4 x 3.7 cm (1.75 

x 1.4375 inches).  While the overall format can only be conjectured, the arrangement of 

the remaining images and their position on a flat ground plane indicates that this is a 
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portion of a figural central medallion, similar to those in Cy2, Cy5, Cy12, Cy15, E1, and E2.  

The technique is shallow repoussé with engraved details.  The condition is obviously poor, 

with surface corrosion obscuring portions of the remaining imagery. 

Context 

Cy17 is unprovenanced.151 

Images / Content and Style 

The ground plane consists of a row of slightly irregular large punches bordered by 

two engraved lines.  A four-winged being, barefoot, and wearing a belted robe open to 

the waist, appears to be in the process of jumping off his right leg:  the heel of his right 

foot is raised and only the toes touch the ground. His right leg angles forward, and his left 

leg is raised with the knee bent, as if about to jump a hurdle.152  The robe outlines the 

contours of the leg musculature.   It is decorated with dots and an edge band indicated 

with an engraved line.  The robe appears to swirl around the raised left knee, with a 

fringed or tasseled end sweeping around the left calf.  The robed torso angles forward.  

The head and right arm are missing.  The left arm, ornamented with two arm bands on 

the bicep and a cuff at the wrist, extends forward to grasp a small lion by the tail.  The 

lion hangs head downward, right hind paw extended toward its captor.  The being’s wings 

 
151 Markoe, Phoenician Bronze and Silver Bowls, 184. 
152 Markoe interpreted the posture as placing his head on the foot of the lion.  This would make sense 
thematically but does not correlate with the dynamism of the pose, in particular the back foot on tiptoe 
and the angle of the body. 
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are visible under its arms.  Like the wings on Cy8, they have two rows of feathers indicated 

with engraved parallel lines (although the tips of the feathers are not detailed), while the 

feathers on the leading edge of the wing are indicated with dots or punches. The top two 

wings angle up at approximately fifteen degrees from the horizontal.  Only portions of the 

bottom two wings remain – they appear to angle downward at approximately forty-five 

degrees. A second lion walks to the right under the deity’s legs.  It paces forward, mouth 

open and tongue visible.  Its tail curls slightly forward behind its legs.  

Cy17 has undergone the same visual changes as Cy6, 7, 13, and 16, with the loss of 

a shiny, dazzling visuality and foregrounding of the white-enhanced linework.  The four-

winged deity in a decorated robe also appears in the central medallion of Cy8, where, like 

most combat protagonists, it stands in partial profile with weight split between two feet.  

The pose on Cy17 somewhat resembles the warrior in the crashing griffin scene on Cy8, 

who has his back foot raised and knee bent, but with the important difference that the 

front foot appears to rest upon a rocky hillside.  The dynamic, possibly leaping pose of 

this figure is unprecedented among the known bowls, as is the lion held upside down by 

the tail.  The execution of the figures is reasonably intricate.    
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Cy18 

Illustration A.76: Cy18, photo 
Metropolitan Museum 74.51.4562, Karageorghis, Ancient Art from Cyprus, 300 
Courtesy of the Metropolitan Museum of Art 
 

Cy18 (Metropolitan Museum 74.51.4562, Karageorghis 300, Illustration A.76) is a 

deep, fluted silver bowl with an omphalos base, approximately 10.5 cm in diameter by 

5.4 cm deep (4.125 x 2.125 inches).  The rim has a frieze of thirteen ducks.  The bowl is 

slightly out of round but otherwise in good condition. 
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Context 

Cy18 is from the Cesnola Collection.  Cesnola recorded that the bowl came from 

Amathus, but no further information is available.153 

Images / Content and Style 

As noted above the bowl has an omphalos base. Engraving appears to edge the 

fluting on the sides, which curve up from the base and return slightly to meet the 

carinated rim.  The ducks, which walk clockwise, are not quite evenly spaced around the 

rim.   They are similar in shape but have individual characteristics and take different 

postures.  The three ducks in Illustration 2.30 (top) all have slightly different delineation 

of feathers and leg positions. 

Cy19 

Cy19, from a private collection, is a single fragment of a silver bowl.  I omit it from 

this study as it is unprovenanced and the only available image is a line drawing of 

uncertain quality. 

Cy20 

Cy20 (Cyprus Museum, Nicosia, Illustrations A.77-A.78) is a silver bowl, 

approximately 5.24 inches wide x 1.6 inches deep (4 cm. x 13.3 cm.)  The technique is 

 
153 Markoe, Phoenician Bronze and Silver Bowls, 184. 
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engraving with no repoussé work.  The condition is extremely poor, with the surface 

corroded to the point of being indecipherable.   

Context 

Vassos Karageorghis excavated Cy20 from Tomb 2 of the ‘royal’ necropolis at 

Salamis in 1962.  Salamis had been an important city as early as the eleventh century.  

Located on the east coast, with a natural harbor and fertile surrounding area, it was likely 

one of the island’s more prosperous areas during the Iron Age.  It is unclear whether the 

city maintained its prosperity from the eleventh century, or whether there was political 

continuity between the eleventh century and the Iron Age kingdom, however a 

monumental tomb (Tomb 50A) dating to the Cypro-Geometric III period indicates that a 

surplus of resources was available for dedication in tombs by that time.154 

Tomb 2, dating to the Cypro-Archaic I period (circa 750 – 600 BCE) is a built tomb 

oriented north-south with a subterranean dromos sloping down toward the entrance to 

the tomb chamber.  The façade of the chamber included an entrance framed by two large 

pilasters supporting a lintel with a cavetto cornice.  The tomb was built of large blocks of 

ashlar limestone and paved with irregular flagstones.155  It had been looted approximately 

forty years before the excavation and the looters had left very little material behind. 

 
154 For date of excavation, see Markoe, Phoenician Bronze and Silver Bowls, 186.   For Salamis, see 
Karageorghis, Early Cyprus, 158.  For political structures following the Late Bronze Age, Rupp, “Seven 
Kings.” 
155 Markoe, Phoenician Bronze and Silver Bowls, 186. 
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The bowl was found in the tomb chamber proper, still in place in a shallow pit cut 

into the floor of the tomb, with at least one burial (a skull and a few bones).  The dromos, 

by contrast, was undisturbed.  It contained two additional burials 2.5 m. from the 

chamber entrance, and 2 m. apart.  Pottery and small metal objects were found at the 

southwest corner, along with the skeletons of two horses and the remains of a chariot.  

The horse trappings and chariot date to the Cypro Archaic period, but this does not mean 

they were necessarily concurrent with the date of deposition of the bowl – as the dromos 

burials could have occurred later.156  If Cesnola’s account of the context of Cy3 is correct, 

Cy20 would be the second bowl with known context found in a pit dug in the floor of a 

tomb. 

Images and Style  

Karageorghis had the bowl scanned at the British Museum, leading to the conclusion 

that the bowl was engraved twice, with a later scheme superimposed over the original.157  

The original scheme (Illustration A.77, Scheme A) consisted of a central medallion with 

four registers separated by banding of short hatch marks in small groups with spaces 

between.  The central medallion appears to be a grouping of figures in Egyptian dress 

including a male wearing a long robe facing right and holding a papyrus stalk in his left 

hand.  Register 1 consists of a frieze of papyrus stalks with a clear space to the outside.  

 
156 Karageorghis, Early Cyprus, 163-168. 
157 Karageorghis, Salamis 3, plates X-XII, CXII, CXIII, CXVI.  See also Markoe, Phoenician Bronze and Silver 
Bowls. 185-186. 
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Register 2 contains a frieze of papyrus flowers, alternating with and connected by motifs 

that resemble upside-down heart shaped figures.  Next is a blank space defined by two of 

the hatched bands.  Register 3 is a frieze of non-textual hieroglyphs, followed by another 

blank ring, and Register 4 a continuous pattern of papyrus heads.158  I hesitate to delve 

too deeply into reading the hieroglyphs based on the reconstructed images, but several 

signs familiar from other bowls can easily discerned, including coil of rope, and paired 

ma’at feathers used as an organizational device.  This band may have had much in 

common with the one on E1 (Refer to Chapter 5).    

The revised scheme (Illustration A.78, Cy20 Scheme B) has a central medallion with 

three registers of decoration divided by bands of grouped radial hatch marks with spaces 

between (i. e. forming a dashed line), and blank rings as in the original scheme.  The 

central medallion depicts a female sphinx standing on a pattern of scallops and facing to 

the right.  Register 2 is a narrow frieze of tear or pear shapes, while Register 3 is a frieze 

of diagonal hatch pattern set in panels, alternating with pairs of antithetical sphinxes. 

Both schemes are quite unusual, with atypical and multiple types of banding, and 

atypical spacing and proportions of banding vs. registers.  Several of the friezes in the 

outer registers function visually more as elaborate, wide banding than as figural 

decoration.  The cross hatched panels in Register 3 of Scheme 2 are reminiscent of similar 

panels in the outer register of Bowl G3, but the panels appear to have a more architectural 

 
158 Markoe, Phoenician Bronze and Silver Bowls, 185-86. 
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connotation on G3 and appear from the line drawing to be more strongly marked, and 

possibly even repoussé.   

Illustration A.77: Cy20, Bowl, Scheme A, line drawing 
Cyprus Museum, Nicosia 
Markoe, Phoenician Bronze and Silver Bowls, 268 
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Illustration A.78: Cy20, Bowl, Scheme B, line drawing 
Cyprus Museum, Nicosia 
Markoe, Phoenician Bronze and Silver Bowls, 269 
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Cy21 

Illustration A.79: Cy21, Bowl, photo 
Cyprus Museum, Nicosia 
Markoe, Phoenician Bronze and Silver Bowls, 271 
 

Cy21 (Cyprus Museum, Nicosia) is a bronze bowl, executed in engraving and shallow 

repoussé, approximately 16 cm in diameter by x 4.1 cm deep (6.3 inches by 1.6 inches).  

The bowl is intact.   
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Context 

Cy21 comes from a collection of illicitly excavated objects acquired by the Nicosia 

museum, which Karageorghis later linked to Tombs 7 and 8 at the Cypro-Archaic I 

necropolis at Mavromattis, near Palaepaphos.  Both tombs are vaulted single chambers 

approached by narrow, descending, stepped dromoi.159   Tomb 8 may have included a 

horse burial in the dromos as at Tamassos and Salamis, as there were horse bones and 

the teeth of three horses remaining.  The interior of the tomb had a low bench at the west 

wall of the chamber, as well as ashlar blocks which could have been part of a construction 

designed to protect the remains.160 

Due to the circumstances of acquisition, it is not possible to determine which objects 

came from which tomb, however Tomb 8, the larger of the two, is the most likely source 

for the more elaborate objects.  The bowl was found adhered to and inside a bronze 

cauldron with iron horse bits.  The acquisitions also included pottery, embossed sheets of 

gold, and a large quantity of weapons and armor, including a pointed bronze Urartian 

helmet.  Since the excavation was illicit, it is reasonable to assume that the more valuable 

or elaborate gold or silver objects would have been sold on the antiquities market and 

not come to the museum.  

 
159 Vassos Karageorghis, “Nouvelle Tombes de Guerriers a Palaepaphos,” Bulletin de Correspondance 
Hellenique 91, no. 1 (1967): 202-47. 
160 Markoe, Phoenician Bronze and Silver Bowls, 187. 
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Image, Format, and Style  

While there is a great deal of variation in syntax, style, technical execution, and 

imagery over the entire corpus of surviving bowls, they do in general fall into several 

groups.  Cy21 is wildly atypical in style and content, and as far as I know, unique among 

the surviving works.  It has only a central figural motif with no banding and no registers.  

The central medallion depicts a rosette with a blank, undefined center (unique among the 

surviving bowls) and 16 petals that touch along their edges.  The petals are quite irregular 

in relation to the majority of the bowls.  They appear to have been constructed by first 

engraving the edge lines radiating from the center, and then closing off the petal tips with 

rounded lines.  The radial edges are not quite straight, and the closing arcs occasionally 

fail to meet the edge lines. 

A series of concave arcs forming radial spokes edges the rosette.  The spokes 

terminate in six leaf elements.  Three irregularly spaced engraved lines close off the neck 

of each spoke. The leaves are slightly irregular in spacing. Each leaf has the shape of two 

arcs meeting.   Double engraved lines define the edges, followed by an irregular, wide 

repoussé band, and then a slender central element extending from the neck of the spoke 

with a central longitudinal vein and three to four additional veins suggested by angled 

lines extending from the central vein to the edge. In general, the engraved lines appear 

heavier and less refined than the linework on most of the surviving Cypriot bowls. 

It seems possible that the bowl was incomplete when it was deposited, or that it is 

the work of a less-skilled craftsman imitating an elite style, although, in that case it is 
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unclear why other formal elements of the typical bowls, such as concentric rings of 

banding would not have been reproduced.  Alternatively, it could be the product of a 

different artistic tradition, brought to the island via some type of exchange. 

Cy22 

Illustration A.80: Cy22, Bowl, photo 
Cyprus Museum, Nicosia 1980/XII-18/2 
Markoe, Phoenician Bronze and Silver Bowls, 273 

Cy22 (Cyprus Museum, Nicosia 1980/XII-18/2) is a bronze bowl 15 cm in diameter 

by 4.5 cm deep (5.9 x 1.77 inches).  The technique is engraving with repoussé.  The format 

is a central rosette medallion with one register of figural decoration.  The condition is fair 
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to poor, with significant corrosion of the surface. 

Context 

The bowl was discovered by looters in a tomb on the edge of the village of Armou.161  

Images / Content and Style 

The central medallion is surrounded by an engraved band of flowers and lotus 

buds.162  The register depicts a hunt scene.  A clockwise-facing archer kneels on his right 

know, foot braced, left leg braced in front.  He holds the bow in his extended left hand, 

right hand pulled back as if he has just released an arrow.  A stag runs away clockwise at 

a flying gallop, with a gazelle running back toward the archer at a flying gallop, closer to 

the ground and under the stag’s belly.  Just beyond the stag a goat rears up on its hind 

legs.  The balance of the register consists of three prancing ibex divided by stylized trees. 

Comparanda: 

Shape and format:  G4 and G7 

Iconography:  Ug2 

Style of figures:  Cy3 

 
 
 

 
161 Vassos Karageorghis and Olivia Masson, “A Decorated Bronze Bowl from Armou,” Report of the 
Department of Antiquities, Cyprus (1981), 142.  
162 The quality of the available photographs is both exceedingly poor, and restricted in view, so I will rely 
in part on Markoe’s description. 
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Illustration A.81: Cy22 
Cyprus Museum, Nicosia 1980/XII-18/2 
Markoe, Phoenician Bronze and Silver Bowls, 273 
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Illustration A.82: Cy22, line drawings 
Cyprus Museum, Nicosia 1980/XII-18/2 
Markoe, Phoenician Bronze and Silver Bowls, 272 

Cy23 

Cy23 (Met museum 74.51.4572, Karageorghis 303) is a silver bowl with gold band.  I 

omit it from this study due to its poor condition.  
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Cy24 

Illustration A.83: Cy24, Bowl, photo 
Berlin, Ägyptische Museum 14117  
After Markoe, Phoenician Bronze and Silver Bowls, 361 

Cy24 (Staatliche Museen zu Berlin, Ägyptische Museum 14117) is silver.  

Dimensions are unavailable at time of publication.  The technique is engraving with 
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repoussé.  The format is a central medallion with one register of figural decoration.  The 

condition is fair to poor, with fragments missing and considerable wear of the surface.   

Context 

Cy24 was discovered in a tomb near Atheniou, (identified as ancient Golgoi), during 

excavations initiated by Cesnola, but during his absence in America.163   

Images / Content and Style 

This analysis is based on both the photograph and the engraving as originally 

published by Cesnola.  As I will discuss in Chapter 6, Cy24 has strong comparanda with 

As1 (Bowl of Yaba) and E1 from the Bernardini Tomb in Latium. The central medallion is 

a composite rosette conflated a Swimmers scene.  The very center is a typical rosette with 

repoussé center and twenty repoussé petals with rounded tips and sides touching.  

Fanning out apparently from behind the central rosette and filling the rest of the center 

is an open lotus medallion similar to that on Eg2, symbolizing the sun.  In front of the lotus 

petals, is the remaining portion of a Swimmers scene, known also from Eg4 (Bowl of Amy), 

Eg5 (Swimmers’ Bowl) Eg6 (Bowl of General Wen-djebau-en-djed) and As1.  This version 

most resembles the bowl of Yaba, with one (or possibly two) swimmers (nfwrt, or 

attendants of Hathor), a horse, and several tilapia fish arranged freely around the center, 

 
163 Luigi di Palma di Cesnola, Cyprus: Its Ancient Cities, Tombs and Temple (New York: Harper, 1877), 117.  
https://www.archive.org/stream/cyprusitsancient00cesniala/cyprusitsancient00cesniala_djvu.txt, 
accessed July 12, 2019. 
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although it does not have the sophisticated outward spiral composition.  We thus have a 

water scene taking place in front a solar motif, which begs the question of whether the 

artist understood the meaning of the iconography.  Surrounding the lotus petals is a 

narrow blank band followed by a band of wavy concentric hatches indicating water, also 

seen on Yaba’s bowl.  

The outer register is a scene of four evenly-spaced reed boats against a continuous 

backdrop of papyrus alternating with tall single-stemmed plants with leaves up the sides 

and a single flower on top.  On Yaba’s bowl there are two rows of papyrus heads at 

alternating heights, while on Cy24 there is a single row.  The tall stemmed plants occur in 

the papyrus backdrop on As1 and as individual elements on Cy1 and E3.  From top in the 

photograph,164 is a counterclockwise-facing reed boat with a vertical stern element 

occupied by three rowers, whose oars extend below the hull.  What appears to be a jar 

may be suspended from a support at the prow.  Progressing clockwise, we see a chariot 

drawn by one horse, with a driver and a single passenger.  The next boat, traveling 

clockwise, is missing part of its stern in a gap, however it appears to be the typical 

configuration with prow and stern the same height.  A long cabinet or stand supporting 

three tall vessels fan-shaped elements, possibly papyrus heads, occupies the center of the 

boat.  Each vessel has a curved shape connecting its right side to the neck, possibly a 

handle, or a curving straw for drinking, similar to the one seen on the bowl of Yaba.  To 

 
164 I have rotated the photograph to align with the engraving for better comparison. 
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the left of the vessels a woman with long hair extends her left hand, holding an 

indeterminate object, toward the nearest vessel.  (Her body is missing in the gap.) To the 

right, a kilted man with an Egyptian headdress lifts a large fish over the prow of the boat. 

Two cows, or possibly a cow and calf walk clockwise along the bank between the 

second and third boats, with birds flying in the background.  Only the head and shoulders 

of the back cow are visible, but it appears to wear a collar or neckpiece, which could imply 

identification as Hathor.  The third boat also travels clockwise.  A kilted male in the stern 

appears to pole or paddle the boat.  Three nude women with two wine jars on stands in 

between them occupy the center.  The women have long hair falling over their shoulders 

and lift both hands to head height in front.  The woman nearest the stern holds a flat or 

slightly curving object, possibly a plate or drinking bowl seen in section.  The middle 

woman holds a large round object, possibly a drinking bowl seen from above.  It is not 

possible to discern the contents of the third woman’s hands with the available images. 

Two horses run along the bank between the third and fourth boats.  The fourth boat, 

also facing clockwise, has a swan’s head prow with swan wings and an extended stern.  A 

steersman or oarsman sits on the very back, pole or oar extending to the water.  In front 

of the oarsman is a tall wine jar.  A large canopy supported on lotiform columns covers 

the middle of the boat up to the swan’s wings.  A male figure sits on a stool with ‘X’ 

detailing on the sides.  A single figure, possibly a naked female, faces him.  Four geese or 

ducks swim and three birds fly in between the fourth and first boats. 



 601 

 
Illustration A.84: Cy24 
Berlin, Ägyptische Museum 14117 
Cesnola, Cyprus, via New York Public Library Digital Collections, 
https://digitalcollections.nypl.org/items/510d47e1-00ff-a3d9-e040-e00a18064a99, 
accessed July 12, 2019 
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CRETE 

Cr2 

Illustration A.85: Cr2, photo 
Sakellarakis 12, Heraklion Museum MH X29 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 48 
 

Cr2 (Sakellarakis 12, Heraklion Museum MH X29) is bronze, approximately 19.8 in 

diameter x 3.1 cm deep (7.75 by 1.25 inches).  The format is a blank central medallion 
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with three narrow blank registers bordered by abstract friezes and a single outer register 

of figural decoration.  Cr2 is intact.  Markoe describes the technique as shallow repoussé 

with engraved outlines and details,165 however the primary visual impression is the 

extensive use of engraving to create the figural decoration.  (Illustrations A.86 and A.87) 

The blank central medallion, with apparent indention in the center, begs the question of 

a missing omphalos cone or other element. 

Context 

Cr2 was discovered during the initial series of excavations at the Idaean Cave, 

beginning in 1885.  Like the majority of the bowls from the cave, it was found on the initial 

slope into the interior.   

Images / Content and Style 

The bowl is extremely shallow, with a very wide flat base transitioning into a gentle 

upward curve near the outer rim.  There are holes for handles in the side, not visible in 

the photograph.166  Other bowls with handles include Eg4, Eg5, Eg6, and Ca1.  A small 

depression marks the center, which, combined with the absence of a central motif, and 

the missing handle, could indicate a missing omphalos cone, or could also be a compass 

mark.  The even patina of the surface indicates, however, that if there was an omphalos 

cone, it was removed or lost in antiquity.   

 
165 Markoe, Phoenician Bronze and Silver Bowls, 163. 
166 For the holes, see J.A. Sakellerakis and Efi Sapouna-Sakellaraki, The Idaean Cave: Sanctuary and Oracle, 
vol. B (Athens: Bibliotheke tes Archaiologikes Hetaireias, 2013), 64. 
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The decoration surrounding the center consists of multiple narrow registers of 

abstract floral friezes alternating with blank registers and separated by cable bands.   A 

raised ridge, presumably the transition to the curved sides, defines the outer edge of the 

central area, and is followed by a blank space and a wide outer register with figural 

decoration, bounded by two cable bands. 

A plain ridge or engraved line is the next element, followed by a composite band 

consisting of a delicate and skillfully engraved rope band and an abstract floral frieze.   The 

inner element of the floral frieze is a series of joined scallops with the ends facing out 

toward the rim and serving as stems for floral elements comprised of eight diagonal lines 

arranged to fill an approximate oval, symmetrical about the stem element.  The spacing 

of these inner registers is even:  the distance from the center to the first rope band, the 

first rope band to the second rope band, and the second rope band to the third are 

approximately equal.  The outer floral frieze is followed by the raised ridge noted above, 

a blank space only slightly wider than the blank spaces in the inner registers, and a single 

rope band that defines the edge of and forms the ground plane for the figural decoration 

in the outer register.  Another rope band defines its outer edge.   

The width of the outer register from inner to outer rope bands appears almost 

exactly the same as the distance from the first (innermost cable band around the center) 

to the third cable bands, giving the design a distinct feeling of order and repose.  The 

figural decoration also possesses strong formal symmetry via a very clear quadripartite 

arrangement.  Four nearly identical, counterclockwise-facing sphinxes mark the quarter 
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points.  Each sphinx is composed of mostly curving lines, yet the narrowness of the torso 

in relation to the rest of the figure conveys a feeling of stiffness.  Each has paws spread, 

right forefoot forward, left forefoot back, right hind foot forward, and left hind foot back.  

The human heads sit somewhat uncomfortably on the shoulders with very little of the 

expected lion’s neck.  They wear plaited wigs, false beards, and the double crown of Egypt.  

Faces are seen in profile.  A pair of slightly spread Assyrian-type wings sprout from the 

presumed location of the shoulder blades and angle up at about 60 degrees from the 

horizontal.  Punched dots suggest a feather pattern in the inner portion, while engraved 

lines imply feathers in the outer curve.  The wings nearly touch the tail, which curves from 

the back in a sprightly S-shape.  In addition to the wig, beard and crown, each sphinx 

wears an apron with deep edge trim dangling between its forelegs. 

At the eighth points (45 degrees, 135 degrees, 225 degrees and 315 degrees) are 

four nearly identical groupings of seven vertical elements: four abstract upright vegetal 

elements on narrow straight stems alternating with three columns with papyrus capitals.  

The central element and focal point in each grouping is a winged scarab, (the Egyptian 

deity Khepri, the morning sun in the form of a scarab beetle), wings spread and holding a 

solar disc, on the top of the central column.  Atop each of the other two columns is a 

winged cobra, or uraeus, each facing away from Khepri.  As seen in the Cyprus portion of 

the catalog, the conflation of the erect cobra with the wings of Horus as a falcon appears 

on two of the bowls with Cypriot find spots, although those depictions resembled 

elaborated hieroglyphs.  The four upright elements are difficult to interpret.  The tops 
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look like some type of bud or leaf, difficult to reconcile with the perfectly straight verticals 

resembling arrow shafts terminating in a punched ring at the end nearest the ground.   

The figural design has two additional implied rings, one defined by the top of the 

sphinxes’ crowns, the tips of their wings, the tail and wingtips of the scarab beetles and 

the tops of the serpents’ crests, all of which occur at a quite uniform distance from the 

outer rope band.  The second, defined by the tops of the vegetal elements and the backs 

of the sphinxes, occurs at about half the height of the register. 

Comparanda 

Iconography:  Cr3, Cr14, BM115505 (Nimrud) and BM ME N25AN36103001 (Nimrud) 

Handles: Eg4, Eg5, and Eg6, Ca1 

Illustration A.86: Cr2, photo, enlarged 
Sakellarakis 12, Heraklion Museum MH X29 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 48 
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Illustration A.87: Cr2, line drawing 
Sakellarakis 12, Heraklion Museum MH X29 
Markoe, Phoenician Bronze and Silver Bowls, 234 
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Cr3 

Illustration A.88: Cr2, line drawing 
Sakellarakis 12, Heraklion Museum MH X30 
Markoe, Phoenician Bronze and Silver Bowls, 235 
 

Cr3 is bronze, 17.9 cm (7 inches) in diameter.  It is intact, and strongly resembles Cr2 

in both iconography and execution.  There is a small hole near the rim which would have 
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been used to hang the bowl.  Like Cr2, the format is a central rosette medallion with 

several blank and abstract registers, and an outer register of figural decoration. 

Context 

Cr3 (Sakellarakis 13, Heraklion Museum MXH 30) was discovered during the initial 

series of excavations at the Idaean Cave, beginning in 1885, on the slope of the main 

chamber inside the cave.  

Images / Content and Style 

The central medallion consists of a central circle with crosshatched semicircles 

similar to petals folding inward and a dot in the center.  Surrounding this are nineteen 

fairly wide petals with rounded ends with a chevron and punched dot creating depth.  

Around the petals is a narrow blank space and the first cable band.  Comparing the two 

bowls, the cable bands appear slightly more substantial on Cr2 than on Cr3, but it should 

be remembered that the image is a line drawing and not a photograph, and furthermore 

that Cr2 is slightly smaller than Cr3, so that the rope band could appear larger in relation 

to the smaller size of the bowl.  Outside the first rope band are a series of five narrow 

registers defined by rope bands, three blank registers alternating with two registers 

containing abstract floral friezes virtually identical to those on Cr2.  All five are very close 

in width.  The outer register is approximately three times the width of the other registers.   

As on Cr2, the outer register has a highly formal, rigorous quadripartite design, in 

this case with four counterclockwise-facing winged sphinxes at the quarter points 
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alternating with four counterclockwise-facing bulls on tabletops at the eighth points.  The 

sphinxes have shorter legs and comparatively longer bodies than those on Cr2.  Legs are 

spread in a pacing position, right fore- and hind- legs to front, left fore- and hind- legs 

angled back.  Upright heads wearing wigs and the double crown of Egypt (but without 

false beards), are set on apparently human shoulders which connect uneasily to the 

leonine forelegs.  The wigs, defined by horizontal and vertical engraved lines, frame the 

faces crisply and end in a very shallow arc at the shoulders.  An apron with a wide band 

of trim at its bottom edge hangs down between the forelegs to about ankle height.  A 

piece of trim or tassel, presumably part of the apron, passes behind the right foreleg and 

curves up in a stiff S-curve, in a manner that is more emblematic than dynamic.  The wings, 

rather than opening to the back, are spread to frame the head, in a manner reminiscent 

of Egyptian conventions of depicting the shoulders.  The inner portions of the wings are 

blank, the outer defined with a curved line and parallel engraved feathers.  Faint parallel 

engraved lines suggest ribs on the very elongated torsos.  The tails curve up in a circle 

rather than the S-curve of Cr2. 

