
	  
	  

Deity Figure (Zemí) 
Date: 13th–15th century 
Geography: Dominican 
Republic, Caribbean 
Culture: Taino 
Medium: Sandstone 
Dimensions: H. 27 x W. 6 
7/8 x D. 7 3/8 in. (68.6 x 
17.5 x 18.8 cm) 
Classification: Stone-
Sculpture 
 
Zemís, religious sculptures 
made of many materials 
including wood, stone, 
ceramic, bone, and shell, 
and in many forms from 
small to large, as here, 
were the most important 
objects produced by Taino 
society. The zemí is 
understood to be an object 
of concentrated power 
able to affect its owner 
both positively and 
negatively with regard to 
productivity and fertility 
as well as in political and 
social realms. Depictions 
of an ancestor or deity, 
zemís were kept in sacred 
areas set apart from the 
houses of their owners. The zemí in the shape of a crouched, emaciated human figure with a 
platelike surface on the top of the head is thought to have been used in ceremonies that included 
the taking of hallucinogenic snuff, or cohoba. The snuff was placed on top of the zemí and 
inhaled into the nostrils through small tubes. The altered states of consciousness induced by the 
snuff were important to divination and curing rituals, among others. 
 
#1. What was this Zemí figure used for in Taino society? 
 



	  
	  

Human-headed winged bull and 
winged lion (lamassu) 
Period: Neo-Assyrian 
Date: ca. 883–859 B.C. 
Geography: Mesopotamia, Nimrud (ancient 
Kalhu) 
Culture: Assyrian 
Medium: Gypsum alabaster 
Dimensions: H. 10 ft. 3 1/2 in. (313.7 cm) 
Classification: Stone-Reliefs-Inscribed 
 
From the ninth to the seventh century B.C., the 
kings of Assyria ruled over a vast empire 
centered in northern Iraq. The great Assyrian 
king Ashurnasirpal II (r. 883–859 B.C.) 
undertook a vast building program at Nimrud, 
ancient Kalhu. Until it became the capital city 
under Ashurnasirpal, Nimrud had been no 
more than a provincial town. The new capital 
occupied an area of about nine hundred acres, 
around which Ashurnasirpal constructed a 
mudbrick wall that was 120 feet thick, 42 feet 
high, and five miles long. In the southwest 
corner of this enclosure was the acropolis, 
where the temples, palaces, and administrative 
offices of the empire were located. In 879 B.C. 
Ashurnasirpal held a festival for 69,574 people 
to celebrate the construction of the new 
capital, and the event was documented by an 
inscription that read: "...the happy people of all 
the