The alternating motif is a bull standing on a table, an interesting composition which 

raises questions of scale and intent.  The curved table legs rest on the ground plane 

defined by the rope band and terminate in a simple volute at the table top.  The edge of 

the table, about the same thickness as the width of the legs, appears behind the volute 
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element.  Markoe identifies a winged solar disc under the table top,167 however, I propose 

that the lack of character and detail in this element indicates that the solar disc is not 

itself an actor in the scene, but is rather part of the table which is carved with a winged 

solar disc to indicate its specialness, which relates to its function as an offering table.  A 

lotus flower springing up and outward on a curved stem decorates the two front corners 

of the table.  The bull faces counterclockwise, in profile, right foreleg presented forward, 

left foreleg bearing its weight, left hind leg forward, and left rear leg back.  The horned 

head is raised, one large eye in profile, the muscular neck is defined with engraved angled 

lines, and an apparent harness curves down from the ear to the shoulder.  The shoulder 

curves strongly from the left foreleg to the back.  Angled lines define the ribs, male 

genitalia are visible, and the tail arcs strongly over the back, with its tip prominently 

tasseled. 

Like Cr2, Cr3 is rigorous in composition:  based on the line drawing, the distance 

from the center of the rosette to the third rope band appears equal to the distance from 

the third rope band to the fifth rope band (defining the inner edge of and forming the 

ground plane of the outer register) and to the width of the outer register (from the fifth 

rope band to the outermost rope band).   

 
167 Markoe, Phoenician Bronze and Silver Bowls, 164. 
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Cr4 

Illustration A.89: Cr4, line drawing 
Sakellarakis 9, Heraklion Museum Inv. 24 
Markoe, Phoenician Bronze and Silver Bowls, 236 

 
Cr4 (Sakellarakis 9, Heraklion Museum Inv. 24) is bronze.  The technique is shallow 

repoussé with engraved detail.  The format is a central rosette medallion with five narrow 
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registers, three with figural decoration, one blank, and one with a floral frieze.  The bowl 

is fragmentary.  No photograph is available.  The condition is fragmentary, with 

reconstructed diameter 31.5 cm (12 3/8 in.).  The technique is shallow repousse with 

engraved details.  The format is a rosette medallion with five registers, four of which are 

figural and one blank, and a relatively wide undecorated space at the outer rim.  Five cable 

bands of the same, somewhat unusual type divide the registers, while a variant on this 

type decorates the outer edge space. 

Context 

Cr4 was discovered during the initial series of excavations at the Idaean Cave, 

beginning in 1885.  Like the majority of the finds from the cave, it was found on the initial 

slope of the main chamber of the interior in an unstratified deposit.   

Images / Content and Style 

The central medallion is relatively large, approximately one-fifth the diameter of the 

bowl.  The circular center is surrounded by two narrow, plain repousse rings, and then by 

a pattern of approximately sixty-four closely spaced narrow repoussé petals with rounded 

ends.  The band consists of a schematic rendering of a cable or rope via a row of angled 

parallel lines with a row of punched dots down the center, each line broken in the middle 

and tangent to the edge of the dot.  I will refer to this band style henceforth as slash and 
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dot cable band or ‘Cretan’ cable band.168  This and each of the cable bands in the inner 

registers is centered on a wide raised repoussé band, slightly more than half the width of 

each of the registers.  

The first register depicts a file of eight bulls facing clockwise.  The bulls pace along 

with lowered heads, tails down, and visible male genitalia.  The heads are seen in full 

profile with ears back and horns curving forward in a shallow arc.  If the reconstruction 

drawing is accurate, they are somewhat realistically modelled in repoussé with some 

engraved details.  The only texture occurs in the closely spaced engraved lines on the tail 

tips which seem to indicate fur and around the necks, indicating folds of skin.  Based on 

the size of the bowl and the relative proportions of the design, the entire register must 

be less than one inch wide.  A second, apparently identical cable band divides the first 

from the second register. 

The second register, slightly narrower than the first, depicts a file of fourteen 

clockwise-facing deer.  Like the bulls, the deer pace quietly with heads lowered, appearing 

to graze on the ground plane.  They have long ears, and their tails are in a lowered 

position, close to their bodies.  Another, slightly narrower, cable band divides the second 

and third registers.  The third register is a file of bulls almost identical to the first register.  

The register is fragmentary but based on the size and spacing of the remaining portions, 

probably contained nineteen or twenty bulls. A slightly wider cable band separates the 

 
168 This is Markoe’s Type G.  See Markoe, Phoenician Bronze and Silver Bowls, 158. 
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third and fourth registers.  Another cable band separates the undecorated fourth register, 

which is the same width as the decorated registers, from the fifth register.  The fifth 

register is a frieze of nearly identical inward-turned lotus buds joined with a continuous, 

scalloped stem element at the outer edge.  Each bud consists of a V shaped calyx with 

three inner petals, depicted with fairly straight lines.  Three or four horizontal, parallel 

engraved lines define the juncture of the buds and the stem.  Another cable band, 

apparently not in a raised strip, occurs approximately one-third of the distance from the 

lotus frieze to the outer rim. 
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Cr5 

 
Illustration A.90: Cr5 
Sakellarakis 10, Athens National Museum 11762 
Top: Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 46 
Bottom: Markoe, Phoenician Bronze and Silver Bowls, 237 
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Cr5 (Sakellarakis 10, Athens National Museum 11762) is bronze, with only a few 

fragments remaining.  The size cannot be discerned from the surviving portions.  Markoe 

indicates that the profile was shallow.169  The technique is medium to deep repoussé with 

engraved and punched details.  It is reasonable to assume that the format was a central 

medallion with multiple registers of figural decoration, however the remaining fragments 

depicted include only a small portion of the rim and the outer register. 

Context 

Cr5 also comes from the initial series of excavations at the Idaean Cave.    

Images / Content and Style 

One of the remaining fragments depicts a file of two clockwise-facing bulls in file.  

The bulls are robust and muscular, with prominent genitalia, and are depicted in a gallop, 

with all four legs slightly off the ground plane, rather than pacing quietly.  Their slightly 

lowered heads and backs break the raised ridge which edges the register, contributing to 

the dynamism of their presentation.  A narrow blank space lies between the ridge and a 

cable band.  The band is a very unusual type:  the profile slopes up on each side and then 

reverses into a shallow concave arc.  The arc is decorated with overlapping engraved 

inward-pointing V’s, each with a small punched dot centered in the lower third.170  It 

 
169 Markoe, Phoenician Bronze and Silver Bowls, 165. 
170 Markoe describes the band as Cable Band Type G, but this is incorrect, as the band does not at all 
resemble the banding on Cr.4 or the diagram of Type G.  See Markoe, Phoenician Bronze and Silver Bowls, 
165, for band description and 158 for diagrams of band types.  
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appears to be a variant on the slash and dot cable band.  Following the cable band is a 

slightly wider flat ring, decorated with a ring of very large, deeply punched dots, centered 

at about the one-third point of the radius rather than in the center of the ring. 

The remaining fragment of the next register depicts a very small portion of a human-

headed animal, probably a sphinx, facing clockwise.  The head is inclined slightly 

downwards, face seen in profile with a very outsized eye depicted as from the front.  The 

right front forepaw is extended, perhaps also in a flying gallop, toward what appears to 

be the hind hoof of another animal, perhaps a horse, which is extended sharply 

backwards.  Another equine leg, bent at the ankle as if the animal had fallen, can be seen 

a little further to the right (clockwise).  



 619 

Cr6 

 
Illustration A.91: Cr6 
Kunze, Kretische Bronzereliefs, pls. 48, 73 
 

Cr6 (Heraklion Museum no. 36, Kunze, KB 32, no. 73, plate 48) is a fragment of a 

bronze bowl comprising part of the central medallion, a cable band, and a portion of one 

register. The technique appears to be repoussé with engraved details.   

Context 

Cr6 was discovered during the initial series of excavations at the Idaean Cave.171 

 
171 Analysis is based on the image provided by Emil Kunze in Kretische Bronzereliefs (Stuttgart: 
Kohlhammer, 1931), pl. 48. 
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The center of the medallion is missing, and approximately one-third of the petals 

remain:  the repoussé petals have engraved outlines, curved outer edges and are spaced 

with edges touching.  Based on the surviving portion, I estimate that there were 

approximately 36 petals in the original design.  A narrow blank space separates the petals 

from the cable band.  The engraved band, the slash and dot cable design which I associate 

with possible manufacture on Crete, is placed on a wide and fairly high repoussé ring, 

with width about one-third the length of the petals.  

A narrow, raised ring defines the outer edge of the band, followed by what appear 

to be three evenly spaced shallow engraved lines, an atypical detail.  To the right of the 

fragment a curving repoussé element springs up from the ground plane and reverses into 

a spiral volute, most likely a stylized vegetal element or palmette.  On the left of the 

fragment, a curving tip of what is probably another stylized vegetal element, resembling 

the tip of a fleur-de-lys, can be seen. 

What remains of the figural decoration is fairly sparse.  Based on the surviving 

portion of the register, which is approximately one-quarter of a full circle, the design 

would have been a stylized vegetal element at each of the quarter points.  In all likelihood 

the bowl originally had at least one if not more additional registers. 
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Cr7 

Illustration A.92: Cr7, photo 
Sakellarakis 15  
Markoe, Phoenician Bronze and Silver Bowls, 237 
 

Cr7 (Sakellarakis 15, Heraklion Museum 32, Kunze 31, nos. 70a-d, pl. 48) is bronze, 

with only a few fragments remaining.  No information on size is available.  The technique 

is engraving and repoussé.  The entire center of the bowl is missing; however it is 
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reasonable to assume a central medallion and at least one additional register (decorated 

or blank). 

Context 

Cr7 was also discovered during the 1885 excavations at the Idaean Cave.   

Images / Content and Style 

The remaining portions include a narrow cable band followed by a repoussé ring 

and a register of figural decoration, of which three small fragments remain.  The register 

depicts a religious occasion including offering-bearers and dancers with linked hands, all 

standing on the ground plane created by the ring.   

As can be seen in Illustration A.93, which has photographs adjacent to line drawings 

of the same fragments, the line drawings depict both more detail and a greater extent of 

surviving material than the accompanying photos.  Whether this is artistic interpretation, 

or whether the fragments have deteriorated since the line drawing were made is 

unknown.  The fragment on the top in Illustration A.93 is considerably bent.  It depicts 

portions of two, counterclockwise-facing, possibly female, figures bearing offerings.  Only 

the upper portion of the head, one arm, and possibly a portion of trouser or skirt remain 

of the figure on the left.  The figure strides counterclockwise.  What remains of the head 

is seen in profile, with hair, headdress, or wig forming a small knob or point at the upper 

back of the crown.  The top of one ear and a portion of the forehead also remain.  The 

entire torso is missing, with only the lower part of a bent arm angling down from the 
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missing shoulder and up toward the outer ring.  The schematically depicted hand holds a 

straight element, possibly a rod or stick, angling back at about thirty degrees from the 

vertical, with what look like three small fish hanging from it.  Toward the ground plane, a 

curved shape angles back from the missing torso, most likely a back leg in a full trouser or 

skirt with angled hem, although there is no sign in the photograph of either the foot or 

the texturing on the fabric which the artist has depicted in the adjacent drawing.172  The 

figure is almost certainly striding along in an Egyptian-type profile position, the rod 

holding the fish angled back by the movement.  If the figure is striding counterclockwise 

in partial profile, the surviving arm must be the left. 

Only the right arm, right shoulder, and head of the next figure remain.  The figure 

faces counterclockwise, following the bearer of the fish.  The right (and possibly left) arm 

extend out with bent elbows, supporting a round object (a basket or large bowl?), at the 

height of the sternum.  A large fish dangles from the bottom.  The right shoulder, in a 

short-sleeved garment, appears to be thrust forward, or perhaps in profile.  The head, 

with aquiline nose and bushy, ridged headdress or wig, also appears in profile. 

The next fragment, (to the right in Illustration A.93) consists of the head of one 

figure, head and most of the body of a second, most of the body and part of the head of 

a third, and one arm, shoulder, and upper back of a fourth.  This is sufficient to 

convincingly reconstruct the four figures as part of a chain of female dancers, facing 

 
172 The facial features illustrated in Markoe’s reconstruction drawing (Illustration A.091), are also notably 
missing.  Markoe, Phoenician Bronze and Silver Bowls, 238. 
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counterclockwise, and holding hands.  All figures are seen in partial profile, feet facing 

forward, upper bodies parallel to the viewing plane, and heads in profile, with arms 

extended downwards at an approximately seventy-five degree angle from the horizontal, 

crossed at the wrist with the adjacent figure in an apparent hand-holding gesture.  The 

figures whose bodies can be seen wear ankle length garments with dolman sleeves, 

belted at the waist.  The center fronts of the skirts are decorated with horizontal stripes, 

suggesting an embroidered panel, apron, or underskirt.  The one remaining head wears a 

headdress similar to a shorter version of the crown of Nefertiti rather than a typical 

cylindrical polos, however there may be an outcurving element or veil at the back of the 

neck (See also Cr11). 

Another series of tiny fragments, at the lower right in the reconstruction drawing 

(A.92), has been reconstructed as another chain of dancers, a reasonable assumption in 

the context of the depictions in this register.  The register is bordered by a narrow 

repoussé band edged on each side with a raised ring and decorated with the slash and 

dot cable band in the center.  Following this is a repoussé band with a shallow curved 

profile and no ornamentation, and a second cable band edged by two raised rings.  The 

next register is a frieze of abstract, tear-drop shaped objects.173  The register is 

approximately one-third the height of the register with the votive procession.  The objects 

fill the register, with the points touching the outer edge and the curved bottom touching 

 
173 Markoe identifies this as a lotus chain (Phoenician Bronze and Silver Bowls, 165), however I feel the 
imagery is too abstract to make this identification certain. 
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both the inner edge.  They are executed in shallow repoussé.  Two engraved lines 

bordering a narrow band of repoussé edge each teardrop shape.  As noted above, the 

points touch the outer edge, the straight sides are symmetrical about an axis radiating 

from the point to the center of the bowl, and the arc-shaped bottoms intersect the sides 

somewhat abruptly.  All the objects are approximately equal in size and shape, and each 

touches, but does not overlap the object on either side of it.  The outer edge of the 

register is defined by another similar cable band surrounded by raised rings.  The 

undecorated outer rim is approximately one and one-half times the width of the cable 

bands. 

Illustration A.93: Cr7, C47 photo and line drawing 
Heraklion Museum no. 32 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 49 
 
 



 626 

Cr8 

Illustration A.94: Cr8 
Sakellarakis 18, KB 71, Athens Archaeological Museum, EAM 11764 1a 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 51 
 

Cr8 (Sakellarakis 18, KB 71, Athens Archaeological Museum, EAM 11764 1a) is 

bronze.  It is in fragmentary condition and the size is not known.  The technique is 

repoussé and engraving, with unusually shallow repoussé and a high quantity of engraved 

detail.  The format is unknown.   

Context 

Cr8 is also from the Idaean Cave. 
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Two fragments of Cr8 survive:  Fragment 1 comprises a segment of the outer portion 

of one register, cable banding and the inner portion of the adjacent figural register, while 

Fragment 2 includes a small segment of the outer portion of the same figural register, and 

a composite cable and dot band further to the outside, with possibly a portion of the rim. 

(Refer to Illustration A.95.) 

The innermost register of the fragment on the left (Fragment 1) in Illustration A.94 

appears to be a figural register:  in the photograph what appears to be a portion of an 

animal executed in repoussé can be seen on the left.  The remaining portions:  torso, 

upper part of one back leg and a single horn, suggest that this is a bull. (The animal is 

omitted in the line drawing.)  A raised repoussé band ornamented with a double row of 

the slash and dot cable band divides the inner register from the outer one.  The remaining 

portion of the outer register depicts, from left, a cylindrical object with a flared base 

resting on the ground plane, presumably the bottom portion of a footed vessel, followed 

by the bottom portion of a narrow vertical element, and a matching vertical element that 

connects to a horizontal element with what appears to be a curving armrest with an infill 

panel defined by engraved vertical lines, probably a piece of furniture of some type.  The 

craftsman did not include the back right leg, which should define the back of the seat, in 

the depiction.  Markoe identifies the object as a kline,174 however the visual evidence 

 
174 Markoe, Phoenician Bronze and Silver Bowls, 166. 
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suggests a bench or settee, depicted partially frontally and partially from the side, 

particularly since a reclining figure on the kline, if it existed, would be visible on the seat 

of the object.  To the right of the piece of furniture are the remains of two figures in ankle 

length garments.  The left-most figure has feet pointing counterclockwise.  Its robe has 

broken off of the fragment, but the outlines remain.  A hand with an elongated thumb 

and the lower portion of the forearm remain between the first and second figures:  the 

direction of the thumb suggests that it belongs to the figure on the left.  The figure on the 

right is visible to just above knee height.  The feet point clockwise and the robe is trimmed 

with three horizontal lines near the hem.  There is no indication whether the figures are 

males in robes, or females in long skirts.175 

The fragment on the right (Fragment 2) includes what may be two heads in 

headdresses facing clockwise followed by a composite band:  two raised repoussé bands 

each ornamented with a centered slash and dot cable band with a flat band in the middle.  

Following the flat band is a row of punched dots, slightly off center in another flat portion, 

possibly the rim of the bowl.  It is important to note that there is no evidence for the 

placement of Fragment 2 with respect to Fragment 1.   

 
175 Markoe describes them as female. See Phoenician Bronze and Silver Bowls, 166. 
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Illustration A.95: Cr8 
Sakellarakis 18, KB 71, Athens Archaeological Museum, EAM 11764 1a 
Markoe, Phoenician Bronze and Silver Bowls, 239 
 

Cr9   

Cr9 (Kunze, 37. No 2, Heraklion Museum, uncatalogued) Cr9 is a rim fragment of a 

bronze bowl.  

Context 

Cr9 has uncertain attribution to the Idaean cave. 

Images / Content and Style 

No image is available. 
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Cr10  

Illustration A.96: Cr10 
KB 37 no. 1, Athens, National Museum, Uncatalogued 
Kunze, Kretische Bronzereliefs, plate 51c 
 

Cr10 (Kunze 37 no. 1, plate 51c, Athens, National Museum, uncatalogued per Kunze) 

is a rim fragment of a bronze bowl, including a small portion of an edge band and one 

register.  The technique appears to be very shallow repoussé with engraving. 

Context 

Cr10 has uncertain attribution to the Idaean cave.176 

Images / Content and Style 

The remaining figural decoration consists of the head and neck of a deer facing 

clockwise, in profile, strongly defined with an engraved outline.  The deer’s head is 

 
176 Markoe, Phoenician Bronze and Silver Bowls, 166. 
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delicately modeled, with a large eye and an indication of the mouth.  Two horns and one 

ear are visible.  A straight element enters the scene from the deer’s left and passes behind 

the neck, terminating in a point at the right side of its neck.  It is possible that this is a 

hunting scene and the straight element is a spear, but the deer shows no sign of distress 

– rather the head position is alert and sprightly.  A wide cable band just above the deer’s 

horns defines the edge of the register, followed by a blank space, a second wide cable 

band, a narrow blank space and the rim.  The cable bands are quite elaborate:  each strand 

indicated by two engraved lines, with a third, fainter line down the middle, and punched 

depressions defining the overlap points. 
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Cr11 

 
Illustration A.97: Cr11 
Top Left and Top Right 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, 50  
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Cr11 (Sakellarakis 16, Heraklion Museum - uncatalogued, Levi – Arkades fig. 408, 

Plate XX) is bronze, in fragmentary condition with two portions of the rim remaining.  The 

technique is repoussé with engraved outlines and minimal engraved detail, however the 

paucity of engraving could also be due to wear.   

Context 

Cr11 was also discovered during the 1885 excavations at the Idaean Cave.   

Images / Content and Style 

The fragment in Illustration A.97 (top left) shows portions of three figures facing 

clockwise.  The figures, wearing headdresses or wigs resembling those of the priest facing 

the offering table before a seated male deity on G3, have noticeably muscular shoulders, 

suggesting that they are male.  They are depicted with heads in profile and bodies in a 

modified profile position as if angled into the background, (between a full profile 

depiction and the Egyptian type with torso facing full front).  All three have right arms 

bent at the elbow.  The two on the left hold objects with rounded bodies and elongated 

curving necks that extend up and hook forward – possibly some type of vessel or gourd.  

In the left-most depiction, a tassel or blossom appears to dangle from the neck.  The third 

figure seems to hold something different. 

The figural decoration in the second fragment depicts, from left, an offering table 

and the remains of two female figures, slightly more slender than the males in the other 

fragment.  The offering table has a wide, flat top with bullnose edge, and legs strongly 

curved in an ogee profile.  There may be carved decoration between the top and the point 
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where the legs join.  A curved object is visible under the bottom center of the table – 

possibly a carved rosette or lotus blossom extending from the center of the table 

downwards.  A footed plate or platter sites on the table, shown in partial perspective 

angling into the background.  The table appears to be backed by a truncated oval 

extending from the ground plane to the top of the register:  that is, a raised area defined 

by a shallow arc on each side.  This may be a tablecloth or drape as I propose for the table 

between the banqueters / deities on Cy6, depicted in plan beyond to show its full extent. 

Clockwise from the table, a female figure faces counterclockwise.  Her head is 

depicted in profile.  No facial features are visible, but this could be due to wear.  She wears 

a stylized wig or headdress with a flattish top, elongated at the back of the head, curving 

inward at the back of the head, and turning up at the neck like a 1960’s pageboy or flip 

style.  The condition of wear makes the interpretation of this figure quite problematic.  

The body is fairly frontal, with right arm extended, holding a curving object up and toward 

the edge of the table, which could be a bundle of plants or fibers used to sprinkle liquids 

upon the offering table as part of a ritual.  The left arm appears to extend out and down 

toward the table.  Two protrusions seem to indicate breasts.  The waist swells 

naturalistically into the abdomen, and a punched depression could be a navel.  Given the 

condition of the bowl, it is difficult to tell whether the figure is naked, or is wearing a 

diaphanous gown.  The legs and left side of the torso do not survive, so do not provide 

any further clues to the presence or absence of clothing.  To the right, the head of a 

clockwise-facing figure can be seen, wearing a similar wig or headdress, and performing 
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some activity with arms extended up and out from the sternum.  Both of the available 

line drawings reconstruct this activity as involving a large circular object, however the 

photograph is inconclusive.   

The rim of the bowl is quite wide in comparison to this register – approximately one-

half the radial width of the register.  An engraved line divides the register and the rim, 

which also appears to have some depth of repoussé.  Faint remnants of a single band of 

circular elements. which the line drawings reconstruct as a wide cable band, but which 

appear to be evenly spaced punches, can be seen at the inner edge of the rim, which is 

otherwise undecorated. 



 636 

Cr16 

Illustration A.98: Cr16, interior and side Views 
Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 47 

Cr16 (Sakellarakis 11, Mus. Heraklion MH X4848) is bronze.  The bowl is relatively 

deep in proportion to its diameter, 11.3 cm in diameter by 3.1 cm deep (4.45 x 1.22 
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inches), aspect ratio .27.  It is in good condition, with both the shape and the imagery 

preserved.  The format is a raised central rosette medallion with omphalos center, a 

recessed, undecorated base, and one register of figural decoration 

Context 

Cr16 was excavated at the Idaean Cave by Sakellarakis and his team in 1983.177   

Images / Content and Style 

The central medallion has a fairly deep central omphalos, surrounded by a rosette.  

Although not indicated in the line drawing, the photograph appears to show a raised dot 

in the center of the omphalos, and a narrow repoussé band surrounding the base 

(Illustration 3.19).  Engraved lines divide the rosette’s twenty-three closely spaced petals, 

which curve upward with the surface of the bowl from a low point at the base of the 

omphalos, culminating in large raised dots, the width of each petal, at the high point.  A 

very wide repoussé cable band curves back down to the recessed base, which is 

unornamented.  There is a narrow flat portion serving as the base, an approximate forty-

five degree slope upward and a transition to another flat portion.  These transitions in 

height can be seen in Illustration A.99, an elevation / section view.   

A pronounced cable band, with height at least half its depth if not more, separates 

the undecorated area from the single register of decoration. The decoration consists of 

 
177 Sakellarakis and Sapouna-Sakellaraki, Idaean Cave, vol. B, 64. 
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three equally spaced pairs of confronted bulls, heads lowered and horns locked in 

combat, foreheads nearly touching, engraved eyes seen in profile. (Illustration A.102) 

Each bull has the foreleg farthest from the viewer extended, hooves touching in the 

center.  The horns extend parallel to the ground plane, locking in the center, and curving 

up at the tips.  Parallel engraved lines indicate the fur on the neck and shoulders.  The 

back of each bull curves down in a shallow arc between the shoulders and the rear spine. 

The rear- and forelegs nearest the viewer are braced on the ground, while the rear leg 

farthest from the viewer extends back.  Tails are lifted slightly and then arc downwards.  

Each pair is also mirrored around their tails.  An extraordinary degree of realistic 

modelling in repoussé defines the musculature and bone structure, as at the indentation 

in the hindquarters and the depiction of the ankles and hooves.  In addition, engraved 

lines add definition to musculature, indicate vertebrae on the spine, and detail fur and 

facial features. 

The composition exhibits a high degree of formal symmetry:  the pairs are equally 

spaced, appear all but identical, and are mirrored around the join of the tails.  Within each 

pair, the bulls are near mirror-images of each other.  The shape of the bowl is far more 

complex than the typical bowl:  the curving side seems especially designed to fit into the 

palm of a hand, the step down to the base to nestle into the fingers, and the central 

omphalos to serve as a handle to make the grip of the fingertips more secure.  (Refer to 

Illustrations A.98 and A.98 for side and section views of the profile.  In addition to the 

profile, the bowl has a number of features which seem designed to invite touch, not just 



 639 

visual inspection.  As can be seen in the photographs (Illustration A.98) the repoussé work 

on the figural decoration is very deep.  The cable bands are unusually wide and deep, and 

there is a ring of large repoussé dots at the end of the rosette petals.  All of this, in 

combination with the profile, would make the tactile experience of holding the bowl 

exceptionally rich.  In particular, this bowl stands out from other surviving Cretan bowls, 

many of which have shallow repoussé work and very narrow cable bands implied with 

engraved lines. 

 

 

Illustration A.99: Cr16, line drawing, side view 
Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 47 
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Illustration A.100: Cr16, line drawing, top view 
Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 47 
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Illustration A.101: Cr16, exterior 
Cr.16, Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 47 
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Illustration A.102: Cr16, details 
Cr16, Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 47 
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Cr17 

Illustration A.103: Cr17, photo 
Sakellarakis 14, Heraklion Museum MH X 5511 
Sakellarakis and Sapouna-Sakellaraki, The Idaean Cave, vol. C, 48 
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Cr17 (Sakellarakis 14, Mus. Heraklion MH X 5511) is bronze, in fragmentary 

condition, with the center and portions of two registers surviving.  The format is a central 

medallion with at least two registers of decoration.  The technique appears to be primarily 

engraving with very little or no repoussé, as on Eg1 – the bowl of Hatiay.  

Context 

Sakellarakis and his team discovered Cr17 during the 1982 excavations at the Idaean 

Cave.    

Images / Content and Style 

Cr17 is extremely unusual among the surviving bowls in having a scarab design in 

the central medallion.  The scarab is set within an engraved ring, its legs extending to the 

border.  All the elements of the scarab are depicted in a strongly curvilinear 

representation highly suitable to its placement in the center of a circle.  The body is an 

oval marked with a double arc below the head.  Arcs represent the legs and wings, forming 

a figure eight pattern.  Surrounding the medallion is a slightly recessed band, with a row 

of small, apparently punched rings down the center.  Another engraved ring separates 

this band from the first register, which depicts a row of Horus hawks facing 

counterclockwise.  The register is approximately the width of the radius of the central 

medallion.  The hawks are freely executed, but quite similar.  They stand on the ground 

plane, heads in profile, wings spread, tails angled downward and clockwise, slightly 

oversized legs and feet spread, but with no suggestion of walking motion.  They are 
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generally depicted with single lines, but each has two pair of angled engraved lines on 

each wing, suggesting feathers.  The presence of the Horus hawks with the scarab 

suggests that the scarab should be identified as the Egyptian god Khepri, the morning sun, 

however, he does not appear to hold a solar disc. 

Another recessed band with punched rings down the center and bordered by 

engraved lines separates the first from the second registers.  The second register is 

approximately two-thirds the width of the first and depicts a stylized lotus frieze of 

identical elements.  The frieze rests directly on the ground plane.  Each flower consists of 

a stem delineated by two engraved lines, about half the height of the frieze, and radial to 

the center of the bowl.  The flowers are defined by double engraved lines at about 60 

degrees from the vertical.  Centered over the stem, two single engraved lines suggest a 

single pointed petal.  Like the hawks, the flowers are freely executed but quite uniform.  

An engraved ring defines the outer edge, and portions of another recessed band with 

punched rings can be seen on the outer edge.  Given the relative proportions of the 

remaining fragment, it seems likely that at least one more decorative band, or perhaps 

an entire additional register would have been part of the original design. 
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Cr1   

Illustration A.104: Cr1, photo 
Brock, Fortetsa, Plate 114, i 

Cr1 (Archaeol. Mus. Heraklion 2316) is bronze, 16.5 cm in diameter by 6.8 cm deep 

(6.5 x 2.7 inches), fairly deep in comparison to the majority of the bowls in this study 

(aspect ratio .4).  The condition is poor:  it has been reassembled from two large and 

several smaller fragments, and the surface is heavily corroded.  The design is executed in 

repoussé with engraved outlines.  Based on the available images, the format is an 

undecorated central medallion with two registers of figural decoration. 
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Context 

Cr1 comes from Tomb P in a necropolis near Fortetsa.  P was the richest of a group 

of nine chamber tombs excavated in the 1930s.  As with many Cretan tombs, the contents 

had been jumbled due to later burials.178  Cr1 served as the cover to a polychrome pithos, 

found completely disintegrated, containing one of the burials.179  The tomb also held 

pottery, bronze vessels such as skyphoi, oinochoai, and phialai, 11 plain bronze bowls, a 

repoussé bronze belly guard (mitra), numerous weapons, including swords, daggers, and 

the remains of decorated sheaths, personal ornaments, and a few Near Eastern imports 

such as a bronze pendant and two green faience aryballoi.  The disturbance of the 

contents by later buriers, combined with the order of presentation in the original catalog 

make it difficult to determine whether there were any other grave goods specifically 

associated with Cr1.180 

Images / Content and Style 

The bowl appears to have an undecorated central medallion with two registers of 

figural decoration.  The inner register depicts a file of four bovines facing clockwise and 

walking with their heads tossed down and turned to their left, away from the viewer.  

 
178 Markoe, Phoenician Bronze and Silver Bowls, 163, and James K. Brock, Fortetsa: Early Greek Tombs 
Near Knossos, illustrated by Audrey Corbett and Ursula Brock (1957; repr., Cambridge: Cambridge 
University Press, 2011), xi -xv, 1-3, 101- 03.  . 
179 Brock, Fortetsa, cat. 1250 (12, XLVI), 108.  Polychrome pithoi were used only in funerary contexts on 
Crete.  James Whitley, “Cretan Orientalizing:  A Comparative Perspective,” in Kreta in der Geometrischen 
und Archaischen Zeit:  Akten des Internationalen Kolloquiums am Deutschen Archaeologischen Institut, 
Abteilung Athens, 27-29, Januar 2006, ed. Wolf-Dietrich Niemeier (München: Hirmer, 2013), 419. 
180 Markoe, Phoenician Bronze and Silver Bowls, 163, and Brock, Fortetsa, xi -xv, 1-3, 101- 03. 
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Illustrations A.105-A.107 indicate a protrusion at the lower abdomen in front of the legs, 

most likely male genitalia.  A single cable band, simply rendered as a row of diagonal 

incised lines, separates the bovines from the outer register.  The outer register comprises 

four pairs of rampant goats facing each other across a stylized palmette.  Each goat stands 

with the hind leg closest to the viewer extended forward while the farther one angles 

back.  Similarly, the near foreleg is raised, yet bent at the fetlock, while the far foreleg 

extends down at an angle parallel to the far hind leg.181  The erect bearded heads are 

generally depicted in profile, but with slight differentiation of the back curved horns, so 

that both are visible.  The palmette is bilaterally symmetrical, with a shallow curved 

bottom resting on the cable band as a ground plane.  A second pair of arced branch forms 

occur farther up the stem, about the height of the goats’ knees. Each of the four branches 

has a flared end, which could be interpreted as a very stylized lotus blossom.  The vertical 

trunk or stem has a single line scored down the middle and splits into two curved 

elements, each bearing a single round fruit-like object as it meets the curved top element 

about the height of the goats’ heads.  A fluted fan shaped element finishes the 

intersection of the vertical stem with the top piece.  A plant with a tall, slender stem and 

three long slender buds separates two of the groupings but is not a constant design 

element in all four groupings.  

 
181 Markoe.  Phoenician Bronze and Silver Bowls, 162-63.  Markoe indicates that the forelegs rest on the 
stylized palmette, but this is not clear from the available imagery. 
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Illustration A.105: Cr1 
Brock, Fortetsa, Plate 114, ii 
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Illustration A.106: Cr1 
Archeological Museum Heraklion, 2316 
Markoe, Phoenician Bronze and Silver Bowls, 233 

Illustration A.107: Cr1 
Archeological Museum Heraklion, 2316 
Barnett, “Nimrud Bowls,” fig. 5 
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Illustration A.108: Area Plan, Fortetsa 
Brock, Fortetsa, fig. 1, i 

 
Illustration A.109: Plan of Tombs 
Brock, Fortetsa, fig. 1, ii 
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Cr12  

Illustration A.110: Cr12, photo  
Archaeological Mus. Heraklion  
Markoe, Phoenician Bronze and Silver Bowls, 240 
 

Cr.12 (Archaeol. Mus. Heraklion) is bronze, and highly corroded.  No size is given, 
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however the shape is described as “shallow.”182  Cr12 has a central rosette medallion and 

three registers.   

Context 

Cr12 was deposited in one of nine burials in Tomb M, seven of which were in pithoi 

and two in basins.  It was placed upside down as a lid over one of the bronze basins, 

located near the wall of the tomb.  The burial contained decorated gold leaves and a small 

silver ring in addition to the ashes of the deceased. 

Images / Content and Style 

Cr12 is difficult to read due both to the poor condition of the bowl and the quality 

of the available photograph.  The composition has a quadripartite awareness in the 

placement and distribution of the figural elements, without strict quadripartite 

symmetry:  as will be seen below, key elements are placed on or near, yet not at, at least 

one of the quarter points in each register.  Furthermore, while the elements so placed 

echo one another in shape, size and theme, they are not identical or symmetrical.   

The rosette medallion has a plain raised center surrounded by two incised lines and 

approximately twenty-eight simple petals with rounded ends.  The petals touch one 

another.  A raised band with its inner edge defined by the petals and a circular outer edge 

surrounds the medallion, followed by a narrow, undecorated inner register.  A wide raised 

 
182 Markoe, Phoenician Bronze and Silver Bowls, 167. 
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band, approximately one-third the width of the inner register, with a row of punched dots 

down its center divides the first and second registers.  The middle register, approximately 

twice the width of the inner, depicts a file of prancing animals and one hawk.  The nearly 

identical animals face counterclockwise, both hind legs planted on the ground and angled 

forward, narrow abdomens, tails arcing upward in spritely manner, heads raised in profile 

with ears (or possibly short horns) curving forward, and both forelegs off the ground in a 

shallow curve.  The torsos are extremely slender, suggesting calves, sheep, or goats rather 

than bulls.  The hawk stands at the left quarter point (approximately 90 degrees 

counterclockwise from the top as defined by the outer register), both feet on the ground, 

facing counterclockwise, wings spread at a forty-five degree angle, head in profile and 

slightly lifted.  The singularity of the hawk in a file of prancing herd animals draws sharp 

attention:  I know of no other example on the surviving bowls of an animal file interrupted 

in this way.  His presence at the near quarter point emphasizes the near quadrilateral 

symmetry of the design.  

A slightly wider raised band with a row of sometimes off-center dots separates the 

middle and outer registers.  The decoration in the outer register is more badly damaged 

than that in the middle.   Markoe describes it as bulls and hawks with a palmette at the 

top and bottom (at zero and 180 degrees respectively)183  Remains of what could be a 

 
183 Markoe, Phoenician Bronze and Silver Bowls, 167.  There are a number of inconsistencies between 
Markoe’s brief description of the iconography under “Pictorial Content” and his more expanded 
description.  I will therefore focus on what can be discerned from the image. 
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palmette element can be seen at the top of the image:  a double trunk, wide at the base 

and narrower at the top, separates and fans out into two curving elements.  A wide 

shallow element consisting of two arcs is just above the double trunk, but it is difficult to 

tell whether this is part of the palmette, or outspread wings of some kind.  A vertical 

element defined by four incised vertical lines occurs above the arc but is intersected by 

one of the damaged zones.   

To the right of the palmette are two (possibly three) hawks facing counterclockwise.   

They are about half the height of the register, standing with wings spread.  The one closest 

to the palmette has his mouth open, suggesting a cry.  The remains of incised linework 

behind the hawks suggest vegetation, or possibly more figures beyond.  To the right of 

the hawks, a quadruped appears to run counterclockwise, with all four legs off the ground 

in a flying gallop.  It has the narrow waist and arched tail of the animals in the middle 

register, but the smaller head, narrower proportions and suggestion of a long horn 

indicate a gazelle or deer.  Standing behind the gazelle are two more hawks with spread 

wings.  These have closed beaks, longer, more stylized wings, and incised detail on the 

wings and take a more fully profile stance.  Behind the hawk the hind legs, torso, and 

forelegs of a clockwise-facing rearing bull can be seen.  At the bottom of the register, 

opposite the palmette, a vertical form defined by seven parallel lines extends from the 

ground plane to the rim, possibly a column of some kind.  Three curving lines appear to 

define a form cutting across in front of it, but it is difficult to tell whether this is a figure 

or simply a damaged area on the bowl.  The left half of the outer register is more badly 
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damaged than the right.  There are hints of a quadruped in a flying gallop, opposite the 

gazelle at about 45 degrees from the top, with what may be a long-legged bird at about 

the quarter points.   

Cr13  

Illustration A.111: Cr13, line drawing 
Cr.13, Archaeological Mus. Heraklion 
Markoe, Phoenician Bronze and Silver Bowls, 241 
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Cr13 (Archaeol. Mus. Heraklion) is bronze, in fragmentary condition.  It is reconstructed 

to be 26 to 27 cm (10.25 to 10.63 inches) in diameter, fairly large for these objects.  Its 

depth is unknown due to its fragmentary condition.  Like several of the Egyptian bowls 

(Eg4 – Bowl of Amy, Eg5 – Swimmers’ Bowl, and Eg6, Bowl of Wen-djebau-en-djed), the 

remaining portion of Cr13 has a single handle riveted to the outer edge, although the 

handle and riveting design appear to be slightly different than the examples from secure 

Egyptian contexts.  It is possible that Cr13 originally had two handles, unlike the Egyptian 

bowls noted above, as the portion opposite the handle is missing.  The bowl has a central 

rosette medallion and three registers.   

Context 

As noted above, Cr13 is from Tomb L of the necropolis of Aphrati, larger and 

wealthier than Tomb M, containing nineteen burials in pithoi and 5 in bronze basins.  The 

tomb vault had collapsed, disturbing the contents and damaging Cr13, so the original 

location and function are unclear, although cover to a burial jar or basin is a possibility.  

Among the contents were ceramic vessels, metalwork, and faience objects.  The 

metalwork included weapons (daggers, an iron arrowhead, and two bronze spearheads) 

and jewelry (pins and fibulae), three bronze basins grouped in the center of the tomb 

holding cremation remains, one of which contained a green faience pyxis.  The tomb also 

contained two bronze shields, or tympana, similar to those from Palaikastro and the 

Idaean Cave, and one smaller shield (or possibly urn lid).184 

 
184 Markoe, Phoenician Bronze and Silver Bowls, 168.   
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The largest shield, found in one of the three central basins, has a central lion’s head 

protome and three registers.  The inner and outer registers are plain, and the middle 

depicts a file of grazing gryphons.  The smaller shield has the lion head protome, but is 

otherwise plain.  The smallest shield depicts a file of dancing female figures with joined 

hands, which Markoe compares to the imagery on Cr7.   

Images / Content and Style 

The medallion is similar to, but differently proportioned than that of Cr12.  It 

consists of a repoussé disk surrounded by approximately twenty-eight equally sized 

petals, which appear in the line drawing to have slight separations between them.  A wide, 

flat raised repoussé band similar to the banding on Ug2 separates the medallion from the 

first register, which depicts a file of horned bovines facing right.  The band also resembles 

that on Cr12, but without the raised dots.  The bovines have lowered heads and all four 

legs bent.  The middle register is about twice the width of the repoussé band and is blank.  

Another, slightly narrower raised band separates the middle and outer registers and 

serves as the ground plane for the outer register.  The surviving fragments of the outer 

register depict lions and shield-holding human figures.  Starting from the upper right 

quadrant (with the handle at the top) and proceeding clockwise, we see a round shield 

with a raised central boss, two concentric rings of repoussé dots, and a raised outer rim.  

A right leg angles down and a right arm angles up toward a lion’s tail, but the intervening 

portion is missing.  The lion faces counterclockwise, his outstretched back leg crossing 
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behind the warrior’s right leg, head erect in profile, with a stylized mane executed in 

raised dots, mouth open.  The forelegs are missing.  Counterclockwise are the remnants 

of two more animal figures, possibly opposed lions.  Another lion faces counterclockwise 

followed by portions of a warrior figure who appears to be in the process of falling to his 

knees – his right knee is bent and right shin and foot rest on the ground plane, while his 

left leg extends back sharply from his left buttock, left knee sharply bent and left calf 

extending upward.  The top portion of one more shield is visible in the lower right 

quadrant.  The shields resemble the hoplite shields which came into use in the mid to late 

eighth century. 

The gaps in the outer register hamper interpretation of the design.  The remnant of 

the falling warrior suggests that at least two of the motifs are combats of lion and warrior, 

with the third possibly a combat of two lions.  It is reasonable to postulate a fourth combat 

in the lower right quadrant, but whether of lion and warrior or of two warriors cannot be 

discerned.  I suspect that the warrior in the upper right quadrant grasps the tail of the lion 

to his right (counterclockwise in the design), and that the lion 90 degrees 

counterclockwise from the handle strikes at the warrior who appears to be falling to his 

knees.  The figural depictions are extremely stylized and the poses are emblematic rather 

than dynamic.  The warriors appear to be nude.  A row of raised dots defines the outer 

edge of the register, similar to those on Eg.3, Eg.4, and Eg.6. 
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Cr14  

Illustration A.112: Cr14, photo 
Eleutherna Cat. 349, Rethymnon Museum M 1695 
Aruz, Graff and Rakic, eds., Assyria to Iberia, cat. 155 
 

Cr14 (Eleutherna 349, A/I 155, Rethymnon Museum M 1695,) is bronze, 21.4 cm in 

diameter by 3.2 cm deep, with a single small hole in the rim, probably for hanging.185  The 

 
185 The bowl has most likely been transferred to the new Eleutherna Museum. 
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technique is primarily engraving with shallow repoussé.  The format, similar to Cr2, Cr3 

and BM 115505, is a central medallion with several narrow blank and abstract registers 

and a wider outer register with figural decoration.   

Context 

As noted above, Cr14 comes from Tomb A1K1, where it served as the cover of a clay 

Theran stamnos with geometric decoration (Illustration A.113) that held the cremated 

remains of one of the burials.186   

Images / Content and Style 

As I discuss in the text, Cr14 bears strong similarities to Cr2, Cr3, and to BM 115505 

and BM ME N25AN36103001 from Nimrud.  (Refer to Illustration A.114).  The format, 

similar to Cr2, Cr3 and BM 115505, is a central medallion with several narrow blank and 

abstract registers and a wider outer register with figural decoration, and the somewhat 

sparse, primarily engraved style is reminiscent of many of the Nimrud bowls.  

The design is highly organized, with a strong, carefully executed tripartite 

composition in which the elements relate formally to one another in a pronounced 

fashion.  This is somewhat atypical in the corpus as a whole:  where figural designs are 

composed in evenly partitioned arrangements, the designs are more likely to be bilateral 

or quadripartite and are often loose rather than rigorously executed.    

 
186 Nicholas Stampolidis, Eleutherna: Polis, Acropolis, Necropolis (Athens: Museum of Cycladic Art, 2004), 
cat. 349. 
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The central medallion is quite unusual, executed in engraving with no repoussé, a 

rosette with a small center and 6 evenly spaced leaf-shaped petals defined with a double 

engraved line.  At the tip of each petal is a much smaller motif consisting of a number of 

closely spaced radial engraved lines ending in punched dots.  Six smaller variants of the 

same motif are evenly spaced between them, aligning with the intersections of the 

rosette petals and at nearly the same distance from the center.  Two other bowls from 

Nimrud (British Museum ME N1 and British Museum ME N59 – Illustrations A.116-A.117) 

have similar round elements between radial elements, although in the case of these two, 

the radial elements are points of a star rather than a flower.  A fairly narrow cable band 

consisting of repetitions of the same S-shaped element defines the outer edge of the 

medallion.  Following this, as on Cr2 and Cr3, are two repetitions of the same sequence 

of narrow blank register / narrow register with abstract floral frieze / slightly wider blank 

register, all edged by the same narrow cable bands.   

The figural register’s tripartite composition in six sets of motifs relates strongly to 

the six-petalled rosette:  three pairs of sphinxes, each pair facing and framing three 

vertical elements, alternating with three very large renditions of Khepri, the morning sun 

as a scarab beetle, with wings spread and holding the solar disc.  The six petals of the 

central rosette clearly align with each of the six motifs.  All of the imagery relates strongly 

to the Egyptian religious tradition.    

The opposed sphinxes flanking a central element further echo, but do not reproduce 

the frequently seen motif of opposed sphinxes flanking a palmette motif.  Thierry Petit 
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has associated sphinxes flanking a palmette with references to cherubim guarding the 

Tree of Life in the Old Testament, and has proposed that the motif was a well understood 

reference to eternal life in the Near East and that this meaning accompanied the motif to 

other regions.   He has further proposed that sphinxes, like images of Nike, are avatars or 

hypostases of the divine, and thus have a specifically religious connotation in many 

iconographic traditions around the Mediterranean.187  (Refer to Appendix 2 for a list of 

bowls with sphinx motifs.) 

The three sphinx groupings appear nearly identical:  I will describe the grouping at 

the top of Illustration 3.38.  The three vertical elements rest on the ground plane and 

decrease in width from bottom to top, with stylized papyrus blossoms on top.  By analogy 

with Cr2, they are likely to be columns with papyrus capitals, rather than papyrus plants, 

thereby anchoring the imagery to a ritual setting rather than depicting deities without 

context.  A Horus falcon in profile, facing counterclockwise, sits on top of the middle 

blossom, tail overhanging to the right.  It is wide in relation to its height, resembling an 

owl more than a falcon in its proportions, yet the lifted beak is clearly a falcon’s.  Engraving 

defines the eye, cheek, neck, wing, legs, and feathers along the wing edge. 

To the left and right of the columns are the confronted sphinxes.  In contrast to the 

falcon, their proportions are attenuated, with impossibly slender midsections.  In general, 

 
187 Thierry Petit, “The Sphinx on the Roof:  The Meaning of the Greek Temple Acroteria,” The Annual of 
the British School at Athens 108 (November 2013): 217.  See also Thierry Petit, Œdipe et le Chérubin: Les 
Sphinx Levantins, Cypriotes et Grecs comme Symbole d'Immortalité, Orbis Biblicus et Orientalis 248 
(Göttingen: Vandenhoeck & Ruprecht, 2011). 
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the depiction is notable for the pronounced use of curved lines in almost every element.  

Each sphinx stands with the hind leg nearest the viewer stretched back, far hind leg 

forward, tail curving up in a spiral.  The slender midsection swells gradually toward the 

shoulders.  The near forepaw rests on the ground, the far foreleg curves up in an 

anatomically impossible quarter circle arc, ending in an appendage that more closely 

resembles a horse’s hoof than a feline forepaw.  A fringed apron passes between the 

foreleg and the chest to hang above the ground plane, just above ankle height, the 

shallow curve of the textile’s bottom echoing the curving ground plane.  The wings, rather 

than springing from the mid back or shoulder blades, appear to wrap around the chest 

just behind the forelegs.  They are rather elegantly depicted with two shallow S curves 

defining the outer edges, feathers indicated with carefully spaced slightly curving 

engraved lines, in a manner reminiscent of Assyrian works.  As on Cr2, they are spread 

just enough to show their duality.  Each sphinx has a human head with eyes and thick 

eyebrows shown in profile, a shoulder length wig with bangs that curves along the upper 

back and top of the chest, and a forelock falling in front of the human ear.  Each wears a 

solar disk framed by two cobras (uraei) on its head.  The sun element is an oval rather 

than a circle.  The opposite sphinx, is formally identical, but could have been executed by 

a different hand.  Minor variations in the faces occur on all the sphinxes, if they are not 

simply the result of wear.   

All three scarab beetles are in different conditions of wear.  They appear similar if 

not identical, so the composite description will be based on the visible / surviving 
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elements.  They are depicted frontally, flying at the viewer, which is common for 

representations of Khepri.  The round eyes and proboscis are perhaps the most prominent 

features.  Below the proboscis the middle legs meet over the abdomen, which is depicted 

as an oval, and framed by the back wings, whose outer edges echo the curve of the 

abdomen.  The front wings are spread and rise up at an approximate forty-five degree 

angle from behind the head, tips curving up to frame the raised forelegs. The forelegs, 

raised over the head, hold a solar disc, confirming the image as Khepri. 
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Illustration A.113: Theran stamnos burial urn, which Cr14 covered 
Stampolidis, Eleutherna, cat. 287, 253 
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Illustration A.114: Comparison to Cr14 
Bronze Bowl from Nimrud, British Museum BM 115505 
Aruz, Graff and Rakic, eds., Assyria to Iberia, 287 
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Illustration A.115: Comparandum to Cr14 and C417 
Bronze Bowl from Nimrud, British Museum BM ME N25AN36103001 
Courtesy of The British Museum 
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Illustration A.116: Comparison to Cr14 
Bronze Bowl from Nimrud, British Museum ANE N1 
Courtesy of The British Museum 
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Illustration A.117: Comparison to Cr14 
Bronze Bowl from Nimrud, British Museum ME N59AN33167001 
Courtesy of The British Museum 
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Cr15 

Illustration A.118: Cr16, Interior and Side Views 
Cr.16, Sakellarakis 11, Archeological Museum Heraklion, MH X4848 
Aruz, Graff and Rakic, eds., Assyria to Iberia, 290 
 

Cr15 (Eleutherna 350, A/I 155, Rethymnon Museum M 2806) is bronze, 28 cm in 

diameter x 6.5 cm deep (11 x 2.6 inches).   
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Context  

Like Cr14, Cr15 comes from Tomb A1K1 at the Orthi Petra Necropolis at Eleutherna, 

where it most likely served as cover to a cinerary pithos (Illustration A.121).  In addition 

to the cremated remains, the pithos held a faience lekythos and a necklace of rock crystal, 

silver and faience.  The format is a central rosette medallion with one blank register, and 

two registers of figural decoration divided by a register of raised dots.  The bowl is intact, 

but highly oxidized.188 

Images / Content and Style 

The center of the rosette is a very shallow omphalos, surrounded by a raised band, 

and thirty-four closely spaced repoussé petals with rounded ends, surrounded by a circle.  

The adjacent blank register, approximately one-half the width of the petals’ length, is 

edged by one narrow and one wide raised band, followed by a register of figural 

decoration approximately twice the width of the blank band.  The register appears to be 

filled with scenes of animals interacting, but the oxidation is too pronounced to be able 

to discern all the elements of the design. Stampolidis identifies them as six clockwise-

facing bovines with two clockwise-facing lions, one of which attacks a counterclockwise-

facing bovine. 189  Two more raised bands of approximately equal width define the outside 

of the register, followed by a band the same width as the blank register but ornamented 

 
188 Stampolidis, Eleutherna, cat. 350. 
189 Stampolidis, Eleutherna, cat. 350. 
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with a row of large punched dots along the center of the band.  Two more raised bands 

of equal width separate the register with the dots from the outer figural register. 

The outer register appears to be approximately the same width as the inner figural 

register.  Four approximately equally spaced raised rosettes divide the register into 

quadrants.190  Like the inner register, this register is badly corroded.  The visible portions 

depict primarily animal scenes with some human presence.  In all cases the activity 

depicted appears much more frenetic than the inner register, and with fairly clear 

narrative intent:  the majority of the animals are depicted in a flying gallop, all four legs 

off the ground plane, but details, including in most cases the animals’ species, are difficult 

to make out.  To the left of the rosette at the top, a kneeling clockwise-facing male  shoots 

an arrow counterclockwise.  An animal in a flying gallop occupies the space to the left:  

possibly a boar running toward the human figure.  To the right of the rosette a horse or 

possibly antelope runs counterclockwise, all four legs in a prancing trot, its head, teeth 

bared, turned back toward the leaping predator that is about to attack.  The predator 

appears to fly over the backs of the horse and of the next animal, forelegs stretched 

straight out to either side of the head, back legs seen together in profile, rather like 

twentieth-century depictions of Superman in flight.  To the right of the horse are the back 

legs and torso of another antelope, traveling clockwise with its head reverted toward the 

predator (Illustration A.120).  The two rosettes at the east and west quarter points in 

 
190 It is impossible to tell from the photographs whether the apparent inequality in spacing stems from 
the angle at which the photographs were taken, or is an actuality, as is the case on some bowls. 
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Illustration A.119 each have thick stems or vines protruding from behind the center.  The 

two are not mirror images of each other.  The rosette at the left quarter point has vines 

curving up in a shallow arc, probably terminating in large leaves.  The one at the right 

quarter point has vines or stems that echo the curve of the ground plane.   The rosettes 

are out of scale with the human and animal figures and must therefore be formal dividers 

rather than part of the activity of the scenes. 

The designs of the balance of the register (the bottom half in Illustration A.119) 

cannot be made out at all in the available imagery:  only the faint suggestion of a rosette 

at the bottom quarter point.  No border divides the outer register from the rim. 
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Illustration A.119: Cr15, View from Underside of Bowl 
Rethymnion Museum M 2806  
Stampolidis, Eleutherna, cat. 350; Aruz, Graff and Rakic, eds., Assyria to Iberia, 158 
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Illustration A.120: Cr15, Detail 
Rethymnon Museum M 2806 
Stampolidis, Eleutherna, cat. 350; Aruz, Graff and Rakic, eds., Assyria to Iberia, 290 
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Illustration A.121: Ceramic Pithos 
Cr15 served as the cover to this urn, which held the cremated remains. 
Stampolidis, Eleutherna, cat. 283 
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GREECE 

G12 

Illustration A.122: G12, line drawing 
Popham, Calligas, and Sackett, “Further Excavation of the Toumba Cemetery,” fig. 5 

G12 is bronze.  The format is a single rosette medallion with two registers of figural 

decoration, separated by wide repoussé and engraved cable bands.  The condition is poor:  

the bowl was found damaged on the floor of the tomb. 
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Context 

G12 comes from Tomb 55, a shaft grave.  Based on the type and location of the 

grave goods, the tomb probably contained a double burial of an inhumed female and a 

cremated male, although no skeletal remains survive.191  The tomb dates to the Late 

Protogeometric / Sub-Protogeometric (circa 900 / 875 B. C., but considered by the 

excavators to be later than Tomb 70 where G13 was deposited) and is the richest tomb 

of its period.  Tomb 55 is notable for its location on axis to and opposite the mound, and 

for the fact that no further burials were made in front of it (opposite the mound.)192 

The bowl, probably associated with the inhumation, was found damaged on the 

floor of the shaft, with a plain bronze bowl, fibulae, pins, spirals and rings, and a possibly 

imported gilded iron fibula of very fine workmanship, with granulation detail and a crystal 

bead.  At the east end of the tomb, a large Attic pyxis holding the remains of the cremation 

was grouped with a selection of other pottery including fifteen flat-based monochrome 

ceramic cups with painted banding on the lips, two plates with pendant semi-circle 

decoration, and an Attic oinochoe which establishes the earliest possible date for the 

 
191 M. R. Popham, P. G. Calligas, and L. H. Sackett, “Further Excavation of the Toumba Cemetery at 
Lefkandi, 1984 and 1986, a Preliminary Report,” Archaeological Reports 35 (1988/1989): 118. 
192 Irene Lemos and David Mitchell, “Elite Burials in Early Iron Age Aegean: Some Preliminary 
Observations Considering the Spatial Organization of the Toumba Cemetery at Lefkandi,” in Dark Ages 
Revisited: Acts of an International Symposium in Memory of William D.E. Coulson, University of Thessaly, 
Volos, 14-17 June 2007, ed. Alexander Mazarakis-Ainian (Volos: University of Thessaly Press, 2011), 636-
37, and fig. 4. 
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burial as circa 900 BC.   Many of the nearby tombs also contained Near Eastern, Egyptian, 

and Attic imports.193   

The presence of the imported cups and oinochoe suggest the importance of formal 

serving of wine, as part of the funerary rites, as a characteristic elite activity, or both, 

linking bowls with wine consumption in Lefkandi as at other locations around the 

Mediterranean.  

Images / Content and Style 

The reconstructed illustration depicts the bowl as deep in relation to its width, an 

atypical, but not unique configuration.  The center is a small rosette medallion surrounded 

by a narrow space and then by a wide and elaborate cable band delineated with double 

engraved lines.  The inner register is a tripartite composition of palm trees, panthers, and 

deer or goats.  Viewing clockwise from top, we see a single palm tree with two dangling 

fruit, a counterclockwise-facing panther, a second palm tree at about 100 degrees, a 

clockwise-facing panther, a third palm tree at about 195 degrees, and two facing goats or 

possibly sheep.  An identical cable band separates the first and second registers.   

The outer register is a vignetted composition of four sphinxes divided by four highly 

elaborate palmettes.  Based on the line drawing, all the sphinxes and all of the palmettes 

appear to be identical.  The palmettes have a wide base curving inward, two sets of 

branches and a spray of feathers on top.  They are executed with double engraved lines, 

 
193 Popham, Calligas, and Sackett, “Further Excavation of the Toumba Cemetery,” 118-23. 
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careful repoussé, and are so formalized that they have no relation to vegetation. 

The sphinxes have an Assyrian appearance.  Each sphinx wears a pointed cap with a 

round knob on top, and large earrings.  The profile heads are human but have a mane (or 

beard) under the chin and flowing down the chest.  Each sphinx stands on the forepaw 

nearest the viewer and raises the far forepaw, while the hind paw nearest the viewer is 

set back and the farthest is forward.  The tails are raised in an S curve.  The sphinxes are 

highly detailed with closely spaced engraved lines indicating wing feathers, loops of the 

earrings, manes, cap decoration and features.  Each sphinx faces toward one palmette 

and away from the adjacent palmette.  The figural decoration is naturalistic in proportion. 

Illustration A.123: G12, detail 
Popham, Calligas and Sackett, “Further Excavation of the Toumba Cemetery,” fig. 5 
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G13 

 

Illustration A.124: G13, line drawing 
Popham, “An Engraved Near Eastern Bowl from Lefkandi,” 105 (a) 

G13 is bronze, 14.5 to 15.5 cm in diameter by 5.5 cm deep (5.7 - 6.1 by 2.17 inches).  

The technique is repoussé with engraved details, and the format is a central rosette 

medallion with cable banding, recessed base, and a single register of figural decoration.  

The condition is poor:  the bowl is fractured, warped, and severely corroded.   

Context 
G13 was excavated in 1992 from Tomb 70, a single female inhumation in a shaft 

grave with a large and heavy cover slab, located to the southeast of, and with long axis 
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oriented toward the mound.  The tomb dates to the Late Protogeometric (circa 900 B. C.)  

Grave goods included Near Eastern imports including a faience ring, three bronze vases, 

a plain bronze bowl, plain situla, and a Near Eastern “squat” jug with lotus bud handle.  

The body was found with 9 gold finger rings, 6 fibulae and two iron pins with crystal 

globes.  G13 had been placed on the body, with the woman's hands resting on it.  Pottery 

at the head of the shaft included a large, fine quality amphora, a pair of pendant-

semicircle skyphoi, and a late Protogeometric Attic pyxis dated to circa 900 BC.194 

Images / Content and Style 

The decoration as reconstructed includes opposed rampant animals flanking a 

palmette, three devotés of a deity processing toward an offering table, a single devoté 

facing an altar, and what may be a procession of musicians facing the altar on the other 

side.  Like Cy3 and G3 (below), the imagery depicts an offering scene in a temple context, 

although the temple architecture is not as clearly marked as on G3.   

 
194 Mervyn R. Popham, “An Engraved Near Eastern Bronze Bowl from Lefkandi,” Oxford Journal of 
Archaeology 14, no. 1 (March 1995): 103. 
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Illustration A.125: G13, details 
Popham, “An Engraved Near Eastern Bowl from Lefkandi,” 105 (c), top; and 105 (b), 
bottom 
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G1 

Illustration A.126: G1, photo 
Athens, Kerameikos Museum, M5 
Markoe, Phoenician Bronze and Silver Bowls, 313 

G1 (Athens, Kerameikos Museum M5) is bronze, 17 cm. in diameter by 4.8 cm. deep 

(6.69 x 1.89 inches).  The format is a central rosette medallion with an omphalos, followed 

by a cable band, a recessed undecorated band, and a single register of figural decoration 
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framed by repoussé cable banding at the inner and outer edges.  The bowl is in poor 

condition, somewhat corroded on one side and with the rim bent.   

Context 

The German Institute excavated G1 from Grave G42, a cremation grave in the 

Kerameikos cemetery in 1938.  The trench grave, located on the south bank of the 

Eridanos, was approximately 2.75 meters long by 1.30 meters wide (9 feet x 4.25 feet) 

and covered with a mud-brick building filled with earth.  Three channels were cut into the 

floor, two crosswise and one lengthwise, and a layer of burnt charcoal covered by a layer 

of white ash containing splinters of animal bone covered the floor.  The bowl had been 

set as a cover into the mouth of a neck-handled amphora containing the ashes of the 

deceased and a small gold band with an engraved zigzag design.  The only other objects 

in the grave were Attic pots which give a deposition date of the second half of the 9th 

century B. C. (850 to 800 B. C.)195  The use of a neck-handled amphora to contain the 

ashes indicates a male burial.196 

Images / Content and Style 

The figural decoration consists of a clockwise procession of six animals alternating 

with human figures.  Each figure stands behind an animal and grasps its tail.  The animals 

appear in the order goat, bull, lion, goat, bull, lion.  Each goat rears slightly on its hind 

 
195 For grave furnishings, see Markoe, Phoenician Bronze and Silver Bowls, 115. 
196 James Whitley, Style and Society in Dark Age Greece: The Changing Face of a Pre-literate Society, 1100-
700 BC (Cambridge: Cambridge University Press, 1991), 130. 
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legs, and the female figures standing behind the goats appear to hold a lotus blossom in 

their free hands.  The remaining complete lion turns its head to gaze back at the human.  

The figures are all somewhat stocky, with a combination of curved and squared-off 

outlines.  Where the surface is not badly damaged, there is a distinctive use of engraved 

angled parallel lines that seem intended to suggest fur, hair and folds in the clothing.   

Illustration A.127:  G1, line drawing 
Athens, Kerameikos Museum M5 
Markoe, Phoenician Bronze and Silver Bowls, 312 
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Illustration A.128: G1, details 
Athens, Kerameikos Museum M5 
Markoe, Phoenician Bronze and Silver Bowls, 314 
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G9 and G10 

Illustration A.129: G10, photo 
Archaeological Museum Mykonos Inv. 480 
Markoe, Phoenician Bronze and Silver Bowls, 331 

G9 (Archaeological Museum Mykonos Inv. 481) and G10 (Archaeological Museum 

Mykonos Inv. 480) are in fragmentary condition, heavily corroded, and with little clear 

imagery are available for reproduction.197  The technique is engraving with shallow 

repoussé.  The format of G9 is a center rosette medallion (now lost) and two registers of 

figural decoration separated by punches.  The format of G10 is a central rosette medallion 

with two registers of figural decoration separated by cable bands. 

 
197 R. D. Barnett, “The Nimrud Bowls in the British Museum,” Rivista di Studi Fenici 2, no. 1 (1974): 11-33, 
20, n. 28, and tavola V. Based on the imagery in Tavola V, and per Markoe’s description, G10 is much 
larger than G9. 



 690 

Context 

Greek authorities excavated G9 and G10in 1898 from a large bothros, or ritual pit 

for disposal of sacred objects, at Rheneia near the island of Delos.  The excavators 

believed the pit to contain the remains of earlier tombs from Delos that were transferred 

to Rheneia as part of a purification ritual as described in Thucydides’ Peloponnesian War: 

“The same winter the Athenians purified Delos, in compliance, it appears, with a 
certain oracle.  It had been purified before by Pisistratus the tyrant; not indeed the 
whole island, but as much of it as could be seen from the temple.  All of it was, 
however, now purified in the following way. [2]  All the sepulchres of those that had 
died in Delos were taken up, and for the future it was commanded that no one 
should be allowed either to die or to give birth to a child in the island; but that they 
should be carried over to Rhenea, which is so near to Delos that Polycrates, tyrant 
of Samos, having added Rhenea to his other island conquests during his period of 
naval ascendancy, dedicated it to the Delian Apollo by binding it to Delos with a 
chain.198 

Although it was the contents of tombs which were transferred to Rheneia, Markoe 

suggests that the bowls could have been associated in some manner with the sanctuary 

of Apollo prior to becoming part of a tomb deposit.199   

Images / Content and Style 

Markoe describes G9 as “small and deep,” with a central rosette medallion (now 

lost) and two registers of decoration separated by lines of dots.  The inner register is badly 

damaged.  The outer register is a file of six clockwise-facing bulls with frontal horns.  G10 

 
198 Thucydides, History of the Peloponnesian War, Loeb Classical Library, trans. Charles Foster Smith 
(Cambridge, MA: Harvard University Press, 1921), accessed July 31, 2019, 
http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.0200%3Abook%3D3%3Ach
apter%3D104%3Asection%3D2. 
199 Markoe, Bowls, 81-82.   

http://www.perseus.tufts.edu/hopper/entityvote?doc=Perseus:text:1999.01.0200:book=3:chapter=104:section=2&auth=perseus,Delos&n=2&type=place
http://www.perseus.tufts.edu/hopper/entityvote?doc=Perseus:text:1999.01.0200:book=3:chapter=104:section=2&auth=perseus,Samos%20City&n=1&type=place
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is a shallow bronze bowl, approximately twice the diameter of G9, with a central 

medallion and two registers of decoration separated by cable bands.  The inner register 

depicted a file of bulls, one with head facing backward, while the outer register showed 

a file of five bulls.200 

G2 

Illustration A.130: G2, photo 
Athens, National Archaeological Museum, NM7037 
Markoe, Phoenician Bronze and Silver Bowls, 315 

G2 (Athens, National Archaeological Museum, NM7037), is a rim fragment of a 

bronze bowl, reconstructed to be 16 cm in diameter.  The technique is repoussé with 

engraved details.  The format is not known, however refer to text for a discussion of 

possible comparanda.    

 
200 Markoe, Bowls, 208.  Barnett provides a for photograph showing comparative (but not absolute) sizes, 
“The Nimrud Bowls,”20 and n. 28, Tavola V for photograph showing comparative sizes. 
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Context 

A Greek team found G2 during excavations on the Athenian Acropolis between 1885 

and 1889.  There is no further information about the bowl’s find spot or entourage.201  

Based on the find spot, I attribute it to a sanctuary context. 

Images / Content and Style / Syntax 

G2 has very little remaining engraved detail, due to conditions of wear.  The 

remaining imagery includes, from left, the wing tip and tail of a sphinx or griffin, , a Horus 

hawk sitting on top of a papyriform column, the tail, wing tip and human head of another 

sphinx crowned with a solar disc with double uraei, the top tier of a palmette crowned 

with feathers, and the head of a second, opposing sphinx also crowned with a solar disc 

with double uraei.  Faint traces of an engraved cable band can be seen. 

  

 
201 Markoe, Phoenician Bronze and Silver Bowls, 203-04. 
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G3 

Illustration A.131: G3, photo 
Athens, National Archaeological Museum, NM 7941 
Markoe, Phoenician Bronze and Silver Bowls, 317 

G3 (Athens, National Archaeological Museum, NM 7941) is bronze, 20.3 cm wide 

by 3.5 cm deep (8” by 1 3/8”).  The technique is repoussé with engraved detail.  The 

format is a central medallion with a single register of figural decoration.  The condition is 

fair:  the bowl is intact but somewhat worn. 
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Context 

A German team under Ernst Curtius found G3 in the Alpheios River below Olympia 

near the beginning of their excavations between 1875 and 1881.  The bowl was found 

near the village of Makryfia, with Curtius himself vouching for the findspot.  No further 

information regarding context is available.202  The site of Olympia experienced 

considerable flooding which eroded the southeast portion of the complex.203  It seems 

likely that the bowl was deposited on the sanctuary site and washed into the river, but 

there is also a possibility that it could have been thrown into the water in a water 

divination ritual as is suggested for G11 below. 

Images / Content and Style 

The central medallion contains a slender-armed, eight-pointed star defined by a 

double line, inscribed in a circle bounded by a single line.  An inscribed double circle fills 

the star’s center.  In between each point is a six-petalled rosette inscribed in a single circle.  

This central motif is very similar to the central medallions in two bronze bowls from 

Nimrud, British Museum ME N1, and ME N59AN33167001from the British Museum, both 

of which have an eight pointed slender-armed star with round motifs in the spaces 

between the arms.  Repoussé cable banding separates the medallion from the figural 

band and edges the outer rim.   

 
202 Markoe, Phoenician Bronze and Silver Bowls, 205.   
203 “Ancient Olympia Archaeological Site,” Olympia Greece Online City Guide, accessed April 3, 2018, 
http://www.olympia-greece.org/site.html. 
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The figural register depicts four scenes divided by four standing frontal figures, two 

nude females holding their breasts alternating with two bearded male figures with 

shoulder length hairstyles, each centered against a diamond-patterned background 

framed by columns with lotus capitals spanned by a winged sun disk directly over each 

figure’s head.  The winged sun disks break the cable banding at the edge of this register.  

Three of the four narrative scenes depict overtly religious activities:  two scenes of 

offering to an enthroned deity, and one scene of a votive procession with two offering-

bearers and one musician.  In scene at the top in a male deity is seated on an elevated 

chair, holding a raised libation bowl (similar to some of the objects in the corpus) and 

possibly a lotus flower.  To the deity’s right is an offering table standing on a pedestal the 

same height as the deity’s footstool.  The table legs take the form of animal legs with 

hooved feet.  On the table are two angled objects topped by a large round crescent-

shaped object.204  The male attendant to the right of the table wears a belted ankle length 

robe and wears what may be the hedjet, or white crown of Upper Egypt, and would 

therefore be identified as Pharaoh.  He holds a curving object (possibly a fly whisk) in his 

upraised right hand and an ankh in his lowered left hand. 

The scene directly opposite depicts a female deity nursing an infant –Isis with the 

infant Horus, seated on a folding chair.  In front of Isis stands an offering table in the shape 

of a papyrus stem.  On top of the table, two apparently stacked curved elements support 

 
204 Markoe states that the objects on the offering tables are cakes, but this seems somewhat unlikely.  
Further research will be necessary.  Markoe, Phoenician Bronze and Silver Bowls, 204. 
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a second crescent-shaped object.  On the other side of the table a robed female attendant 

raises a small bowl towards Isis with her right hand, while her lowered left hand holds an 

ankh.  Both deities have thus been depicted with small bowls similar to G3 itself. 

In the scene to the left musicians and dancers process toward the male deity:  a 

kilted male holding a lyre, a cymbal-player or drummer, depicted in motion with raised 

knee and skirt flaring, and a kilted male playing a double flute.  Opposite the musicians is 

a griffin combat.  A figure in a cap similar to the male priest and a frilled robe holds the 

griffin’s head in one hand and thrusts a weapon into its open mouth.  The griffin, hind legs 

in the air and forelegs on the ground, head reverted toward the figure on the right, 

occupies the center of the scene.  To the griffin’s right, a male in a long robe and cap with 

a lion’s tail thrusts a spear toward the griffin.  The angles of the first figure’s weapon and 

the second figure’s spear draw attention to the griffin and give it prominence in the scene.  

With the exception of the figure on the right, the griffin combat strongly resembles the 

crashing griffin motif from Cy2.  It is the only scene on G3 that does not have overt 

religious content.   
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Illustration A.132: G3, line drawing 
Athens, National Archaeological Museum, NM 7941 
Markoe, Phoenician Bronze and Silver Bowls, 316 
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Illustration A.133: G3, photo 
Athens, National Archaeological Museum, NM 7941 
Photo credit:  Athanasio Papalexandrou 
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G4 

Illustration A.134: G4, photo – top view 
Delphi, Archaeological Museum 4463 
Markoe, Phoenician Bronze and Silver Bowls, 321 

G4 (Delphi, Archaeological Museum 4463) is bronze, 17.2 cm in diameter by 5.7 cm 

deep (6.7 by 2.25 inches) however the depth measurement may be distorted by the 

bowl’s having been crushed.  The format is a rosette medallion surrounded by a narrow 

cable band, and a single register of figural decoration.   The condition is fair:  the bowl is 
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slightly misshapen, the surface is corroded, and there are some missing fragments, but 

the decoration can still be discerned.    

Context 

The French School of Classical studies excavated G4, in 1903, south of the temple 

of Athena Pronaia and the altar of Athena Ergane at Delphi.  Nearby finds included 

terracotta and bronze statuettes,205 presumably votive dedications buried at a later date, 

probably in a bothros, or pit for disposal of sacred objects.   

Images / Content and Style / Syntax  

As noted, G4 has been crushed and is somewhat corroded, but the design is still 

distinguishable.  The central rosette medallion has three equally spaced sets of two 

concentric semi-circles intersecting edge and extending into the center.   An engraved 

cable band separates the medallion from the figural register. 

The figural decoration depicts a fortress or city under siege.  At the top of 

illustration A.135, four kilted archers with quivers on their backs defend a three-tiered 

walled structure with a central pointed arch.  Two aim to the left and two to the right.  

Clockwise from the top, a helmeted warrior in a pleated kilt and pectoral collar, holding a 

sword, begins to climb a siege ladder leaning against the wall, followed by an archer in a 

crosshatched kilt who has just fired an arrow toward the city.  Behind the archer a chariot 

 
205 Markoe, Phoenician Bronze and Silver Bowls, 205-06.  Markoe’s description implies that other objects 
were included in the deposit.  Further research will be necessary to find a full description of the location 
and contents of the deposit.  Markoe references Théophiole Homolle’s Les Fouilles de Delphes, vol. 23. 
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drawn by a helmeted sphinx faces away from the city.  An archer in the back of the chariot 

fires an arrow toward the city, while the driver faces front and holds the reins.   

After the sphinx, a clockwise-facing archer with a round breastplate and a scale-

patterned ankle length kilt prepares to nock an arrow, holding the bow in his extended 

right hand, the arrow over his head in his left hand. In front of him, a second archer in a 

crosshatched kilt pulls his bow with his right arm back, left arm forward, resting his left 

foot om the head of a dead compatriot who has slid head-first down a scaling ladder 

propped against the city walls.  A cartouche hangs in the air between the dead warrior 

and the archer. 

The besiegers and the besieged have similar costumes and hairstyles.  The layout 

of the figural decoration is quadripartite, highly structured and symmetrical.  The walled 

city lies directly opposite the winged sphinx, and the triangular shape created by the 

sphinx’s wings mirrors the shape and scale of the city walls, which are wider at the top 

than at the base.  To the left and right, the figures outside the city walls balance and mirror 

each other.  If the driver of the chariot is grouped with the sphinx, there are three figures 

to each side of the city.  The central figure in each group is an archer firing an arrow 

toward the city.  Each group contains two large figures, which are in both cases a warrior 

and an archer, and one smaller figure (the dead man and the chariot archer.)  Despite the 

quadripartite symmetry, the direction the besiegers face privileges the city as the focal 

point of the design, and the design can be viewed as primarily bilaterally symmetrical. 
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Illustration A.135: G4, line drawing 
Delphi, Archaeological Museum 4463 
Markoe, Phoenician Bronze and Silver Bowls, 320 
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Illustration A.136: G4, photo – color 
Delphi, Archaeological Museum 4463 
Photo credit: Athanasio Papalexandrou 
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G5 

Illustration A.137: G5, details 
Olympia, Archaeological Museum, 8555 
Markoe, Phoenician Bronze and Silver Bowls, 324 

G5 (Olympia, Archaeological Museum, 8555) is bronze, approximately 16 cm (6.3 

in.) in diameter.  The bowl is in fragmentary condition, with the center and a small portion 

of the rim missing, thus depth and format cannot be determined.   

Context 

The German Institute team under Ernst Curtius found G5 in the temenos of Zeus 

Olympios, near the Altar of Zeus, during their excavations between 1875 and 1881.  No 
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further information is available.206 

Images / Content and Style 

The only remaining portion of G5, the outer register depicts a file of five bulls in 

repoussé and engraving processing counterclockwise just inside the rim.  The bulls are 

dynamically depicted in deep repoussé with naturalistic rendering of the muscles and 

proportions.  Parallel engraved lines detail a ruff along the neck. The heads, depicted in 

full profile with only a single horn visible, are down, level with the necks.  The tails lift 

slightly from the hindquarters and then curve gently down.  The animals appear to walk 

quietly.  A narrow engraved cable band just above the bulls’ backs edges the register. 

 
206 Markoe, Phoenician Bronze and Silver Bowls, 206. 
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G6  

Illustration A.138: G6, photo 
Olympia, Archaeological Museum B6094 
Markoe, Phoenician Bronze and Silver Bowls, 325 

G6 (Olympia, Archaeological Museum B6094) is bronze, 15.5 cm in diameter by 

5.7 cm deep (6.1 x 2.24 inches).  The technique is repoussé with engraved details.  The 

format is a central rosette medallion with two registers of figural decoration.  The bowl is 

intact, but heavily oxidized. 

Context 

The German Institute found G6 in a well southeast of the Zeus sanctuary during 

their excavations in 1964.  The team excavated some fifty wells during the season.  The 

finds included weapons and armor (some dating to the 7th century), fragments of bronze 

tripods from the Geometric period, fragments of bronze cauldrons from the 7th and early 
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6th centuries, pottery dating from the eighth century to the Roman period, an omphalos 

phiale, and G6.  While many of the objects listed are typical of sanctuary dedications of 

the eighth to sixth centuries, the report does not specify which items were found 

together.207 

Markoe illustrates only a detail of the outer register, but states that the inner 

register contains four left-facing cows nursing calves, the outer a file of five bulls also 

facing left. 208  A double engraved cable band separates the inner register from the outer, 

while the rim features a single narrow engraved cable band a slight distance from the 

edge.  The bowl carries an inscription in the Phoenician alphabet naming an owner:  

“belonging to Nagid/r, son of Mepha.”209   

  

 
207 Georges Daux, “Chronique des Fouilles et Découvertes Archéologiques en Grèce en 1963,” Bulletin de 
Correspondance Hellénique 88 (1964): 751-53. 
208 Markoe, Phoenician Bronze and Silver Bowls, 206.  Markoe does not illustrate the entire bowl, 
providing only a detail of the rim, so an independent analysis of the imagery is not currently possible 
209 Marian Feldman, Communities of Style: Portable Luxury Arts, Identity, and Collective Memory in the 
Iron Age Levant (Chicago:  The University of Chicago Press, 2014), 139 and n. 2.  Feldman does not give 
the location of the inscription. 
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G7  

Illustration A.139: G7, photo  
Ashmolean Museum G401 
Markoe, Phoenician Bronze and Silver Bowls, 326 

G7 (Ashmolean Museum, Oxford) is bronze, 27.2 cm in diameter by 10.1 cm deep 

(10.7 x 3.9 inches).  The bowl is in fragmentary condition and has been restored on a 

plaster base.210  The remains include the majority of the rim and outer register and 

portions of the inner register, with the medallion and a portion of the inner register are 

missing.   The format is a central medallion with two registers of figural decoration. 

 
210 Markoe, Phoenician Bronze and Silver Bowls, 207.  
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Context 

G7 is largely unprovenanced.  It is attributed to Olympia based on a dealer’s report 

provided at the time of purchase.211 

Images / Content and Style  

The regularly spaced raised round bosses visible in Illustration A.139, suggest that 

the missing medallion may have been a rosette, with the petal tips raised in repoussé.  

This would be congruent with the majority of bowls but must remain speculation until 

such time as better imagery can be obtained.212  The lack of a band between the medallion 

and first register, and serving as ground plane for the first register, is somewhat unusual.   

The first register, slightly less than half the width of the second, depicts portions 

of at least three lions, likely part of a file of evenly spaced lions.  The lions are fairly 

naturalistic, with the modeling of the limbs and musculature depicted in deep repoussé.  

A repoussé cable band divides the inner from the outer register and serves as the ground 

plane for the outer register. 

The outer register depicts a dynamic continuous lion hunt.  From left in Illustration 

A.139, an archer mounted on a rearing horse turns away from the viewer and shoots an 

arrow backward toward a clockwise facing rearing lion who turns his head to look at the 

horseman, mouth open.  To the right of the lion, a second, running archer in a helmet and 

 
211 Markoe, Phoenician Bronze and Silver Bowls, 207.   
212 Markoe states that the medallion is a rosette (207), however the medallion is clearly missing in the 
photographs.   
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kilt draws his bow to shoot an arrow into the lion’s chest.  There is gap in the bowl’s 

surface, followed by a counterclockwise facing sphinx, (Illustration A.140) whose spread 

wings appear to be attached to his chest rather than to his back, pulling a two-wheeled 

chariot which contains a driver and third archer firing an arrow clockwise toward a second 

lion.  The second lion has left forepaw on the ground, right forepaw raised, and mouth 

open.213  An engraved cable band similar, but not identical to G5 and G6 edges the register 

at the rim.  The lions and sphinx are all large in comparison to the human figures, filling 

the height of the register. 

Illustration A.140: G7, photo  
Ashmolean Museum G401 
Markoe, Phoenician Bronze and Silver Bowls, 327 

 
213 Refer to Markoe, Phoenician Bronze and Silver Bowls, 207, for a description of the imagery which is 
not visible in the photographs.  
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G8   

Illustration A.141: G8, line drawing  
Louvre AO 4702 
Markoe, Phoenician Bronze and Silver Bowls, 328 

G8 (Louvre, AO 4702) is bronze, 19.5 cm in diameter by 6.5 cm deep (7.68 x 2.55 

inches).  The bowl is intact but badly corroded.  The technique is engraving and shallow 

repoussé.  The format is a central medallion with two registers of figural decoration. 
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Context 

The Louvre acquired G8 in 1910.  It is attributed to Sparta but no further 

information is available.214 

Images / Content and Style  

The central rosette medallion has a repoussé center and 18 repoussé petals which 

touch along their sides.  A composite band consisting of a wide repoussé edge by two 

narrow repoussé rings border the medallion.  The inner register appears equal in width 

to the radius of the medallion.  It depicts a file of six clockwise facing bulls.  The bulls are 

depicted in full profile, pacing quietly with heads down.  They strongly resemble those on 

G5 and G6 in posture.  Further details of execution cannot be discerned due to the surface 

corrosion.215 

A second composite band separates the inner and outer registers.  The outer 

register appears twice the width of the inner and depicts an offering scene.  From top in 

the line drawing, we see a two-tiered piece of furniture, possibly an offering table with a 

tablecloth or drape depicted in plan view above for maximum effect.  Proceeding 

clockwise, the remains of what may be an attendant holding a lotus blossom, then a 

damaged portion where the imagery is indiscernible.  After the damaged portion there is 

an offering procession of at least four counterclockwise-facing offering bearers, then a 

chain of seven counterclockwise-facing dancers with linked hands.  In the top right 

 
214 Markoe, Phoenician Bronze and Silver Bowls, 208.   
215 I rely primarily on the line drawing as the photograph is nearly illegible. 
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quadrant, four musicians process clockwise toward the enthroned deity who is the focus 

of the scene.  A third composite cable band edges the register. 

Illustration A.142: G8, photo  
Louvre AO 4702 
Markoe, Phoenician Bronze and Silver Bowls, 329 
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G11  

G11 (Athens, Archaeological Museum) is bronze, 19 cm in diameter by 8.5 cm deep 

(7.48 x 3.34 inches).  No image is available.  The bowl is in fragmentary condition.  The 

remains include portions of the rim and the interior.  The format is an omphalos rosette 

surrounded by an engraved line, a band of tongues, a band of chevrons, and one register 

of figural decoration with a chain of semicircles at the outer rim.  The figural decoration 

includes a seated lion, and four deer and a lion in procession.216  

Context 

Excavators from the British School found G11 in a pool at the sanctuary of Hera 

Akraia at Perachora during excavations in 1931.  The pool, located toward the west end 

of the sanctuary, was 2 meters deep, and contained more than 200 bronze bowls, along 

with pottery, terra cotta figurines, ivories, scarabs, and bronze statuettes.  The vast 

majority of the bowls were undecorated mesomphalos phialai:  the only exceptions being 

G11 and three 3 griffin protome bowls.217 

Images / Content and Style / Syntax  

No stylistic analysis is possible until an image can be obtained.  The omphalos 

rosette relates to the form of the other phialai found in the same pool. 

 
 

 
216 Markoe, Phoenician Bronze and Silver Bowls, 209.  No photograph of this bowl is available, and 
Markoe has relied on the original excavator’s description. 
217 Markoe, Phoenician Bronze and Silver Bowls, 209. 
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ITALIAN PENINSULA 

E1 

Illustration A.143:  E1, photo  
Villa Giulia 61574 
Photo credit:  Athanasio Papalexandrou 

E1 (Villa Giulia 61574), is silver, in moderate to poor condition, with corrosion that 

obliterates several portions of the imagery.  It is very shallow, 19 cm in diameter and 3.5 
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cm deep (7½ x 1-3/8 inches).  The technique is repoussé with engraved outlines and 

details.  The format is a central figural medallion with one register of decoration.  It carries 

an inscription naming Eshmun-ya-ad, son of Ashto in Phoenician.218 

Context 

E1 comes from the Bernardini Tomb, along the west wall. (Refer to text) 

Images /Content and Style 

Available imagery for E1 includes a line drawing (Illustration A.149) and several 

photographs (Illustrations A.143-A.148).219  I will refer primarily to the best of the 

photographs, as the line drawing contains considerably more detail than can be seen in 

the photographs and is executed in a baroque style suggesting significant interpretation 

on the part of the artist. 

The format of E1 is unusual:  a figural central medallion and one register of figural 

decoration, divided by bands of hieroglyphs (Illustration A.143).  The central medallion is 

quite large, with radius almost half the total radius of the bowl and has a specific vertical 

orientation which privileges a single viewing orientation for the bowl as a whole.  It 

contains a complex, tripartite composition with the smiting Pharaoh motif, including a 

ground plane on which the main action occurs, a single figure under the ground plane, 

 
218 Feldman, Communities of Style, 131. 
219 Markoe published the line drawing but does not list an original source.  Photograph provided by 
Nassos Papalexandrou.  Markoe also provides a black and white photo. 
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and a number of figures occupying the space above.  The ground plane consists of a 

horizontal band of hieroglyphs edged by a double line above and below.   

As discussed in the text, non-textual hieroglyphs have a long history, and are known 

from both Egyptian-produced works of art, and from Levantine objects.  Egyptian scarabs 

of the Middle Kingdom included hieroglyphs with royal or good luck connotations, which, 

although they did not have a textual meaning, did increase the scarab’s apotropaic 

qualities.  A close reading of the symbols in the ground plane shows all the remaining 

decipherable images to be true Egyptian hieroglyphs, easily accessible in Gardiner’s Sign-

list.220 They include, from left to right: 

- A circled dot, “sun” (N5)   

- A bird facing right (line drawing).  (Even if we accept the rendering in the line 

drawing, there is not enough detail to identify the specific sign). 

- An illegible symbol 

- Two ma’at feathers (line drawing), H6, “truth” and by extension, Ma’at, the 

goddess of justice and truth.  

- A mouth (D21) over an illegible symbol 

- A cobra (I10) over D4 (eye). This specific combination is a determinative for many 

words involving vision – “see”, “look”, etc. 

- Two more ma’at feathers. 

 
220 All hieroglyph interpretations:  Sir Alan Gardiner, Egyptian Grammar: Being an Introduction to the 
Study of Hieroglyphs (Oxford: Griffith Institute, Ashmolean Museum, 1957), Sign-list, 438-548. 
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- A symbol which may be X1, “bread”, over N5, “sun” (photograph for X1, line 

drawing for N5)  

- D10, “eye with a falcon’s head marking,” (line drawing) with the meaning “wedjat 

eye” (the eye of Horus) indicative of projection, good health, royal power.  This 

symbol is completely indistinguishable in the photograph, so should be considered 

conjectural only.  

- Two more ma’at feathers 

- V30, a basket, with the meaning “every” or “all”, over a symbol which could be 

either D13, “eyebrow”, or D15 – the wedjat markings from the Eye of Horus, 

however, neither of these interpretations are conclusive.   

- A symbol which could be W19, a milk jug, the determinative in “milk”.  A 

comparison of this symbol in the photograph (Illustration 5.3) with the line 

drawing (5.4) shows the degree of interpretative license exercised by the artist of 

the line drawing:  in the photograph, it clearly appears, relatively undamaged, as 

a simple circle with a rounded tear drop shape, similar to a modern exclamation 

point, while in the line drawing it appears as an elaborate spiral.   

- A bird which could be a swallow, G36, whose phonetic meaning was “great”   

- D12, the pupil of an eye, over Aa11, an unclassified sign.  

- The final image appears as a tiny wedge shape, but may be cut off due to damage 

Most of the area under the ground plane is missing.  The artist of the line drawing 

has reconstructed it as a crawling figure with bearded head tilted back, outstretched left 
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arm and right leg curving to fit the medallion, similar to the area below the ground plane 

on E2 (Illustration A.144).  The photograph shows a curved element which could be the 

extended arm of such a figure, and a rounded element which could be the head, but it is 

not conclusive.  The presence of a subdued, crawling captive, however, would be fully in 

keeping with the theme of the medallion. 

Illustration A.144:  Comparison of smiting Pharaoh:  E1 (top) and Cy8 (bottom) 
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This version of the smiting Pharaoh motif is nearly identical in form and detail to the 

version in the outer register of Cy8 (with the exception that the Cy8 version is constructed 

on a curving ground plane) to the extent that Cy8 can be used to reconstruct some of the 

missing portions of E1. (Refer to comparison images in text and below.) Pharaoh stands 

slightly left of center, in partial profile, facing right in a wide stance with left leg forward, 

right leg angled back, right heel raised, suggesting a forward step.  His shoulders are at a 

slight angle with the left arm extending out and forward, left fist held over the heads of 

several kneeling captives and grasping a bow and three arrows (the top half of the bow 

and arrows are faintly visible in the background), right arm raised behind and holding a 

club.  He is barefoot and wears an asymmetrical, finely pleated, wrapped kilt trimmed in 

fringe, with a belt with a fringed, decorated textile hanging down over the groin.  By 

analogy to Cy8, he may wear a short-sleeved shirt under his pectoral collar:  the 

decorative arm bands can be seen on his upper arms.  On his head is the “Blue Crown”, 

or khepresh, with a solar disc, double uraeus (cobras facing front and back) and the double 

ostrich feathers of Osiris’ atef crown.221  The remains of parallel horizontal lines 

ornamenting the cap portion of the crown, as on Cy8, can be seen at the edges. 

 
221 Egyptian rulers, royalty, and gods wore a variety of crowns and headdresses with different 
connotations:  for example, Hatshepsut is depicted as having worn nine different types of crowns at her 
coronation.  Crowns served to visually enhance the ruler –the Pyramid Texts refer to the luminous color of 
the Red and White crowns (deshret and hedjat).  In addition, elements of the crowns and headdresses 
could be combined in different ways for different meanings or situations.   The Blue Crown “came to be 
the quintessential crown of the living ruler.”  Katja Goebs, "Crowns”, in Oxford Encyclopedia of Ancient 
Egypt, v. 1, ed. Donald B. Redford (New York:  Oxford University Press, 2001), 321-25. 
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An attendant, mostly obliterated, stands on the left, holding a dead captive over his 

right shoulder:  the captive’s dangling legs, arms, and thrown back head remain visible.  

His left arm extends downward to hip height, holding a fan.  A kilted captive with raised 

arms is falling to his knees between the attendant and Pharaoh, possibly skewered by a 

spear extending from the attendant’s’ right hand.  This captive is not present on Cy8, but 

the spear is visible at a large scale. 

A small-scale lion paces to the right between Pharaoh’s outstretched legs.  To the 

right is a closely grouped assemblage of captives, three with heads facing toward Pharaoh, 

and one facing right.  The three on the left kneel with left knees bent, left feet on the 

ground, right knees on the ground with right foot braced back, torsos twisted toward 

Pharaoh, and heads in profile, hands raised to about face level in supplication.  All wear 

conical helmets and beards and have fringed arm drapes.  The three are lined up in a 

receding row, with the back two barely visible.  One of the captives toward the back holds 

an apparent knife in his lowered left hand.  Is he contemplating an attack on Pharaoh?  Is 

Pharaoh’s dominance not completely without question?  The one on the right, also barely 

visible, appears to be in the same kneeling posture, but with head facing right toward a 

standing male deity, who wears a solar disc on his head (as on Cy8).  The deity’s face and 

most of his attributes are almost completely obscured by damage, however by analogy 

with Cy8, this is the god Horus depicted as a falcon headed man.  He stands straight, 

weight on his back leg with front leg stretched out and foot on the floor, a static pose that 

contrasts with Pharaoh’s forward stride and angled body.  His left arm hangs by his side, 
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most likely holding an ankh.  The right arm and head fall in the damaged area, but by 

analogy with Cy8, the faint traces that appear to the right of Pharaoh’s arrows should be 

a ma’at feather, emblem of justice and truth.  Horus wears a pleated kilt, with horizontal 

texture on the chest suggesting some type of scale armor.  The artist of the line drawing 

has given the kilt a tasseled fringe, but there is no evidence for the fringe on the 

undamaged portions of the image, nor does the figure of Horus on Cy8 have fringe on his 

kilt. 

A cartouche hovers above the attendant on the left.  Hieroglyph V30, or “basket,” 

which can be part of “lord,” “every,” or “all” is visible above the cartouche.  V30 hovers 

over a low, broad sign, which cannot be made out from the remaining surface.  Another 

partial V30 over a horizontal sign can be seen immediately to the right.  The artist of the 

line drawing has postulated a second cartouche under the V30, however, this is not 

consistent with the spacing of the remaining objects in the photograph.  There is a sun 

hieroglyph (N5) above and between the two baskets, but there is not enough evidence to 

reconstruct the bird depicted with the sun in the line drawing.  To the right of the 

cartouche, and above the attendant’s fan, is a cat hieroglyph (E13).  A ma’at feather 

appears above Pharaoh’s left arm, and another cartouche above and slightly to the left of 

the solar disk over Horus’ head.  In between the ma’at feather and the cartouche what 

may be a quadruped of some type is visible, but there is insufficient remaining detail to 

interpret.  Directly above Pharaoh is the left wingtip of a Horus hawk, but there is no visual 

evidence for the branch (olive branch?) which the hawk is shown holding in the line 
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drawing.  The tiny inscription, (which must be less than 1/32 of an inch tall If the bowl is 

7.5” in diameter) is visible upon close inspection, just above the hawk’s wing.  To the right 

of the hawk’s wing is an eye (D4 – “eye” or “to do or make”). 

A band of hieroglyphs separates the central medallion from the outer register.  Most 

of these occur in the damaged area, but a few can be read.  Starting from left, on axis with 

the left-hand cartouche in the medallion, are two ma’at feathers and a solar disc over a 

damaged symbol.  There may be two more ma’at feathers over Pharaoh’s head.  

Approximately on axis with Pharaoh’s crown, there is a clockwise-facing bird (probably 

G36, swallow, “great”), two more ma’at feathers, a solar disc, what may be a cobra (I10) 

over an indecipherable sign, a coil of rope (V1), S29 “folded cloth” part of the expression 

“may he live, be prosperous, be healthy”, and what may be another S29 facing the other 

direction.  Next is another solar disc over an indecipherable sign, followed by N35 

(“water”) over D21 (“mouth”) and two more ma’at feathers.  Next is a damaged sign 

which could be part of another D21 (mouth) and the top portion of a tall narrow sign, 

followed by another G36 (“swallow,” part of “great”), two more ma’at feathers, an eye 

(D4) over N1 (“sky,” “heaven,” “above”).  The next symbol could be D58 (“foot”), the 

ideogram for ‘place’.  The next sign is V1, coil of rope, which can mean “hundred”, 

followed by a mouth over what appears to be N37, “pool”, and then two more ma’at 

feathers.  Next is an indecipherable symbol followed by a probable swallow (G36, “great”) 

and a spiral which could again be a coil of rope (V1) or could also be a quail chick (Z7, 

variation of G43, the letter w).  The next segment is missing, with the next legible sign 



 724 

falling at the left end of the ground plane of the medallions, a solar disc over the back of 

a swallow, with possibly another coil of rope, and then two more ma’at feathers.  The 

next symbol appears to be an erect cobra (I12) which is the determinative sign for 

“uraeus” and for “goddesses”, adjacent to Aa7, an unclassified sign which is the 

determinative in “smite”, followed by another missing area. 

The double ma’at feathers, in addition to their meaning of “truth”, and reference to 

the goddess of truth and justice, organize the composition of this band, as they are equally 

spaced around the circumference in all the remaining portions.  All of the visible symbols 

in this band and in the ground plane of the medallion are readily identifiable as true 

hieroglyphs, and seem to have meanings consistent with good luck, protection, and 

power. 

The outer register is a highly formal composition of four reed boats alternating with 

stylized clusters of papyrus framing identical vignettes of the goddess Isis suckling Horus, 

who is depicted as a child rather than an infant.  The composition exhibits complete 

quadrilateral symmetry and axiality with the central medallion:  that is, the top and 

bottom boats are parallel to and aligned with the double banded row of hieroglyphs that 

create the ground plane in the medallion, and the right and left boats are at 90 degrees 

from the top and bottom and centered on the medallion.  The four boats appear to be 

identical bundles of reeds gathered at prow and stern into stylized papyrus flowers.  

In the top boat (Illustration A.145), Osiris, the father of Horus, in the center, with 

mummy wrapped legs, wearing the characteristic atef crown with two ostrich feathers, 
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arms bent at the elbows, holding a flail in each hand, head turned clockwise.222  On the 

left and the right are near-identical, mirrored depictions of Horus, as a man with a falcon 

head and a solar disc fronted with a uraeus, wearing a wrapped kilt, and holding a curved 

staff from which a chain of ankhs depends, facing inward toward Osiris.  In this case the 

kilt does appear to be fringed or to have some type of edge decoration. 

Illustration A.145:   E1 – reed boat at top 

The first of the four papyrus clusters occurs at a 45 degree angle from the vertical.  

The cluster consists of nine oversized papyrus flowers with buds in between each flower, 

arranged symmetrically, with the outer edges forming a scalloped composition similar to 

a palmette.  The flowers are similar in scale to the papyrus blooms that serve as the 

backdrop to the outer register on the bowl of Yaba (As1), as large as trees in relation to 

 
222 The atef was the typical crown of Osiris.  Goebs, “Crowns,” 323.  For attributes of Osiris, see Ian Shaw 
and Paul Nicholson, eds., The Dictionary of Ancient Egypt (New York: Harry N. Abrams Inc., 1995), s.v. 
“Osiris.” 
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the humanoid figures.  A female deity and a child stand in the center.  The deity wears a 

long dress, with a headband, and hair or a head scarf hanging down in front of her 

shoulder and behind her back.  She stands on the left, right hand holding the child’s head 

to her left breast.  The deity could be Isis or Mut:  both were depicted as the divine mother 

of the king.  The headband and specific placement of the hair suggest Isis as the more 

likely identification.223 

Illustration A.146:   E1 – reed boat at right 

The second reed boat (90 degrees clockwise from vertical) has a Horus falcon sitting 

on the papyrus shaped prow and stern (Illustration A.146).  Each falcon faces inward, with 

 
223 Many surviving depictions of Isis depict her with a long dress and hairstyle as on E1, without wings or 
any of the headdress options sometimes used with Isis (throne shaped crown, cow horns with solar discs, 
Isis-Sothis crown).  For Mut as the mother of the Pharaoh, see Shaw and Nicholson, eds., Dictionary of 
Ancient Egypt, s.v. ”Mut.” 
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its front wing lowered and back wing raised.  In each end of the boat is a pot or basket 

with a plant arrangement protruding from it – a lotus leaf, a papyrus flower and another 

lotus leaf.  Two mirrored male figures sit on top of the plants at each end, each facing 

inward, wearing the khepresh, or Blue Crown, and holding a flail over the near shoulder, 

most likely depictions of Pharaoh worshipping the god Khepri, the morning sun, in his 

guise as a scarab beetle, who sits on a lotus flower in the center and holds the solar disc 

over his head.   

Illustration A.147:   E1 – reed boat below the medallion 

The third boat (below the medallion) falls mostly in the damaged area (Illustration 

A.147).  Only one end, a small portion of the bottom, and the tops of the heads of the 

occupants remain, however, nearly all of the occupants wear distinctive headdresses that 

have conclusive associations.  On the basis of his lotus flower crown, the figure on the left 
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must be Hapy, the god of the Nile inundation.224  A relief from the temple of Seti I (19th 

Dynasty, reigned 1290 – 1279 B. C.) shows Hapy bearing a tray of offerings, thus it seems 

likely that the objects to the right of Hapy’s head are the tops of offering vessels held on 

a tray.  In the center is the characteristic ostrich feather and solar disc crown of Amun-Ra.  

The object to the right is not as easily decipherable, however Amun-Ra was frequently 

depicted with his consort, the mother goddess Mut,225 so the object may be Mut’s typical 

headdress, the double crown of upper and lower Egypt.  In the other end of the boat is a 

cluster of reeds or feathers.  This is almost certainly Anqet, or Anuket, who wore a tall 

headdress of reeds or feathers, and as the goddess of the Nile flood is a likely pendant for 

Hapy.226  

  

 
224 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Hapy.” 
225 For example, a stela of Ramesses I, now in the Petrie Museum of Egyptian Archaeology in London, 
shows Mut standing behind an enthroned Amun.   
226 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Anuket.” 
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Illustration A.148:  E1 – reed boat at left 

The fourth, or left-hand boat, opposite the second, is also badly damaged.  The left 

end, a portion of the center, and most of the bottom remain.  (Illustration A.148)  Once 

again, Khepri occupies the center, wings spread, and wearing the hemhem, or triple atef 

crown, the most elaborate item of Egyptian royal headgear, seen in Egyptian art from the 

eighteenth dynasty through the time of the Ptolemies.227  To the left is a seated figure 

wearing what appears to be a lotus blossom on its head, both hands held palm outward 

in a gesture of praise, presumably of Khepri.  The artist of the line drawing has rendered 

this image as the double crown of Upper and Lower Egypt, but the visual evidence is not 

consistent with this interpretation.  This figure is most likely the god Nefertem, often 

depicted as a beautiful young man with a headdress of a lotus blossom with two plumes, 

 
227 Goebs, "Crowns,” 324. 
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sometimes including the counterpoise of a menat necklace on each side.  The plumes can 

be seen emerging from the center of the lotus, and what may be the necklace 

counterpoise dangling on the side of the head.  Nefertem is the son of Ptah and is also a 

solar deity associated with the rising sun,228 thus his presence in this depiction with Khepri 

makes iconographic sense.  A Horus falcon perches on the papyrus flower stern.  In 

between Nefertem and Khepri is a tall plant element – possibly a lotus bud.  Its stem is 

visible by Nefertem’s feet, and the folded bud is taller than the top of Nefertem’s head.  

A pendant bud can be seen opposite, in between Khepri and the boat’s prow.  It is 

reasonable to assume a symmetrical depiction of Nefertem (or some other solar deity) 

and falcon on the other end, and indeed, a very close examination shows the tip of what 

could be a feather plume belonging to the mirrored Nefertem’s headdress, but no 

additional visual evidence can be discerned from the photograph. 

The outer border of the bowl is another band of hieroglyphs.  Not all of the signs are 

visible in the photograph, so I will not attempt a consecutive or comprehensive listing.  

Once again, frequent pairs of ma’at feathers organize the composition.  Signs include the 

following:  solar discs, swallow with coil, the cobra (I10), two horizontal strokes (possibly 

an indication of duality), three dots arranged vertically (indicating plurality), what may be 

W19 (“milk jug”), folded cloth (S29, indicating prosperity, falcon with flail (G6, almost 

 
228 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Nefertem.”. 
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certainly with connotations of Horus), a flying duck (G40, “fly”), V7 (cord with loop facing 

upwards), and many others. 

Illustration A.149: Bowl E1, line drawing 
Villa Giulia 61574 
Markoe, Phoenician Bronze and Silver Bowls, 274 
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E2 

Illustration A.150:  E2, photo 
Villa Giulia 61565 
Torelli, Etruscans, 126 

E2 (Villa Giulia 61565) is silver, with gold plate on the entire interior surface.  It is 

approximately 18.9 cm in diameter by 7.4 cm deep (7.4 inches by 2.9 inches), and appears 

to be in excellent condition, with all the imagery unworn and distinguishable.  The 
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technique is shallow repoussé with engraved details.  The format is a central figural 

medallion with two registers of figural decoration. 

Context 

Like E1, E2 comes from the Bernardini tomb at Praeneste.   

Images /Content and Style 

The central medallion of E2, a variant of the smiting Pharaoh motif, resembles that 

on E1, with a right-facing, kilted, striding male figure slightly to the left of center in each 

case.  The ground plane of E2 is a single, deeply engraved line, with a naked male captive 

below, in this case with a jackal nipping at his heel.  The jackal’s fur is depicted with rows 

of punched dots.  The captive’s limbs are long and sinuous, his head in profile.  He is clean-

shaven and has an Egyptian-appearing hairstyle, similar to that of the central figure in the 

scene above.   

Above the ground plane, starting from left, in place of the usual attendant is a naked 

captive bound to a small tree or post.  He faces right, arms bound behind his back, in the 

act of falling to his knees, back slightly arched in reaction to the binding of his arms.  The 

body and head are seen in profile.  He wears a Near Eastern type beard and hairstyle.   

The central male figure is analogous to the figure of Pharaoh but bears none of Pharaoh’s 

attributes:  he is simply dressed in a short pleated kilt, without jewelry, crown, or other 

adornments, with a shoulder length wig or hairstyle and short bangs on the forehead.  He 

is depicted in partial profile, upper torso facing front, legs, arms and head seen from the 
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side.  He stands in a broad striding posture, weight on his back (right) leg, left leg extended 

straight forward as if about to take a step, yet both feet flat on the ground, upraised right 

arm extending back and grasping a spear or javelin which extends implausibly down on a 

diagonal behind his body.  His left arm extends forward from the shoulder, wrist bent and 

palm facing forward.   

To the right of the central figure, a similarly dressed male steps forward from right 

leg to left leg, weight shifting to the left foot, left knee bent, right foot pushing off the 

ground plane. He is also seen in partial profile:  his right arm extends back from his 

shoulder, bent at the elbow, right palm facing backward, crossing behind the left wrist of 

the central figure at the elbow.  His left arm curves down from his shoulder to the front.  

Like the central figure, he has a shoulder length wig or hairstyle.  The javelin held by the 

central figure appears to pass behind the right-hand figure’s right hip, but with no 

appearance of wounding.  Behind the human figures, in place of the lion on E1, a 

naturalistically rendered dog or jackal with hindquarters raised bends down on his 

forelegs to nip at the heel of the rightmost figure, tail curving jauntily into the air.   

There are several ambiguities that make this scene is difficult to decode.  It is unclear 

whether the figure on the right is a captive or a companion of the central figure.  The two 

naked figures are clearly defeated captives, yet the central figure appears as a spear 

carrying foot soldier rather than an aristocrat or the expected figure of Pharaoh.  One 

would expect the jackals to signify the defeat and impending death of the captives, yet 

the jackal in the upper vignette nips at the heels of the second, standing, apparently 
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Egyptian, figure.  In addition, the depiction of one of the captives with a Near Eastern, and 

the other with an apparently Egyptian hairstyle, further muddies the expected 

distinctions between victors and defeated.  A row of deep repoussé circles (or beads) 

divides the central medallion from the first register. 

The first register is a file of eight horses, facing clockwise.  The horses are nearly 

identical:  each has its hind legs and right foreleg on the ground, left foreleg raised and 

bent at the knee.  Their heads are raised, long manes depicted with engraved lines spread 

over their necks.  They are generally naturalistic; however, their tails are more like bushy 

squirrel’s tails than long flowing horse tails.  Two birds, possibly doves, fly clockwise over 

each horse’s back, bodies at a 30 to 45-degree angle, wings spread with left wing 

extending down, right wing extending up.  As in Greek Geometric art, the flying birds may 

be symbolic references to / descriptors of the horses’ speed, indicating their special 

qualities.  A second row of beading or repoussé circles separates the first register from 

the second. 

The outer register is a more complex variant of the narrative in the outer register of 

Cy7.  It includes a number of narrative vignettes, many of which depict military action 

involving horses and chariots, and which flow seamlessly into one another.  The action 

and direction in the vignettes, as indicated by the direction in which the figures face, is 

generally counterclockwise.  Beginning directly above the striding figure in the central 

medallion is a chariot drawn by two horses, seen in barely offset profile.  The 

schematically rendered chariot is indicated with a single visible wheel.  The front of the 
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chariot is decorated with what may be a shield motif, or possibly the shield itself is 

hanging from the front of the chariot.  There are two occupants visible from the hip up:  

a driver leaning forward, holding the reins, and an aristocratic passenger in partial profile, 

standing under a parasol, right hand touching the driver’s back, left arm bent at the elbow 

and grasping a flag or perhaps riding crop which rests on his left shoulder.  The passenger 

wears a Near Eastern helmet and beard.  A bird flies clockwise over the backs of the horses 

Counterclockwise is a similar chariot, bearing the same shield-like motif, also pulled 

by a pair of horses, its wheel visible behind the legs of the first pair of horses.  It is driven 

by a single occupant with an Egyptian type hairstyle, standing erect under a parasol and 

grasping the reins with both hands.  A similar bird flies clockwise over the horses’ backs.  

The next motif consists of a bearded, helmeted, mailed archer who crouches on one 

knee, pulling his bow.  Another large bird flies clockwise over the archer’s head.  Directly 

in front of the archer is a tree, followed by a schematically depicted mountain, small in 

scale in relation to the human and animal figures, springing precipitously up from the 

ground plane.  It curves into an angled surface and slopes more gently down the other 

side.  The side facing the viewer is patterned with overlapping round elements, which in 

Assyrian art indicate a mountainous setting.  On top of mountain, facing the kneeling 

archer, a stag stands with head erect and right foreleg raised.  In the center of the plateau 

a standing bearded, helmeted figure in partial profile faces counterclockwise, bare right 

leg visible in the front opening of a wrapped long robe, the skirt of which is decorated 

with crossing diagonal lines.  His extended right arm holds a schematically depicted bow, 
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his bent left arm rests a bundle of arrows on his left shoulder.  At the far end of the 

plateau, another stag leaps off the mountain, all four hooves in the air, with what may be 

drops of blood falling to the side of the hill.  A diagonal line extending from behind his 

shoulders and slightly up could be an arrow.  It is unclear whether kneeling archer, 

standing stag, mountain, striding archer and leaping stag should all be interpreted 

together as part of a single hunting scene, or whether they are two consecutive episodes 

involving a single archer and single stag at two points in time.  

The next collection of images suggests an encampment at peace.  Immediately 

counterclockwise from the landform, a figure in an ankle length pleated robe with an 

Egyptian hairstyle rests both hands on what must be a portable manger. A pair of 

clockwise-facing horses, still harnessed to an empty chariot, lower their heads to eat.  Two 

birds fly counterclockwise over the head of the groom, and two trees are visible in the 

background behind the horses. Behind the chariot is a fruit-bearing palm tree, followed 

by a branched tree from which a dead animal, possibly a wild boar, hangs.  A helmeted 

and bearded man in an ankle-length wrapped robe raises a knife to clean the boar.  The 

manger, the fruit on the palm tree, and the killed game animal all suggest peace and 

plenty. 

The next set of images indicate a religious setting.  The male figure in a headdress 

and ankle length robe, seated on a parasol-covered throne with footrest, bent right arm 

holding a round object, possibly a loaf of bread, at eye level, is almost certainly a deity.  

In front of the footstool is an offering table holding offerings, with two solar discs floating 
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above it.  Next to the offering table is an object which I interpret as an altar with a flaming 

sacrifice on top.  A large winged solar disc hovers over the altar and offering table, a clear 

indication of divine presence. 

Next to the altar is another hill, this one with a rounded profile, but with the same 

scalloped pattern.  A small monkey crouches on the side nearest the altar, his curly tail 

extending out toward the altar’s base.  On top of the hill are at least five trees, a deer, 

and a rabbit, both facing clockwise.  The far edge of the hill is depicted with an arc-shaped 

portion missing. 

The next sequence (about one-quarter of the register) includes several figures of 

monsters interacting with the natural environment and battling humans.  The monsters 

are larger than human size, muscular, and covered with hair.  Their facial features are 

large, noses snubbed, and they appear to have long hair or manes.   The faces are not 

identical, and it may be that the three figures shown each have the head of a different 

animal:  possibly lions, apes, or bearded, hairy, outsize humans. 

In the first scene, one of the monsters stalks counterclockwise away from the hill.  

He holds a round object in his raised left hand.  His right hand, lowered and extended in 

front of him, holds an object with two curved elements extending upward and two narrow 

trailing elements extending downward, possibly grasses plucked from the stand of grain 

in front of him.   The sheaves of grain, heads depicted with punched dots, seem to bend 

forward under their own weight.  A small bird hides behind the two sheaves farthest away 

from the monster, its body showing behind the last sheaf, its head protruding at the top 
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of the second sheaf.  Above the scene hovers a winged deity with a female head, delicate 

features and tapered chin, symmetrically spread wings with individual engraved feathers, 

hair cascading to the shoulders, and extended arms between which can be seen a 

miniature chariot with a driver, a passenger, horse, and parasol.  There is no body – the 

deity’s head takes the place of the solar disc in a winged sun disc representation.  Her left 

wing touches the head of the monster.  The deity holding the chariot clearly indicates a 

benign function of some type:  protection, escort to the afterlife, or possibly an 

apotheosis.  What is not clear is the identity of the monster, what objects he holds, and 

whether the deity relates to the monster’s actions, or is unrelated. 

The next scene is a battle between two monsters and human warriors.  In the center 

are a pair of monsters:  the one on the right appears to be in the act of falling to his knees.  

Both arms reach out to the monster on the left, but the head is turned right to face a 

rearing pair of chariot horses, who may have knocked him down.  The chariot’s driver 

leans forward, holding the reins with both hands.  In the chariot behind the driver, the 

passenger aims his bow, while two birds fly counterclockwise over the horse’s back and 

neck.  The monster on the left kneels, body hunched forward, head turned to the right, 

right hand raised to ward off the warrior who is trampling him underfoot.  The warrior, in 

a long pleated tunic with Near Eastern beard and helmet, holds an axe or mace in his 

upraised right hand as if about to strike the monster.  His left hand extends outward from 

the shoulder, holding a bow in an unrealistic position, while his raised left leg tramples 

the monster.  A large Horus falcon flies clockwise over the pair of monsters.   
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The final scene in the register depicts a chariot with horses walking quietly toward 

a masonry fortress.  This chariot and passengers are nearly identical to the first one, which 

can be seen on the other side of the fortress:  the driver stands upright, riding crop in one 

hand, and the bearded passenger under the parasol holding a similar object on his left 

shoulder, right hand placed on the driver’s back.  The fortress is depicted with two 

castellated round towers flanking a castellated central wall, quite small in scale compared 

with the other figures.  An intricate pattern of engraved lines delineates the masonry. 

The outer band is unique among the known bowls:  a carefully detailed snake 

wrapping around the outer register, its head overlapping its tail.  Scallops of consecutive 

punched dots outline the individually delineated scales.  The snake’s head is seen in 

profile, its forked tongue flicking out of its mouth.  The snake’s head occurs over the 

encampment-at-peace vignette, approximately 120 degrees counterclockwise from the 

vertical axis established by the central figural scene, and thus does not seem to relate 

geometrically to the rest of the composition. 
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Illustration A.151:  E2, line drawing 
Villa Giulia 61565 
Markoe, Phoenician Bronze and Silver Bowls, 278 
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E3 

Illustration A.152:  E3, “Bernardini Cauldron” 
 Villa Giulia 61566 
Torelli, Etruscans, 44 
 

E3 (Villa Giulia 61566, Illustrations A.152-A.155) is silver with gold plating.  With its 

nearly spherical shape and 6 serpent protomes near the rim it resembles in miniature the 

monumental cauldrons dedicated in sanctuaries in Greece and in tombs in the Italian 

peninsula.229 Commonly known as the “Bernardini Cauldron,” the bowl is approximately 

 
229 Athanasio Papalexandrou, “The Cognitive and Sensory Accessibility of Griffin Cauldrons in Pre-Roman 
Italy,” in Nuovi Studi sul Bestiaro Fantastico di Eta Orientalizzante Nella Penisola Italiana, eds. Maria 
Cristina Biella and Enrico Giovanelli (Trento:  Tangram Edizione Scientifico, 2015), 173-86. 
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15.8 cm in diameter by x 13.6 cm” deep (6.25 x 5.25 inches).  The decoration is on the 

exterior:  the format is a figural medallion with four registers of figural decoration, one of 

which is visible from the bottom and the other three from the sides.  The serpent 

protomes are a unique feature among the surviving bowls.  The technique is primarily 

engraving with minimal use of shallow repoussé:  repoussé appears to be used only on 

large rounded elements of figures, such as round shields, and the shoulders or 

hindquarters of large animals.  The bowl exhibits minor corrosion but is in generally good 

condition.  

Context 

Like E1 and E2, E3 comes from the Bernardini tomb at Praeneste.  Based on 

interviews with workmen subsequent to the undocumented excavations, scholars believe 

that E2 and E3 were found together near the southwest corner of the tomb.230 

Images /Content and Style 

The protomes and shape are perhaps the most striking features of the bowl, 

followed by the use of gold, which would have given it an unearthly glow.  The six S-

shaped protomes are equally spaced around the rim and appear to spring out of rosettes 

mounted to the surface of the bowl.  The location of the protomes over portions of the 

register nearest the rim could indicate that they were added at some time after the bowl’s 

 
230 Markoe, Phoenician Bronze and Silver Bowls, 190. 
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manufacture was complete, however, the outer register contains no repoussé work, 

suggesting that the mounting of the protomes could have been planned at some point 

prior to completion of the bowl’s body.  It seems equally possible that the round shape 

suggested a resemblance to a cauldron which could be enhanced by the addition of 

protomes, or that an original patron commissioned the round shape and protomes in 

specific reference to the monumental cauldrons. 

The figural decoration in the medallion consists of a single scene with a lion 

trampling a naked male, and a single stemmed lily, with a Horus hawk flying overhead.  

(Illustrations A.153-A.154). Regular scallop shapes, possibly representing rocks or water, 

fill the area below the ground plane.  The crawling male figure is stylized, with smooth, 

gently curving engraved lines defining the outlines of his body and little or no repoussé or 

textural work.  His back leg extends straight out, toes braced and heel lifted, right leg 

angled forward, right knee and lower leg resting on the ground.  His arms are small in 

proportion to his legs.  The left arm extends forward, right arm braced against the ground.  

The lion stands with his right rear leg on the ground, left leg angling forward with left foot 

on the man’s left thigh, right foreleg angling back at about 60 degrees so that the right 

paw rests on the man’s left buttock, left foreleg extending straight out from the elbow, 

with left paw draped over the male’s face and appearing to forcibly pull the head back.  

Corrosion impairs the visibility of the human figure’s head, so it is difficult to determine 

details of hairstyle or headdress.  There seems to be a curved line where the neck meets 
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the head, but whether this is some type of neckpiece, or a fault in the metal surface 

cannot be determined from the photograph.   

The lion is also quite stylized:  lean, with visible male genitalia, ribs indicated with 

four shallow engraved arcs, and tail curving up and almost all the way to its back.  Its very 

short mane, depicted with rows of parallel engraved lines, covers the entire neck.  The 

head is seen in profile, teeth bared.  There are three clumps of spiky hair – one at the 

forehead, one below the nostrils, and one at the chin.   A clearly delineated spiral motif is 

visible on the right shoulder.231 The Horus hawk hovers over the scene, left wing extended 

forward and out, right wing down toward the lion.  If we interpret the scalloped design 

below the ground plane as water, the presence of the Horus hawk may establish the 

setting as the banks of the Nile. The lion with supine human captive motif also appears 

on Cy8 (Illustration in text).  The posture and nakedness of the human figure are also 

analogous to the captives in the central medallions of E1 and E2, found in the same tomb, 

yet here it is a lion who is the captor.  A double engraved wavy line separates the 

medallion from the first register. 

The first register is a series of informal vignettes.  From the top (indicated by the 

orientation of the central medallion) two horses graze quietly to the right of a lily stalk, 

with two fruit-bearing palm trees behind.  Proceeding clockwise, a man in a pleated kilt 

cultivates the ground and a woman in a long, pleated skirt gathers grapes from a grape 

 
231 Ug1, from Ugarit, depicts several lions with asterisks on their shoulders. 
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arbor strung between two more fruit-bearing date palms – a reference to viniculture.  In 

the next scene, a kilted archer on a rearing counterclockwise-facing horse turns his head 

clockwise to fire an arrow to his rear.  The horse wears an elaborate harness and has both 

front hoofs off the ground.  His tail is of the squirrel tail type.   A second arrow in flight 

links this vignette to the next scene, where two lions attack a bovine with two Horus 

hawks overhead.  The first lion stands on his hind legs, facing clockwise, forepaws on the 

bovine’s hindquarters, with the arrow about to strike him in the mid back.  The bovine 

stands facing clockwise, with the second lion counterclockwise at its head.   The bovine’s 

head is reversed and neck is bent as the lion attacks.  There may be additional figures in 

the background, however this scene is badly corroded and nearly illegible in the 

photograph.   

Another fruit-bearing palm tree separates this vignette from the following scene – 

a human/lion combat.  The lion stands facing clockwise on his hind legs, left paw above 

shoulder height, appearing to grapple with the man’s bent right arm, right paw extended 

forward like a rampant heraldic lion, but not touching the man.  The man, with bare chest, 

shoulder length Egyptian hairstyle, and wearing a pleated or decorated kilt, shorter in 

front and longer in the back, appears to step forward from his left leg onto his right leg.  

His left hand, held at waist level, grasps a sword which is angled up toward the lion’s 

chest.  A dog braces his hind legs between the man’s feet, forepaws on the lion’s abdomen 

as he nips its chest.  Another lily on a tall stalk frames the scene, yet the framing is broken, 

and the scene connected with the rest of the composition by the hindquarters of a lean 
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bovine, head lifted, part of a small herd including a calf at her forelegs, and a second 

mature bovine, all facing clockwise.  Three birds fly overhead.  A fruit-bearing palm tree 

framed by two lily stalks closes this scene, and leads into the final scene, a successful 

hunter in a short, pleated kilt and shoulder length Egyptian hairstyle.  He strides clockwise 

in partial profile, spear grasped in his bent right arm, angling at forty-five degrees across 

his shoulder.  His bent left arm supports a pole across his shoulder, from which a piece of 

game dangles. 

Double engraved wavy lines separate all the registers.  The second and third 

registers appear on the side of the bowl, while the fourth register is the rim.   The second 

and third registers appear approximately equal in width to the first, while the fourth is 

approximately half of that width.  The three photographs that are available (Illustrations 

A.152, A.153, A.155) do not show complete imagery, however registers two and three 

both depict primarily military scenes with interspersed vegetation and natural features 

that act as framing devices.  Register 2 includes several pairs of foot soldiers in short kilts, 

with Egyptian hairstyles, striding clockwise in Egyptian partial profile, with hoplite shields 

across their torsos, and with two crisscrossed spears across their (presumably left) 

shoulders.  The foot soldiers are interspersed with fruit-bearing palm trees, warriors on 

horseback, at least one chariot occupied by a charioteer and a passenger, and at least one 

scene of combat between two men in pleated tunics and crested helmets, who face one 

another and engage with swords and shields.  With the exception of the dueling warriors, 

all the figures face clockwise, wear Egyptian clothing and hairstyles, and appear to travel 
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calmly rather than engaging an enemy.  In addition, with the exception of the full profile 

chariot driver, all of the figures are represented in partial profile. 

Register 3 includes similar pairs of foot soldiers interspersed with riders on prancing 

horses and palm trees.  An occasional bird flies overhead, and there is at least one 

mountain, represented in a similar fashion to the one in the outer register of E2.  The 

scene is somewhat corroded, but the mountain appears to slope up and down at about a 

forty-five degree angle and have a rounded top.  An engraved teardrop pattern textures 

the sides, rather than the scallops on E2.  A single deer leaps down the right side, all four 

hooves in the air, with a bird flying over its back.  There is a palm tree near the crest on 

the left side, and a slender deciduous tree at the mountain’s base on the right.  There may 

be an animal at the base of the palm tree. 

The rim register consists of a file of evenly spaced engraved ducks processing 

clockwise with left foot forward, right foot back.  They are naturalistic in proportion and 

carefully depicted with engraved lines and punched dots indicating feathers.   As noted 

above, the protomes in their rosette mountings overlie the ducks and portions of the 

wavy line dividing the rim from register three. 
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Illustration A.153:  E3, bottom medallion, photo 
Markoe, Phoenician Bronze and Silver Bowls, 287 
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Illustration A.154:  E3, bottom medallion, line drawing 
Markoe, Phoenician Bronze and Silver Bowls, 286 
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Illustration A.155:  E3, photo 
Villa Giulia 61566 
Markoe, Phoenician Bronze and Silver Bowls, 285 
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E4 

Illustration A.156:   E4, photo 
Villa Giulia 61543 
Photo credit: Athanasio Papalexandrou 

 
Like E3, E4 (Villa Giulia 61543) is silver with gold plating.  It is unusually deep:   

approximately15.8 cm in diameter by 13.6 cm deep (6.25 x 5.375 inches) with decoration 

on the interior.  The technique is extensive use of repoussé with engraved outlines.  The 

condition is slightly corroded.  The format is a central rosette medallion with two registers 

of figural decoration.   

Context 

Like E1, E2, and E3, E4 comes from the Bernardini tomb at Praeneste. 
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Images /Content and Style 

The center of the rosette is slightly atypical:  it is depressed rather than being raised 

in repoussé, and there is no engraved outline, rather, the pointed ends of the petals 

define the boundary of the center (Illustration A.157). The petals by contrast, are 

elaborately delineated, with engraved outlines, and recessed repoussé interiors tapering 

to a longitudinal recessed line down the center.  They are uniform in size, and touch along 

their entire length.  The scalloped edge formed by their rounded ends is surrounded by 

an offset scalloped line of small, carefully executed punched dots, followed by an 

undecorated space approximately the width of a single petal, and then a circle of punched 

dots defining the edge of the medallion.  

The first register is a file of horses proceeding clockwise with heads raised and left 

forelegs lifted.  The horses are naturalistic, with repoussé suggesting musculature, and 

engraved outlines and details, although their tails are the squirrel tail type, rather than 

flowing horse tails.  Naturalistically rendered birds with slender necks and wing and tail 

feathers in engraving and delicate repoussé fly over the horses’ backs and between them.  

Not all the birds are identical:  some have both wings up while others have one wing up 

and one wing down. 

Another circle of punched dots divides the first register from the outer register, 

which consists of a file of clockwise-facing bovines alternating with stylized trees, with 

birds flying over the bovines’ backs.  The bovines walk quietly, all four hooves on the 

ground, and heads up.  Their bodies are quite elongated.  Some are horned, and some are 
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not.  The quality of the photo does not permit the certain identification of genitalia, 

udders, or their absence.  The intervening trees are small in scale, no taller than the 

bovines’ foreheads, with a slender stem supporting a leaf-shaped outline and rows of 

stylized scallops suggesting foliage.  The birds resemble those in the first register, 

however their condition appears more worn.  An engraved cable band of angled linear 

elements separates the outer register from the rim.  In general, E4 is stylistically graceful 

with its somewhat naturalistic depictions.  The absence of narrative content and human 

figures, the abstract central medallion, and the evenly spaced files of animals have a 

calming effect, especially in comparison to other bowls from the Bernardini tomb. 
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Illustration A.157: E4, photo 
Villa Giulia 61543 
Markoe, Phoenician Bronze and Silver Bowls, 289  
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E5 

Illustration A.158:  E5, color photo 
Villa Giulia 13245 
Photo credit Athanasio Papalexandrou 
 

E5 (Villa Giulia 13245) is silver, with gold plate.232  It is in poor condition, highly 

corroded, with the rim detached.233  The surviving portion is 18.5 cm in diameter by 1.6 

cm deep (7.28 by 0.625 inches), giving a very shallow aspect ratio of .09, however, without 

the rim and missing segment just inside, it is difficult to accurately reconstruct the original 

 
232 Markoe describes the material as silver, but it seems clear from the recent photograph that it is gold 
plated. 
233 Markoe notes that the bowl was found with two rims.  It was not known as of the time of his writing 
which rim is the correct one.  Markoe, Phoenician Bronze and Silver Bowls, 193. 
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size and depth.  The format is a central figural medallion with at least two registers of 

figural decoration. 

Context 

E5 comes from the Barberini tomb at Praeneste.   

Images /Content and Style 

The central medallion portrays a lion combat scene.  To the left in Illustration A.160, 

a bearded male in a short tunic stands in a broad stance similar to that of Pharaoh in the 

smiting Pharaoh motifs, holding a sword.  He faces a rampant lion on the right and holds 

its foreleg.234  A Horus hawk flies overhead, its body outlined by a row of small punches 

in addition to the engraved line.  A single row of closely spaced, small punches separates 

the medallion from the first register.   

Just above the medallion and approximately ten degrees counterclockwise from the 

central vertical axis of the bowl is a version of the lion dominating a supine captive motif, 

as in the central medallion of E3 and the first register of Cy8, with a Horus hawk hovering 

overhead.  Refer to Illustration A.158 and to discussion under E3 above.  The lion stands 

with head erect, its engraved mane, large eyes, and protruding tongue visually 

underlining its qualities of power and terror.   Proceeding clockwise around the register, 

a rider on a clockwise-facing horse turns back to draw a bow in the lion’s direction.  Three 

 
234 This bowls is badly corroded, and the photograph lacks detail.  I rely in part on Markoe’s description 
for the details of the imagery.  Markoe, Phoenician Bronze and Silver Bowls, 193. 
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engraved arrows, one about to strike the lion in the face, fly through the intervening 

space.  Although the figure is corroded, the horse’s extravagantly long tail can be seen 

curving up from its back and down toward the ground. The tail is of the “squirrel tail” type 

rather than a flowing horse tail.  The next figures are badly corroded, but appear to be a 

lily on a stalk the height of the horse’s head, followed by a second horse with reverted 

archer on his back.  Another lily, in better condition, separates the horse from a striding 

warrior in a short kilt, with a hoplite shield.  Three spears extend over his shoulder from 

behind the shield, echoing and extending the angle of his front leg.  The warrior figure 

forms a dynamic ‘X’, created by the vertical of his back leg and head, the angled line of 

the front leg and the spears, punctuated by the dominant circle of the shield in the center. 

He appears to wear an Egyptian hairstyle.  Another tall lily stalk frames the warrior. 

The next figure is another clockwise-facing rider on a similar prancing horse with 

curved tail, with a bird flying clockwise over its hindquarters.  This figure is extremely 

corroded; however, the rider appears to face forward and have an Egyptian hairstyle.  

Most of the next quadrant is too badly damaged to be legible, however it is possible to 

make out a portion of another round shield, suggesting a foot soldier, followed by the tail, 

hindquarters, and body of another prancing horse.  Another tall flower follows, directly 

after where the horse’s head should be, terminating the sequence and framing the lion 

combat scene.  A second row of closely spaced small punches separates the first from the 

outer register. 
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Most of the outer register depicts a clockwise military procession, punctuated by 

stylized trees.  From the top, just over the lion in Register 1, are two of the short-kilted, 

shield-bearing, striding foot soldiers with Egyptian hairstyles.  Between the two solders is 

a stylized short tree, with straight trunk, body foliage in the shape of a leaf, textured with 

rows of punches to suggest individual leaves.  Proceeding clockwise, the next figure is a 

forward-facing horseman, with one of the leaf-shaped trees visible behind the horse’s 

hind quarters, and another one in front of its forelegs, followed by two more foot soldiers 

separated by another tree.  A Horus hawk flies clockwise in front of them.   A short tree 

stands beneath the hawk’s head, followed by a taller tree and another horseman who 

may be resting a lance or javelin over his shoulder.  In front of the horse is a grouping of 

three trees alternating with two foot soldiers, then another rider, with the horse’s foreleg 

passing in front of medium height tree which begins the next grouping of three trees 

alternating with two foot soldiers.  We then see a final set of a rider and three trees with 

two foot soldiers.  A Horus hawk flies over the third, short tree, framing the final, and only 

atypical scene in the register:  a seated lion facing a chariot.  The lion is large in comparison 

to the other figures – its head is taller than the passenger in the chariot.  It sits quietly on 

its hindquarters, its posture at odds with the balance of the action.  The chariot passenger 

leans back toward the lion, bent right arm extending toward the lion, hand touching the 

lion’s snout, whether holding a weapon or for some other reason cannot be determined 

from the photograph.  The passenger’s left hand appears to have been thrown up into 

the air, which, combined with the angled posture, suggests distress.  The lion is apparently 
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getting the better of the situation, even though its posture is seated and static.  The 

chariot driver faces forward, seemingly unaware of the lion, holding the reins that guide 

the pair of horses.  This closes the register.   A row of large punches borders the register, 

followed by the missing portion between the register and the rim. 

Illustration A.159:  E5, detail 
Villa Giulia 13245 
Markoe, Phoenician Bronze and Silver Bowls, 291 
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Illustration A.160:  E5, photo 
Villa Giulia 13245 
Markoe, Phoenician Bronze and Silver Bowls, 290 
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E6 

Illustration A.161:  E6, photo 
Vatican 20368, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 293 

E6 (Museo Etrusco Gregoriano, Vatican 20368) is silver with gold plating except for 

the rim area, thus the general impression would have been very similar to E2 and to E5 in 

its intact condition.  The bowl is approximately 19.1 cm in diameter by 3.5 cm deep (7.5 
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by 1.375 inches) giving a shallow aspect ratio of .18.  It appears to be in excellent 

condition.  The technique is the typical repoussé with engraved details.  The format is a 

central figural medallion with two registers of figural decoration. 

Context 

E6 comes from the Regolini-Galassi tomb at Caere.   

Images /Content and Style 

The central medallion is a scene of two lions attacking a horned bovine, with a Horus 

hawk flying overhead to left.  From left, a tall lily stalk is visible behind a right-facing 

rampant lion in profile, tail between its logs, right paw resting on the bovine’s back.  Its 

raised left paw drapes over the bovine’s horns, its head raised and its tongue hanging out 

of his mouth.  The bovine paces right, head reverted to the left, mouth open.   Another 

tall lily stalk located exactly on the central axis of the medallion is visible behind the 

bovine.  To the right, the second lion stands on hind legs, facing the bovine, right paw 

draped over the bovine’s neck, jaw open and teeth buried in the bovine’s shoulder, tail 

between his legs.  The artist of the line drawing has depicted the left paw curving down 

just below the bovine’s head, however in the photograph the left paw appears to rest on 

the bovine’s shoulder, just below the lion’s head.  A third lily stalk is visible at the juncture 

between the lion’s head and the bovine’s, while a fourth frames the scene on the far right.   

The bovine and the lions have no visible male genitalia– all three have their tails 

covering the areas where genitalia would otherwise be visible.  In addition, the repoussé 
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body of the left-hand lion appears to mask the body of the bovine, as if the lion’s original 

intended placemat was between the bovine and the viewer, yet the engraved detail of 

the bovine’s tail and upper hindquarters can be seen superimposed over the repoussé 

shoulder of the lion. 

A row of closely spaced, small punches, similar to those on E4 and E5, separates the 

medallion from the first register and also forms the ground plane of the register.   The 

two registers are approximately equal in width, with images generally smaller and less 

detailed than those in the medallion.  The first register depicts a continuous series of lion-

related motifs.  From top, about five degrees counterclockwise from the vertical axis 

established by the central medallion, another instance of the lion dominating a supine 

captive motif, less refined in execution than those on Cy8, E3, and E5, with a Horus hawk 

flying clockwise over the lion’s back.  This entire scene could almost be a smaller 

reproduction of the medallion of E3 – other than the reduction in detail work and the 

greater use of repoussé, the only difference is the substitution of a small stylized tree for 

the lily stalk.  Proceeding clockwise, two counterclockwise-facing archers in fringed kilts 

with Egyptian hairstyles fire arrows back toward the lion.  They each stand in a broad 

stance, bent left leg forward and right leg braced, left arms holding their bows, right arms 

pulling the string, heads in profile position.  The first archer’s left ankle falls behind the 

outstretched hands of the lion’s captive.  The second archer’s left ankle crosses behind 

the first archer’s outstretched right foot.  Two more stylized trees fill the space between 

the second archer and a counterclockwise-facing pair of trotting horses.  Only one rider 
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is visible, however, two spears can be seen behind his right shoulder, so possibly two 

riders are intended.  The horses’ raised front ankles cross behind the back foot of the 

second archer, while their curving tails overlap the raised forelegs of another pair of 

trotting horses.  A small bird flies counterclockwise over the horses’ tails, and a single 

stylized tree is visible in the background precisely at the point where the horses’ tails and 

ankles cross.  Once again, only one rider holding a pair of spears in his left hand is visible 

with the second pair of horses.  A single tall lily stalk shows behind and above the horses’ 

hindquarters.  A fruit-bearing date palm framed by two long curving fronds of vegetation 

springing from the ground closes the scene with the riders, (who seem to relate to the 

first lion combat) and frames a second lion combat. 

This second combat occurs about five degrees clockwise from the central vertical 

axis of the bowl, thus not directly opposite the first but rather about 170 degrees away.  

A clockwise facing lion standing on its hind legs grapples directly with a male in a short 

kilt holding a sword in his left hand.  The lion’s left paw and fighter’s right hand can barely 

be discerned in the space between their bodies.  The lion’s right paw reaches toward the 

fighter at waist level, directly behind the fighter’s sword, which is pointing at the lion’s 

shoulder.  A second fruit bearing palm tree closes the scene.  The final scene in the register 

is a complex composition involving a mountain, an ibex, a bird, a Horus hawk, another 
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rider, and a dog.235  The scene centers on a very small stylized mountain, with steep, 

angled symmetrical sides filled with the same stylized teardrop pattern as the space under 

the ground plane in the medallion, and a rounded top.  The ibex leaps down the mountain, 

his body echoing the slope of the side, his head reverted to look up the Horus hawk, who 

flies clockwise over the top and far side of the mountain.  On the other side, the dog 

places his forepaws on the beginning of the mountain’s slope.   A horse rears over the 

dog, his body matching the angle of the dog’s body. On his back, a rider nocks an arrow 

backward in the direction of the lion and captive motif, closing the register.  Another 

small, stylized tree is visible between the horse’s and lion’s hindquarters. 

The outer register depicts a counterclockwise military procession involving foot 

soldiers, cavalry, and chariots, mostly in equally spaced files.  At the top is a rider, right 

hand on the reins, with two spears over his shoulder, two birds flying counterclockwise 

over the horse’s arching tail, and a very small stylized tree underneath the tail.  Next is a 

file of five foot soldiers, in partial profile, wearing short kilts, each with a hoplite shield 

and two spears over their left shoulder.  They may have Egyptian hairstyles.  A larger 

stylized tree in the background divides the soldiers from another rider similar to the first 

one, with a stylized tree visible behind at the exact point where the horse’s tail joins his 

rump and a bird flying counterclockwise above the horse’s tail.  This is followed by another 

 
235 The characteristic curly horns identify the animal as a Nubian ibex, a desert dwelling species of goat 
native to Northern Africa and Egypt.  “Nubian Ibex,” accessed April 4, 2018,  
https://en.wikipedia.org/wiki/Nubian_ibex,   



 767 

set of five soldiers, stylized tree, and rider, this time without spears, but with a Horus 

falcon flying above the horse’s tail.  Another set of five foot soldiers and tree bring us to 

a chariot drawn by a pair of horses with a bird flying low over the horses’ backs.  The 

chariot holds a driver and a passenger.  Following the chariot are a group of three soldiers 

and another rider with a bird flying behind.  Another group of five soldiers brings us back 

to the top.   A row of closely spaced engraved tear shapes separates the register from the 

rim.  The rim is flat and wide, approximately 1/3 the width of the outer register. 

Illustration A.162:  E6, line drawing  
Vatican 20368, Museo Etrusco Gregoriano  
Markoe, Phoenician Bronze and Silver Bowls, 292 
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E7 

Illustration A.163:  E7, photo 
Vatican 20367, Museo Etrusco Gregoriano  
Markoe, Phoenician Bronze and Silver Bowls, 295 
 

E7 (Museo Etrusco Gregoriano, Vatican 20367) is silver with gold plating on the 

entire interior surface.  The bowl, found in fragments and reconstructed, is in extremely 

poor condition with approximately half of the design missing.  The reconstructed 

diameter is approximately 19.4 cm (7.625 inches) with a provisional depth of 2 cm (3/4 
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inch).236  The technique is repoussé with engraving, however the use of repoussé is 

minimal and not particularly nuanced:  it is used primarily for the simple round shields 

and for the bodies of the horses, but is not deployed to indicate finer modelling such as 

musculature.  Engraving dominates the design.  The format is a figural central medallion 

with two registers of figural decoration.   

Context 

Like E6, E8, and E9, E7 was found in the Regolini-Galassi Tomb at Caere. 

Images /Content and Style 

The remnants of the medallion on E7 depict a variant of the smiting Pharaoh motif, 

similar but not identical to the version depicted on E2.  (Refer to text)  A right facing male 

in profile (head, arm, and torso remaining) extends his left arm toward a smaller, facing 

male figure.  A spear appears mysteriously from behind the first male’s back (as on E2), 

and extends toward the abdomen of the shorter figure, who has both arms in front of him 

in an awkward position and appears to be pulling his center away from the spear point.  

The head and raised left hand of another figure can be seen to the right, and the turbaned 

or helmeted head of another figure to the far left.   An engraved Horus hawk flies to the 

left over the scene.  The artist of the line drawing provided more detail than is visible in 

the photograph, but it does seem likely that the central figure holds the captive’s bonds 

 
236 Markoe, Phoenician Bronze and Silver Bowls, 196.  Markoe does not provide a side view. 
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with his extended left hand.  The presence of more figures to the left is borne out by the 

head seen to the far left of the medallion in the photograph, but not reproduced in the 

line drawing.  A single row of punches similar to those on E4 – E6 separates the medallion 

from the first register. 

Less than one-quarter of the first register remains.  From left in the photograph and 

the line drawing, portions of the heads of two clockwise-facing foot soldiers each carrying 

two spears can be seen, followed by a bird flying clockwise, and then the head and torso 

of a rider and the head of the accompanying horse.  Two nearly complete riders, each 

with a bird flying over the horse’ s tail, are centered over the vertical axis established by 

the medallion, followed by two foot soldiers in short kilts with hoplite shields and two 

spears over their shoulders, and then possibly another horse tail.  Opposite, another small 

remaining portion shows a portion of the heads of a spear carrier and a horse, with 

possibly a bird and another pair of spears.  It is possible that the entire register is 

composed of alternating riders and foot soldiers, however, as on E6, there could have 

been one or two unique elements interspersed among the repetitive ones.  Another band 

of punches separates the first from the second registers.  

The second register is a military procession facing clockwise.  From top, and viewing 

clockwise, a single rider bearing two spears over his shoulder, then three foot soldiers in 

short kilts with Egyptian hairstyles and hoplite shields, walking in partial profile, weight 

on two flat feet.  Next is the remaining portion of a single rider, this time without spears, 

and a large break of about 15 degrees in the bowl’s fabric.  When the register resumes, 
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we see the top of a tall lily, possibly with a hand grasping it, (a motif unique on the 

remaining portions of the bowl), followed by three short-kilted archers with Egyptian 

hairstyles, each resting two spears on his right shoulder and holding a bow and arrows to 

the front in his bent left arm.  Next, a bird flies clockwise at about head height, followed 

by the top portion of a rider with Egyptian hairstyle, but missing his spears, even though 

his right hand seems poised to hold them, and then two more foot soldiers with round 

shields, short kilts, Egyptian hairstyles, and double spears. Two birds fly clockwise, the 

second one hovering over the back of a spearless rider, succeeded by two more round-

shielded foot soldiers, another bird, and another spearless rider.  Another bird gives way 

in quick succession to rider with spears and a noticeably pleated kilt, two round-shielded 

foot soldiers, and a second rider with pleated kilt and spears, and two more foot soldiers.  

This brings us to the top of the register.  Another row of closely spaced punched dots 

separates the register from the rim, much of which is missing.  The rim appears to be 

mostly flat with a turned-up lip. 
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Illustration A.164:  E7, line drawing  
Vatican 20367, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 294 
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E8 

Illustration A.165:  E8, photo 
Vatican 20366, Museo Etrusco Gregoriano,  
Markoe, Phoenician Bronze and Silver Bowls, 297 
 

E8 (Museo Etrusco Gregoriano, Vatican 20366) is silver, approximately 18.8 cm in 

diameter by 2.7 cm deep (7.4 inches x 1 inch).  From the photograph, it appears to be 
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mostly flat with a turned-up rim, resembling a plate or tray rather than a bowl for serving 

liquids.  It is in fairly poor condition, with minimal surface corrosion, but highly 

fragmented and reconstructed as shown.  The format is a central figural medallion with 

two registers of figural decoration.  The proportions of medallion to registers and rim are 

similar to those of E6 and E7. 

Context 

Like E6, E7, and E9, E8 was found in the Regolini-Galassi tomb. 

Images /Content and Style 

The central medallion of E8 contrasts sharply with E6 and E7:  rather than images of 

death and combat, it depicts a scene of peace and natural bounty with animals in a 

papyrus brake.  A crosshatched pattern of engraved diagonal lines forming diamond 

shapes, with a punch in the center of each, fills the area below the ground plane.  The 

papyrus plants form a delicate and stylized backdrop to the area above the ground plane, 

their regularly-spaced, curving stalks fanning out at the top to accommodate a pattern of 

alternating buds and blooms, whose periphery implies a second circle inside the edge of 

the medallion.  Three birds fly overhead as a slender, left-facing female bovine with horns 

and visible udder and possibly wearing a necklace nurses a calf who crouches on its front 

knees under her belly.  A second calf can be seen at right, its left foreleg passing behind 

its mother’s right foreleg, and a portion of its back and lifted head immediately to the 
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right of her leg and chest.  A row of closely spaced punches defines the edge of the 

medallion.   

The first register depicts a clockwise military procession similar to those on E6 and 

E7, however, the execution of the figures is quite different.  Even in cases where similar 

motifs such as foot soldiers with round shields, archers holding bows in front, or riders 

with spears over their shoulders are shown with similar gestures, the quantity of engraved 

detail, the use of repoussé, and the depiction of details such as horse tails vary greatly 

between the two bowls.  From top, immediately to the right of the vertical axis implied 

by the center of the medallion, and proceeding clockwise, are two foot soldiers in long 

pleated kilts (or possibly Assyrian-style robes), each with a hoplite shield, and two spears 

extending from behind the shield.   They appear to be in full profile rather than the more 

typical partial profile, perhaps because the shields hide their upper torsos.  The round 

shields are decorated with a row of punches just inside the circumference, and rather 

than being completely filled out with repoussé, have a repoussé central boss.  Rows of 

what appear to be punched dots delineate the individual kilt pleats, and hair also appears 

to be fully delineated, rather than outlined as on E7.  Next are two stylized trees with a 

bird flying between, followed by a rider who may hold a mace or other round object in 

his right hand, and then by a foot soldier in a long pleated kilt or robe, holding a round 

shield but no other apparent weapons, and two more stylized trees.  Another rider and 

foot soldier, both very worn, are followed by a gap of about one-sixth the register.  

Following the gap are another rider, two foot soldiers with decorated round shields, and 



 776 

another small gap, after which another rider, two more foot soldiers, possibly the trunk 

of a palm tree rising from the ground plane, and then another gap.  The head of a horse 

emerging from this gap brings us back to the starting point.  Another row of what appear 

to be small punched dots divides the first from the second register. 

In the outer register, from top, proceeding clockwise, an archer in an Egyptian 

headdress, holding a bow in front of him in his bent left arm, and with two arrows or 

possibly spears held in his right hand and resting on his right shoulder, followed by a short 

stylized tree, and another archer.  Two tall stylized trees flank and form the backdrop for 

a horse and rider, with another very short stylized tree visible under the horse’s belly.  

The rider is in partial profile, left arm bent and held in front of him, right arm bent, possibly 

holding two arrows, visible as two diagonal lines extending behind his head.  All the riders 

of this type have Egyptian hairstyles.  Next is another archer striding along, with a very 

small stylized tree visible between his legs, and a small one in front of his extended left 

foot, and then another archer whose left foot steps in front of a tall lily stalk.  A large 

stylized tree follows the lily in quick succession, and then a rider with the two-bent-arm 

gesture, whose horse’s front hoofs pass in front of the leg of another archer, one of a pair, 

followed by a rider passing in front of a stylized tree, and three more archers in short 

tunics.  They are followed by a chariot with a driver and passenger, a small tree, two more 

archers, a rider, and two more archers, and another rider and two final archers, closing 

the register at the top.  A row of short radial lines divides the register from the rim 
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The horses on E8 have long, naturalistic horse tails, rather than the bushy squirrel 

tail seen on some of the other works from Italian findspots. 

Illustration A.166:  E8, line drawing 
Vatican 20366, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 295 
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E9 

Illustration A.167:  E9, photo 
Vatican 20365, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 299 

E9 (Museo Etrusco Gregoriano, Vatican 20365) is silver with gold plating.  This object 

is unusual both in its very deep shape and in the double-walled construction with 

decoration on both interior and exterior surfaces.  It is very small:  11.1 cm in diameter 

by 7.6 cm deep (4.4 inches by 3 inches), giving an aspect ratio of .68, and comparable in 

size to a coffee mug.  E3 (Bernardini cauldron) is somewhat larger at approximately 6.25” 

x 5.4”, with an even deeper aspect ratio of .86, while E4 is approximately 5.4” x 5.9”, with 

an aspect ratio of 1.09.  These three bowls, all from Central Italy, are the deepest surviving 

objects in the canon.  Eg2 is by visual inspection the deepest known bowl outside of 
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Italy.237  The technique is very clear engraved outlines with all figures appearing to be 

completely rendered in shallow repoussé.   There is also extensive use of engraving for 

details.  The format of both interior and exterior decoration is a figural central medallion 

and two registers of figural decoration. 

Context 

Like E6, E7, and E8, E9 comes from the Regolini-Galassi tomb. 

Images /Content and Style 

Beginning with the interior of the bowl, the central medallion depicts a slender 

horned cow suckling a calf in a bed of reeds on a ground plane with a stylized decorative 

pattern below it (Illustration A.168).238  The formal similarities to the central medallion of 

E8 are striking, yet the execution is different in every way.  The decorative pattern below 

the ground plane is a design of overlapping scallops, unlike the diamond shapes on E8, 

the teardrop / bowling pin shapes on E6, or the double scallops (curved top and bottom) 

of E3.  The herbivore is fully centered in the medallion, unlike E8, and she is accompanied 

by only one calf rather than two.  The line drawing depicts her with a necklace, identifying 

her as Hathor.  The stylized fan of reeds is a clear similarity, yet the reeds depicted may 

be a composite plant, with the heads of cattails and stalks with intermediate leaves, 

rather than the smooth stems and bushy heads of papyrus plants.  The border is more 

 
237 Lilyquist does not provide a depth. 
238 Most of the formal analysis will be based on the line drawings provided by Markoe, as a full set of 
photographic images is not currently available.   
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elaborate than E6, E7, or E8:  rather than a single row of punched dots there is an 

engraved line and double mirrored row of small teardrop shapes, giving the impression 

of leaves or a stylized vine. 

The first interior register is a clockwise military procession, with some elements 

resembling, and others quite different from those on E5, E6, E7, and E8.  From left on the 

line drawing, we see two foot soldiers with hoplite shields and single spears protruding 

over their shoulders.  They wear pleated kilts or tunics, short in front and longer in the 

back, and have a curved element floating over their heads (more easily distinguishable in 

Illustrations A.169 and A.170) and not seen on any of the bowls studied thus far, and their 

stance is noticeably narrower than those of the soldiers on E5 through E8.  Two concentric 

rows of punches and a single center punch decorate the shields.  Next is a two-wheeled 

cart with a very unusual upcurved extended back.  A line of punches decorates the sides 

of the cart.  The driver has an Egyptian hairstyle, and may wear a pectoral, however, he 

does not have the curved element over his head. (Illustrations A.167 and A.168).  His right 

arm is bent in a similar gesture to that of many of the riders on E8, and his left arm holds 

a whip.  A long-eared donkey with a naturalistic flowing tail in a collar or ornate harness 

pulls the cart.  Two abstract elements, similar to inverted fans executed in engraved lines, 

appear to float over the driver’s left arm and whip.  The donkey’s nose encounters a small 

tree, depicted with leafy branches rather than as a single clump of foliage.  After the tree, 

there is a single foot soldier, and then a chariot decorated with two rows of punches on 

the side.  A single passenger holding an ornamented shield stands in the back of the 
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chariot, and a spear, apparently propped against the back of the chariot, extends up at a 

diagonal.  The driver leans forward to hold a whip and two sets of three reins each to 

guide the single horse. The passenger and driver both have the curved elements framing 

the tops of their heads.  Although the donkey has a naturalistic flowing tail, the horse is 

depicted with a squirrel-type tail.  His engraved mane appears carefully arranged on and 

flat to his neck.  It will be seen on close examination of the line drawings and of the 

available photographs of the horses depicted on this bowl, that each horse has an arc 

created by short radial engraved lines defining the upper curve of the right hindquarter, 

and an ankh depicted with a single row of punches occupying the approximate center of 

the arc.  Like the donkey, the horse wears a collar in lieu of harness, and walks with head 

up rather than trotting.  In front of the horse are three foot soldiers with curved elements 

over their heads, a small branched tree, and a second cart pulled by a donkey, followed 

by another chariot.  A double row of mirrored, joined scallops separates the first and 

second registers. 

The outer register on the bowl’s interior includes many of the same military 

elements as the first register, with the addition of riders, and a scene which I interpret as 

a drinking party or feast.  From left in the interior view in Illustration A.168, top, a branchy 

tree with small leaves apparently beginning to sprout frames a scene of three women in 

long transparent dresses bearing vases on their heads who process clockwise.  The 

outlines of the women’s bodies are engraved, including left breast (seen in profile), belly 

button, dimpled belly, and pubic triangle, while the outlines of the dresses are depicted 
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with rows of punches.  The women are shown split-weight in a fairly narrow stance, in 

partial profile with left legs forward, right legs back, right arms at their sides, and left arms 

extended out in front, showing the long, draping sleeves of their dresses.  All three appear 

to have long hair or wigs hanging to mid back, or are wearing veils.  A set of three of the 

inverted fan-shaped engraved elements (perhaps garlands?) appears to hang from above 

head height in front of each of the women.  A very small tree or branched plant occurs in 

front of the second and the third woman.  A clockwise-facing male in a wrapped, pleated 

kilt, with his torso draped in the same kind of gauze as the women’s dresses, sits on a 

backless seat with a footrest and decorated with concentric curving rows of punches.  He 

wears a pectoral, an elaborate wig, an apparent drape of transparent fabric stretching 

from his left arm to his waist, and has the curved element over his head.  He sits in partial 

profile, bent right arm at his side and bent left arm extended up to hold a shallow bowl in 

the palm of his left hand.  The bowl is similar in size and shape to many of the bowls in 

this study.  A portion of a table laden with objects is seen in the background.  Another 

woman in a gauze dress faces the man.  Her right arm is extended with right hand 

approaching the bowl.  Close examination of the photograph shows that she is clearly 

holding an ankh:  the cross bar and top portion are quite legible – perhaps a gesture of 

blessing.  The artist of the line drawing has assumed she is pouring liquid into the man’s 

cup, but no liquid is visible in the photograph.   

Behind the woman is a second seated male, nearly the mirror image of the first, 

with wig, pectoral, gauze drape, backless stool, and footrest, but without the curved 



 783 

element over his head.  The only other differences are a slight variation in the depiction 

of the wig, and the fact that the bowl in his extended right hand is much larger and deeper 

than the one held by the other male.  While it would be tempting to say that the craftsman 

represented E9 in use on E9, E9 is smaller in size than the scale given by the male’s hand 

and has a narrower bottom.  E4 (Bernardini Tomb, Illustration A.156), may be the 

surviving bowl that most closely resembles the bowl depicted.  A second, larger branchy 

tree closes the scene.  This scene bears superficial resemblance to offering scenes 

depicted on other bowls, primarily in the laden table and the procession of attendants, 

but I find no visual evidence to suggest that representation of deities is intended.  It is 

clear that the two males are peers, based on their similar attributes, and that they are 

interacting with one another, rather than in a directional act of worship.  The attendants 

bearing wine or water on their heads and the table of food are as appropriate to a feast 

or drinking party as to a religious scene.  With the exception of the raised ankh, the actions 

of the participants bear this out.  It is also important to note that the consumption of 

alcohol formed part of many religious occasions, as well as funerals and the 

commemoration of the dead.   As discussed in Chapter 2, Lilyquist references a “porch of 

drunkenness” at the temple of Mut at Luxor, with evidence of festivals of drunkenness 

dating as far back as the reign of Hatshepsut (1473 – 1458 B. C.).  There are also records 

of Amenhotep III (1390 – 1352) visiting Tell Basta (ancient Bubastis) for a festival of 



 784 

Bastet,239 and Herodotus mentions consumption of wine as an integral part of the festival 

of Bubastis in Book 2.   The use of the ankh to bless the beverages supports the idea that 

this scene depicts drinking in a religious context.  Even though E9 itself does not appear, 

this is one of the occasions where bowls are not only depicted in a use context but are 

also self referentially shown as part of their own decoration. 

Following the branched tree is a rider in a pleated kilt, with an Egyptian hairstyle 

and the curved head element, depicted bareback without saddle or reins.  He holds a 

spear ready to throw in his raised right arm.  His left arm extends forward and disappears 

behind the horse’s neck.  The horse, wearing an elaborate collar, steps with left fore- and 

hind-legs off the ground. Like the other horses, he has an ankh on his right hindquarter.  

After the horse, there are a tall and a small branched tree, followed by three foot soldiers 

similar to those in the first register, with asymmetrical kilts, curved head elements, hoplite 

shields decorated with punchwork hiding their torsos, and spears extending upward and 

to the back at an approximate angle of 30 degrees from the vertical.  The front two have 

swords extending back and down from behind their shields.  Another small and tall tree 

divide them from a single chariot, very similar but not identical to the one in the inner 

register, with punched decoration on the chariot, a passenger with a hoplite shield 

standing erect in the back, and the driver leaning forward to hold two sets of three reins, 

 
239 Christine Lilyquist, “Treasures from Tell Basta:  Goddesses, Officials, and Artists in an International 
Age,” Metropolitan Museum Journal 47 (2012): 21. 
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with whip braced against the front of the chariot.  Both the passenger and the driver wear 

the curved head element.  Variations consist of the lack of a spear braced against the back 

of the chariot, the more elaborate collar on the horse, and slight differences in the 

drawing of the chariot itself, although the horse does have the ankh on his hindquarter.  

A single-branched plant separates the horse from a file of four foot soldiers, followed by 

another, nearly identical chariot, a short plant, and a branched tree, closing the register.  

A row of punched dots just inside a row of continuous fan or inverted garland motifs forms 

the outer border. 

The exterior also has a figural medallion and two registers of figural decoration 

(Illustrations A.169 and A.170).  The medallion is somewhat damaged.  The remaining 

portions show a curving ground plane with a scalloped infill below.  From left, a male in a 

short kilt stands split weight, in partial profile, left arm reaching forward at shoulder 

height, right arm no longer discernible.  In the center is a left facing seated lion in profile.  

The lion is larger in scale than the man, with textured mane lying close to the neck, a fierce 

gaze, and tongue hanging out.  The forepaws and lower body of another, apparently 

smaller quadruped are visible beyond and to the right of the lion.  A second, left facing, 

slightly taller male stands on the right, but only the lower half of the body remains 

discernible.  Above the lion is a right-facing Horus hawk, with a right-facing small bird on 

the left, and a left-facing bird below the hawk’s left wing.  Two of the small garland motifs 

can be seen a little to the right of the hawk’s left wingtip.  As on the interior, a chain of 

double teardrop / stylized leaf motifs borders the medallion.   
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Both registers on the exterior contain a number of the motifs already seen on the 

interior, with the addition of Horus hawks, all facing clockwise.  In the inner register, from 

left in the line drawing is a tall branched tree, three foot soldiers with shields, swords, and 

spears, another tall, branched tree, a flying Horus hawk, a spear-wielding rider on a horse 

wearing an elaborate collar, a small and a tall branched tree, two foot soldiers, and a 

chariot with driver and passenger.  One of the small tufted objects hangs or floats directly 

above the chariot passenger’s spear point.  After the chariot horse, a tall branched tree, 

three more foot soldiers, another tall branched tree, and another chariot, this time with 

two tufted objects hanging, one over the driver’s arms, and one over the reins, near the 

horse’s neck. 

From left in the outer register, also all clockwise, a tall branched tree, a flying Horus 

hawk, a spear-wielding rider with one small and one tall branched tree, just as in the inner 

register, a chariot, similar to all the others except that a small rock can be seen between 

the horse’s back legs and another between his front legs.  A single branched small tree is 

followed by a Horus hawk flying over a seated lion, similar to the one in the exterior 

medallion, but with mouth closed and tongue not visible.  After the lion, three foot 

soldiers, another chariot with a slightly larger rock between the horse’s back legs, a 

medium height branched tree, a Horus hawk flying over a medium sized rock, a rider 

whose horse appears rear slightly with both front hooves off the ground, a tall branched 

tree, three foot soldiers, another tall branched tree, a Horus hawk flying over a seated 

lion, with a portion of a medium branched tree visible between the lion’s mid back and 
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the hawk’s left wing.  Following the lion, a very small and a tall branched tree followed by 

three more foot soldiers close out the register. 

 

 

Illustration A.168:  E9, line drawing – interior 
Vatican 20365, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 300 

  



 788 

 

Illustration A.169:  E9, line drawing – exterior 
Vatican 20365, Museo Etrusco Gregoriano 
Top: Registers, Markoe, Phoenician Bronze and Silver Bowls, 298 
Bottom: Medallion, Markoe, Phoenician Bronze and Silver Bowls, 300 
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Illustration A.170:  E9, photos – interior 
Vatican 20365, Museo Etrusco Gregoriano 
Markoe, Phoenician Bronze and Silver Bowls, 301 
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E10 – E13 

Bowls E10 – E13 are not securely contextualized and will be omitted from this 

study.240 

  

 
240 Markoe, Phoenician Bronze and Silver Bowls, 198-201. 
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E14 

Illustration A.171:  E14, photo 
Soprintendenza della Antichita 16578, Salerno 
D’Agostino, Tombes “Principesche,” plates XXIII a and b 
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E14 (Soprintendenza della Antichita, Salerno, 16578,) is silver, in good condition, 

approximately 3.9” in diameter by 3.3” deep.  It is a cup, or kotyle, originally with two 

handles, one of which is missing, and a short base made from what appears to be a 

separate piece of metal.  The only decoration consists of a band of engraved hieroglyphs 

near the rim.    

Context 

E14 was discovered in December 1966 in tomb 928 of the necropolis of 

Pontecagnano, as part of a rescue excavation of an area intended as a building site.  The 

excavated area had been in continual use as a necropolis from the beginning of the 

Orientalizing period  to the fourth century B. C.  Tombs 928 and 926 were unusual in the 

context of this necropolis due to their construction, the richness of the grave goods, and 

the use of cremation, which had otherwise fallen out of use in this location by the mid 

eighth century.241 

The excavators discovered the upper portions of Tomb 928 approximately .4 m (16 

inches) below the surface (Illustrations A.176-A.179, drawings and views of tomb).  The 

tomb consisted of a rectangular enclosure, 1.3 m wide x 2.55 m” long (4.25 feet by 8.33 

feet) and approximately .8 m (31.5”) deep, with the long axis oriented roughly 45 degrees 

 
241 Bruno D’Agostino, Tombe "Principesche" dell'orientalizzante Antico da Pontecagnano (Rome:  
Accademia Nazionale dei Lincei, 1977), 9. 
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east.  The enclosure was dug into the ground, with all four sides faced, and presumably 

stabilized, with single slabs of cut travertine ranging between .1 m (4")and .21 m (8.3”) 

thick.  The excavators found no evidence of a cover for the enclosure.  Within the 

enclosure was a second, deeper, recess, approximately .81 m (32”) long x .57 m (22.5”) 

wide, and deeper than the primary enclosure, with its long axis rotated 90 degrees.  Cut 

stone slabs .06 m (2.5”) to .13 m (5”) thick faced the openings.  Tree roots had penetrated 

both the primary and secondary enclosures:  the excavators suggest the cover of the 

secondary recess could have been removed at the time the tree was planted.242   

The tomb appears to have had a single occupant.  The excavators found grave goods 

in both the primary enclosure and in the recess.  On the floor of the main tomb were 

metal and ceramic items, including iron spits and andirons, knives, axes, pikes, lance 

heads, a bronze basin, a bronze cauldron, a bronze tripod cauldron, fibulae, studs, rings, 

a Protocorinthian oenochoe, an olla, and several works in impasto. 

The tomb builders appear to have intended the recess as the higher-status or more 

consecrated portion of the tomb:  in addition to being set apart physically with additional 

stone slabs and deeper into the ground, it contained the remains and most of the highest 

value grave offerings, including E14.  Illustrations A.180 and A.181 show E14 and the other 

items found in the recess.  The bronze bowl (L62) contained the remains and the silver 

fibula (L82).  The bronze bowl L63 served as the cover to L62.  Adjacent, and adhering to 

 
242 D’Agostino, Tombe "Principesche," 12-13. 
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L62 was the silver skyphos L81.  E14 was in the southwest corner, with the bronze 

oenochoai L66 and L67 in the southeast corner.  The undecorated silver phiale was also 

found in the recess.  The recess therefore housed all the silver items, and the ornate 

bronze oenochoai. 

Images / Content and Style 

As noted above, E14 is a deep cup, with a half-ovoid shape, mounted on a very short 

circular metal base (Illustrations A.171 and A.182). It is minimally decorated, with a frieze 

of engraved hieroglyphs, about ½” tall based on relative scale, and approximately ½” 

down the side from the rim.  It originally had two rounded handles, mounted in line with 

the decoration, however, one is missing.  The surface is in fair condition, with some 

corrosion, but appears structurally sound.  As noted above, there is a long tradition of 

non-textual hieroglyphs in Egyptian art, to convey good luck and other apotropaic 

meaning. 

Preliminary research suggests, as with E1, that the majority of the symbols in the 

frieze are actual hieroglyphs.  I analyze the imagery by the views in Illustration A.171 and, 

as for E1, identify the hieroglyphs with their descriptions and Gardiner sign numbers.243   

The frieze is bounded by a top and bottom border of two engraved lines, approximately 

1/32” or 1/16” apart.   

 
243 All hieroglyph interpretations:  Gardiner, Egyptian Grammar, Sign-list, 438-548. 
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Illustration A.172:   E14. Hieroglyphs, view 1 
D’Agostino, Tombes “Principesche,” plate XXIV  

From the left in View 1, from left to right, the edge of the handle, followed by  

- Two H6, ma’at feathers, emblems of the Egyptian goddess of truth and justice.  

Maat feathers represent Maat herself and the truth, wisdom, and justice that 

she symbolizes.  

- D4, an eye, which could symbolize Horus, an eye, ‘to make or do,’ or ‘the one 

who does,’ centered over a swirl or wave motif, possibly D15, but rotated.  

- A very finely executed bird facing right, wings spread, tail fanned, body textured 

with delicate punches, which is almost certainly G40, ‘duck flying’, with 

additional meanings of ‘to fly’ and ‘bird’.   

- Following the duck, three more possible hieroglyphs:  a tall right-angled 

element, possibly S44, staff with flail, with two sets of diagonal lines under the 

short arm.  The diagonals are Z4, determinatives for “duality.”244 

- V28, ‘wick’ 

 
244 Gardiner notes that his sign-list is not comprehensive.  See Egyptian Grammar, 438. 
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- V1, rope coil, meaning dispute, litigation, or the number one hundred, over G38, 

the back of a goose, the hieroglyph for ‘goose,’ with determinative meanings 

‘talk,’ ‘idle,’ or ‘perish’ 

- Two clear representations of D36, “arm”  

- two thick stalk elements with curving, unfurling tops, which I have not been able 

to identify, (See note 35 below)  

- possible V7, cord with a loop 

- possible N26, “mountain” 

- E6, “horse” over D21, “mouth” 

Illustration A.173:   E14, hieroglyphs, view 2 
D’Agostino, Tombes “Principesche,” plate XXIV 

View 2: 

The horse over the mouth is also visible on the left side of view 2, followed by: 

- Y1, tied and sealed papyrus scroll, “papyrus scroll,” determinative in “know”, 

over another D21, “mouth” 

- N5, sun, meanings “sun,” “Ra,” “day” 

- G36, swallow, meaning “great” over N35, “water ripple”, over what could be 

V27, spool of thread, meaning “in good condition”  
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- Possible S20, necklace and cylinder seal, meaning “seal” 

- Two H6, ma’at feather 

- Another G40, ‘duck flying’, additional meanings of ‘to fly’ and ‘bird’ 

- M22, rush with shoots, meaning “germination,” or “Nekhbet”, one of the patron 

goddesses of Egypt 

- D13, eyebrow, one-eighth heqat measure of grain, over D4, eye, “to do or 

make”, over another G36, swallow, “great” 

- Two of the unidentified curving stalk objects noted in view 1 

- H12, erect cobra, “uraeus”, “goddesses”, followed by what is possibly H8, egg, 

“son”, over X1, small bread loaf, “bread”, and W14, tall jar, “water jar”, all over 

an elongated N35, water ripple 

- The hole for the missing handle 

Illustration A.174:   E14, hieroglyphs, view 3 
D’Agostino, Tombes “Principesche,” plate XXIV 

View 3: 

- The second hole for the missing handle 

- D1, head, “head”, “chief”, over two N35, “water ripple” 

- H6, ma’at feather 
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- Possible D37, arm with bread cone, “to give”, over an unidentified sign 

- N5, sun, meanings “sun,” “Ra,” “day”, over the back of G38, goose, 

- S34, ankh / sandal strap, “live” 

- Possible M12, lily plant, (uncertain) 

- M22, rush with shoots, “germination,” “Nekhbet”,  

- Y1, tied papyrus scroll, “papyrus scroll,” determinative in “know”, over another 

D21, “mouth”, over N35, water ripple 

- E1, bull 

- Possible S44, staff with flail 

- An unidentified sign 

- W19, milk jug 

- Two H6, ma’at feathers 

Illustration A.175:   E14, hieroglyphs, view 4 
D’Agostino, Tombes “Principesche,” plate XXIV 

View 4 

- The two ma’at feathers from the right end of View 3 

- G40, ‘duck flying’, additional meanings of ‘to fly’ and ‘bird’ 
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- Two V28, ‘wick’ 

- D4, eye, “Horus”, “eye”, ‘to make or do,’ over D21, “mouth”, over N35, water 

ripple 

- Two H6, ma’at feathers 

- L2, bee, ideogram for bee, part of the word for “King of Lower Egypt” 

- Possible M35, grain heap, over D12, eye pupil,  

- N1, sky, “sky”, “heaven”, “above”, over a grouping of:  an unidentified curved 

element over D58, foot, followed by possible S44, staff with flail, and V1, rope 

coil.  (The artist of the line drawing has missed the horizontal element of D58) 

- N5, sun, “sun,” “Ra,” “day”, over the back of a bird, possibly G5, falcon, “Horus” 

- I10, cobra, over X1, small bread loaf, “bread” 

- H6, ma’at feather 

Although the design is simple, the workmanship of E14 is very fine.  The shape is 

cleanly executed.245  All of the identifiable hieroglyphs are canonical in execution, and the 

flying ducks and bull, in particular, when examined in an enlarged view, are executed with 

a stylish use of line in the details, especially remarkable when one considers that the 

images can only be about 5/16” to 3/8” tall at the most.  This work foregrounds the frieze 

 
245 The kotyle or kantharos shape is most often associated with Greek pottery, however, the practice of 
wine drinking and associated equipment may itself have originated in the Near East, and scholars believe 
that many Greek ceramic shapes originated as metalwork. See Andrew J. Clark, Maya Elston and Mary 
Louise Hart, Understanding Greek Vases: A Guide to Terms, Styles and Techniques (Los Angeles:  The J. 
Paul Getty Museum, 2002), 101.  



 800 

of hieroglyphs.  The frieze’s size and location, in exact alignment with the handles, 

suggests that it was an integral part of the design from the beginning, although a skilled 

craftsman could have added it after the fact.  The vast majority of the hieroglyphs are 

readily identifiable from the standard reference and are consistent with ideas of 

prosperity and good luck.  I propose that this is an Egyptian, not Egyptianizing work, quite 

possibly produced in Egypt, or manufactured by an Egyptian craftsman well versed in 

hieroglyphs, for an original patron who understood their significance.   

While Tomb 928 and the accompanying Tomb 926 are modest by the standards of 

the Bernardini, Barberini, and some of the Cypriot tombs, it stands out in the necropolis 

by its construction, the use of cremation, and the quantity and quality of grave goods.  It 

is reasonable to assume that these tombs are an attempt to assert specialness of some 

type.  Is this an isolated incident in this area, or are there more high-status tombs in other, 

unexcavated areas?  Is the primary audience the local population, or contacts in other 

regions from whence some of the costly grave goods were imported?  The tomb itself, 

while certainly requiring some investment of resources, is closer in form to an elaborate 

dug grave than to the excavated and built chamber tombs with dromoi that are seen in 

Latium, Etruria, and Cyprus.  Does this difference in form indicate significant regional 

differences in the interpretation of an aristocratic koine on the Italian peninsula, or is it a 

simple change in style, which could have happened over a relatively short period of time?   

The presence of spits, andirons, a cauldron, the oenochoai, E14 itself, and the silver 

phiale and skyphos indicate an interest in feasting, the wealth of the owner in possessing 
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so many metal implements, and the high value accorded to them.  The small fragments 

of chicken and pig bones found in the tomb suggests feasting nearby at the time of 

interment.  The three complete forelimbs and hindlimbs of sheep suggest that several 

whole cuts of meat were deposited in the tomb with the burial.246 

Illustration A.176:   E14, plan of Pontecagnano Tomb 928 
D’Agostino, Tombes “Principesche,” fig. 13 

 
246 D’Agostino, Tombe "Principesche," 16-17. 



 802 

 
 
 

Illustration A.177:   E14, plan of Pontecagnano Tomb 928 
D’Agostino, Tombes “Principesche,” fig. 13 
 
 
 

Illustration A.178:   E14, Pontecagnano Tomb 928, view from the North 
D’Agostino, Tombes “Principesche,” plate XII 
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Illustration A.179:   E14, Pontecagnano Tomb 928, view from the South 
D’Agostino, Tombes “Principesche,” plate XII 
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Illustration A.180:   E14 and specific entourage 
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Illustration A.181:   E14, other grave goods – silver oenochae and handle detail 
D’Agostino, Tombes “Principesche,” plates XXIIe (left) and XXIId (right) 

 

 

 

 

 



 806 

 
Illustration A.182:   E14, line drawing 
D’Agostino, Tombes “Principesche,” fig. 2 
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E15 

Illustration A.183:  E15, photo 
Museo Archeologico 6097, Florence 
Markoe, Phoenician Bronze and Silver Bowls, 310 

 

E15 (Museo Archeologico, Florence, 6097) is bronze, approximately 7.44 inches in 

diameter by 1.3 inches deep (18.9 x 3.3 cm).  The bowl is in extremely poor condition, 
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corroded, patinated, and with portions of four outer registers preserved and most of the 

center missing.247  The technique is repoussé with engraved outlines and minimal detail. 

Context 

E15 comes from Tomb VII, a pozzo grave in the form of a cylindrical pit, of the Poggio 

alla Guardia necropolis at Vetulonia in the northern region of Etruria.  It was found inside 

a single-handle biconical urn which also contained a large amber scarab, many fragments 

of faience, and three sanguisuga fibulae.248  Ancient historians mention Vetulonia as 

participating in the Latin alliance against Rome in the seventh century.249  The site of the 

Etruscan settlement includes two large necropoli dating to the seventh century, of which 

more than one thousand tombs have been excavated to date.  Far richer tombs have been 

excavated in the Vetulonian necropoli, including the so-called Tomba del Duce, which 

contained a chariot, bronze vessels, bucchero figurines, bronze stands and tripods, clay 

vessels, iron utensils, and a cremation burial in a silver casket, among other things.250 

Images / Content, and Style  

Engraved cable bands separate the registers.  Only a small segment of the inmost 

surviving register remains (Illustration A.184).  From left, a Horus hawk facing 

 
247 Markoe, Phoenician Bronze and Silver Bowls, 202. 
248 Markoe, Phoenician Bronze and Silver Bowls, 202. 
249 Dionysius of Halicarnassus, Roman Antiquities, Volume II: Books 3-4, trans. Earnest Carey, Loeb 
Classical Library 347 (Cambridge: Harvard University Press, 1939), 51, accessed August 4, 2019, 
http://penelope.uchicago.edu/Thayer/E/Roman/Texts/Dionysius_of_Halicarnassus/3D*.html. 
250 Larissa Bonfante Warren, review of La Tomba del Duce, Vetulonia, vol. I, by Giovannangelo 
Camporeale (Florence: Olschki 1967), American Journal of Archaeology 73, no. 4 (October 1969): 484-86. 
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counterclockwise with right wing raised and left wing lowered, possibly confronting a 

second hawk who is the mirror image (wingtip is visible at the edge of the fragment).  

Clockwise from the hawk, a single outsize papyrus blossom.  The next register consists of 

a repeating, counterclockwise motif of panther pacing after a stag with head lowered 

toward and touching a single, massively outsized papyrus blossom.  The next register, at 

least half the width of the second, is blank.  The outer register is a file of fawns with large 

ears and large eyes, clockwise.  The fawns appear to creep along, each with lowered head 

extended to the hind leg of the next fawn, tails tucked in. 

Illustration A.184:  E15, photo 
Museo Archeologico 6097, Florence 
Markoe, Phoenician Bronze and Silver Bowls, 311 
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Ca1   

Illustration A.185:   Ca1, line drawing 
Museo Archaeologico, Reggio Calabria 
Markoe, Phoenician Bronze and Silver Bowls, 290 
 

Ca1 (Macchiabate Necropolis, Francavilla Marritima, Italy, Museo Archaeologico, 

Reggio Calabria) is bronze, approximately 20.1 cm in diameter by 2.3 cm deep (8 inches 

by 1 inch).  It is in poor condition, with extensive corrosion and cracking.  The format is an 

abstract central medallion with seven registers of figural decoration, including a figural 
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frieze in lieu of a border band.  The technique is a shallow repoussé with heavily engraved 

outlines. 

Context 

Paolo Zancani-Montuoro excavated Ca1 from Tomb S of the Macchiabete necropolis 

at Francavilla Maritima, near the south coast of Italy, in 1970.251  The necropolis 

comprised some 200 tombs, all simple inhumations in a fossa covered with circular or 

elliptical tumuli (Illustration A.186). A layer of sand and stones covered the floor of each 

tomb. The body was deposited with legs drawn up, directly on the floor of the tomb along 

with the grave goods.  The grave was then filled in with earth and rocks, with no structural 

supports or roof separating the tumulus from the contents of the grave.  Typical grave 

goods included ceramic vessels, and metal objects such as armbands, rings, belts, fibulae, 

and sometimes weapons.252  Tomb S measured approximately 8’-3” x 11’-6” (2.5 m x 3.5 

m) which Markoe describes as “modest”, presumably in the context of the cemetery.  Ca1 

was found next to a biconical urn, for which it may have served as a cover.253 

Images / Content and Style 

Ca1 is large in diameter, mostly flat with vertical sides and a single handle riveted to 

the rim.  The central medallion has an abstract pattern of interlocking triangles with edges 

 
251 Markoe, Phoenician Bronze and Silver Bowls, 162. 
252 Comune di Francavilla Marittima, “La Necropoli di Macchiabate,” accessed April 4, 2018, 
http://www.comune.francavillamarittima.cs.it/Home/Guidaalpaese/tabid/18917/Default.aspx?IDPagina=
7417. 
253 Markoe, Phoenician Bronze and Silver Bowls, 161-62. 
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defined by slightly curved lines, which appears identical to the pattern in the central 

medallion of Cy1.  A beaded chain borders the medallion, followed by a narrow register 

with a frieze of inward turned palmettes, each surrounded by an ellipse of punches, and 

linked in a chain.  A second beaded chain borders this register.  The third register, also 

quite narrow, is a frieze of eleven counterclockwise-facing jackrabbits in profile.  Each 

rabbit has front paws extended, head up, ears back, back feet on tiptoe with hindquarters 

elevated.   

Another beaded chain divides the third and fourth registers.  The fourth register is 

a frieze of sixteen identical, counterclockwise-facing owls in profile.  Each owl has a 

rounded head, beak indicated as an outline only, right foot forward, left foot back, tail 

continuing the curve of the back and stopping just short of the implied ground plane.  A 

fourth beaded chain separates the fourth and fifth registers.   

The fifth register is almost three times the width of the fourth.  It depicts a collection 

of humanoid figures, almost all of which can be conclusively identified as Egyptian deities, 

rulers, or priests, although the lack of detail in the line drawing creates some ambiguity.  

Beginning from top, and proceeding counterclockwise, we see an animal-headed deity, 

possibly Thoth with a bird’s head, or perhaps Set, with the head of the mythological Set 

animal, in a very short wrapped kilt, with an apparent cape hanging down behind.  The 

deity faces counterclockwise, left arm at his side, most likely holding an ankh in his left 

hand, right arm extended with elbow bent to support a tall stemmed papyrus flower, into 

which he gazes.  Facing him is a human headed figure wearing a short, wrapped kilt with 
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an apparent drape over the upper arm and the hedjat, or white crown of Egypt, associated 

with the pharaohs of Upper Egypt.254  The figure has both arms raised with elbows bent, 

and hands at eye level, palms out, in a gesture associated with prayer, praise, or 

supplication in Egyptian and Levantine art and inscriptions.255  The next figure is nearly 

identical, but faces counterclockwise. The following figure has feet facing 

counterclockwise, head turned back to the second hedjat-wearer, left arm extended with 

bent elbow, and palm forward.  The hair is pulled back from the face and gathered, 

possibly in a khat headdress or wig. The figure wears a long skirt with a high waist and 

holds what appears to be a feather with a long stem reaching to the ground in her 

extended left arm.  On the basis of the skirt and the feather, I conjecturally identify this 

figure as Ma’at, the Egyptian goddess of truth and justice, although in a canonical 

depiction Ma’at would wear the feather in her hair.  I suggest that the human figure 

making the praise gesture is a pharaoh.256  In the context of a procession of primarily 

divinities, it is logical for Pharaoh to be represented as offering praise to the gods, 

particularly since the king was the representative of the gods on earth, whose role was to 

“preserve and restore the original harmony of the universe.”257   

 
254 Goeb, “Crowns,” 323. 
255 David M. Calabro, “Gestures of Praise: Lifting and Spreading the Hands in Biblical Prayer,” in Ascending 
the Mountain of the Lord: Temple, Praise, and Worship in the Old Testament, 2013 Sperry Symposium, 
eds. Jeffrey R. Chadwick, Matthew J. Grey, and David Rolph Seely (Provo, UT: Religious Studies Center, 
Brigham Young University; Salt Lake City: Deseret Book, 2013), 105-21. 
256 During most the Third Intermediate Period, circa 1070 to 664 B. C., Lower Egypt was ruled by the 
priesthood of Amun, while the pharaohs ruling from Tanis controlled only Upper Egypt. 
257 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Kingship.” 
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The next figure is certainly the deity Anubis, with a dog or wolf head, holding a flail 

(an occasional attribute of Anubis258) over his left shoulder, and supporting another one 

of the feather staffs in his right hand.  Following Anubis is a counterclockwise-facing figure 

with a reptilian head, a human body, and curved wings behind the shoulders and back, 

wearing a below-knee-length kilt with an asymmetrical hemline.  This is most likely the 

crocodile god Sobek, frequently represented as a human figure with a crocodile head, 

who shared a temple with Horus, and became assimilated to Ra during the Middle 

Kingdom. 259   This assimilation could account for the wings, although it should be noted 

that Egyptian deities are often represented with wings. The next figure is sketchily 

reproduced in the line drawing, perhaps due to damage to the bowl’s surface, and it is 

difficult to determine the features and attributes.  It appears to be a female humanoid 

figure in a long skirt, most likely wearing a wig, with facial features not fully delineated, 

holding two dangling objects in her outstretched arms.  The object in her right hand could 

be a plant or an animal, that in the left could be an animal, manufactured object such as 

baskets or pottery, or even a harvest of fruit. The next figure is an apparent male in a 

translucent kilt, belted and with a fabric drape dangling from his left armpit.  His back is 

to the viewer, right arm down at his side, left arm bent at the elbow, left hand apparently 

supporting some type of object.  The artist of the line drawing has reproduced a crack in 

 
258 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v “Anubis.” 
259 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v “Sobek.” 
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the bowl’s surface that runs across the top of the hand, apparently rendering the object 

illegible.   

The next figure is a wolf-headed male in a wrapped kilt with curved hemline, holding 

an object which may be a long-water lily leaf.  The stem passes through his left hand to 

touch the ground, the leaf is seen between his hands and his right hand holds the tip.  This 

figure may be Wepwawet, an Egyptian deity depicted as a wolf, or man with wolf’s head.  

Following Wepwawet is a male figure in a wrapped kilt with curved edges.  His left hand 

is at his side, while his right hand holds a round object to his mouth.  I suggest that the 

position of the hand cupping the bottom of the object rather than grasping it, combined 

with the way the object is held to the lips, indicates that the object is a small bowl tilted 

up for drinking.  The next figure is a male wearing a partial kilt belted at the waist and the 

hedjat, or white crown of upper Egypt.  His lowered right hand holds a round object, which 

could be a drinking bowl seen from the top.  The left arm is held at shoulder level, elbow 

bent, and the hand angled toward the face, possibly holding an item of food, but there is 

not sufficient detail to determine.  The next figure is a female in a long skirt with a wide 

belt, feet closely spaced and arms hanging at her sides.  She has long hair or a long wig, 

but no facial features or other distinguishing attributes are visible, although the long 

narrow skirt is characteristic of Isis. 

The next figure is another female in a long dress, with long hair or wig, wings on her 

extended arms.  Winged goddesses occur in Egyptian tomb paintings, for example, the 

winged Isis in the tomb of the New Kingdom pharaoh Seti I and winged Maat in the tomb 
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of Nefertari, queen of Ramesses II, the son of Seti I.  The next image is badly damaged, 

but appears to be a female, based on its long skirt, and possibly supporting a long-

stemmed flower of some type.  The next figure, also damaged, wears a long skirt or kilt, 

appears to have a short wig or headdress, possibly a khat or a cap crown, and supports a 

long-stemmed flower.  The next figure, somewhat shorter, wears an ankle length robe or 

skirt, has a ram’s head, and supporting what appears to be a long-stemmed Maat feather.  

This is plausibly the ram-headed Egyptian deity Banebdjedet (Lower Egypt) or Khnum 

(Upper Egypt.)260  Following Khnum is a figure in a wrapped kilt with a back drape and 

wearing the hedjet crown.  The right arm is raised, bent at the elbow, and the left hangs 

down behind.  The next figure wears a skirt with an angled hemline, wearing the deshret, 

or red crown of Lower Egypt, holding a long narrow object in the left hand and an 

indecipherable object in the right.  This is most likely the goddess Neith, a sky goddess 

sometimes considered the consort of Set and mother of Sobek, often depicted with the 

Red Crown. 261   The next figure, in a long robe, with a bird’s head, and holding what 

appears to be a scroll, is a depiction of Thoth, the god of writing and knowledge.  Thoth, 

most often depicted with the head of an ibis, is credited with the invention of hieroglyphs, 

science, magic, religion, and philosophy.262 The next figure is the lion goddess Sekhmet, 

the “fire breathing Eye of Ra,” identifiable by the lion head, cobra crown, and papyrus 

 
260 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Khnum.” 
261 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Neith.”  
262 Shaw and Nicholson, eds., Dictionary of Ancient Egypt, s.v. “Thoth,”  



 817 

staff. 263   She wears a long skirt. The next figure wears a draped mantle and has a shaved 

head or wears a cap.  He holds a was-staff, a long staff with a stylized animal head and 

usually a forked foot, with both hands.  Egyptian artists depicted gods, pharaohs, and 

priests with the was-staff.264  In the absence of any other distinguishing attributes, I 

suggest that this is a priest, who would fit in well with the procession of deities and 

pharaohs.  The final figure is Anubis, a god of the dead who was associated with 

mummification, supporting a was-staff with his right hand, left hand, which may have 

held an ankh, at his side.   

Another beaded chain separates the fourth and fifth registers.  The fifth register is 

a file of eighteen seemingly identical deer (or similar herbivores) facing counter-

clockwise.  All have long ears, heads lowered as if grazing, and appear to pace slowly 

counterclockwise.  The deer have no relationship to any ground plane, but rather float 

above the beaded chain.  A sixth beaded chain separates the fifth and sixth registers.  The 

sixth register is a file of eighteen nearly identical bulls.  The bulls pace counterclockwise, 

heads down and turned away from the viewer, tails hanging down.  As with the other 

animal files on this bowl, they are not connected to one another or to the ground plane.  

A band of punches surrounded by dotted circles separates the sixth register from the 

seventh.  The seventh register is a frieze of linked lotus flowers alternating with lotus 

 
263 For lion head and uraeus, role as Eye of Ra, see Shaw and Nicholson, eds., Dictionary of Ancient Egypt, 
s.v. “Sekhmet.”  For papyrus staff, Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias.”  
Only goddesses who symbolized the eye of the sun carried a was- or papyrus staff. 
264 Redford, ed., Oxford Encyclopedia of Ancient Egypt, s.v. “Insignias.” 
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buds, joined by curved stems forming regular arcs.  The frieze resembles the outer frieze 

on Cr4, except that the Cr4 frieze has the flowers turned inward, and consists of partially 

open flowers instead of alternating flowers and buds.  A final beaded chain set slightly in 

from the edge borders the bowl. 

 
Illustration A.186:  Ca1, Macchiabate Necropolis  
http://www.comune.francavillamarittima.cs.it/nav.php?id=2#La necropoli di 
Macchiabate 
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Si1 

Illustration A.187:   Si1, photo, top 
British Museum 1772.304.70 
Courtesy of the British Museum 
 

Si1 (British Museum 1772.304.70) is gold, approximately 14.6 cm in diameter by 2 

cm deep (5.8 inches by 1.2 inches), and in very good condition.  The format is an inlaid 
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central medallion, with the inlay now missing, and two registers.  The technique is deep 

repoussé, along with granulation.  

Context 

Si1 is said to have come from an ancient tomb in Sant’ Angelo Muxaro, near Girgenti, 

in Sicily.  The Episcopal Library in Girgenti possessed four bowls in 1769, two with bull 

decorations, and two plain.  A canon at the library sold two of the bowls to an Englishman, 

probably Sir William Hamilton, who sold Si1 to the British Museum in 1772.265 

Images / Content and Style 

Si1 is unusual among surviving bowls in being of solid gold, however, its likely tomb 

provenance probably did much to ensure its survival.  The British Museum dates it to 

about 600 B. C., and suggests local workmanship under foreign influence.   It is unusual in 

having been designed to accommodate an inlaid medallion.  Eg6 (bowl of Wen-djebau-

en-ded) is the only other example of which I am aware, and it came from a royal 

workshop.  The bowl is very shallow and flat for most of its diameter (Illustration A.188), 

with a slight curve up into sides that slope at about 15 degrees from the vertical.  A 

recessed flat base with straight sides fills about one-half the diameter.  In the center of 

base, a straight sided bezel about one-seventh the total diameter of the bowl would have 

originally held the inlay, presumably a gemstone of some type.  The top rim of the bezel 

 
265The British Museum, “Phiale,” accessed April 4, 2018, 
http://www.britishmuseum.org/research/collection_online/collection_object_details.aspx?objectId=4633
25&partId=1&searchText=gold+bowl+sicily&page=1. 
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was originally granulated, with about one tenth of the granulation remaining.  A second 

circle of granulation, or possibly finely executed, even punches encircles the bezel at its 

base.  The remainder of the base (the first register) is undecorated except for a crescent, 

approximately the same diameter as the bezel, outlined in shallow, even punches with its 

points touching the edge of the base and its curve projecting toward the center.  

The second, outer register is the body of the bowl itself.  The decoration consists of 

five identical, evenly spaced, horned bovines in profile, facing counterclockwise, executed 

in deep repoussé with no engraved detail.  The bovines are identical.  Their feet resemble 

camels rather than cattle, with two long toes extending forward from the ankle.  They 

have lowered heads with long horns, open mouths and large eyes with a perfectly round 

pupils set in an elongated socket.  Their torsos are quite gaunt, with prominent ribs.  There 

may be a hint of male genitalia showing between the back legs.  The tails are thick, with 

no tufts at the ends.  Although the bovines are evenly offset from the ground plane 

created by the edge of the base they do not relate to it in any way, as each bovine is 

composed as if all four feet were aligned on a non-existent straight ground plane.  This, 

combined with the identical execution of each animal, suggests that they were created 

with some type of template, perhaps a stamp of some kind over which the bowl body was 

overlaid and hammered. 

The rim of the bowl has a very finely executed rope detail of alternating thick and 

thin strands.  From the top it appears to be a separate piece, but from the side it appears 

integral with the body of the bowl. 
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Illustration A.188:   Si1, photo, side view 
British Museum 1772.304.70 
Courtesy of the British Museum 
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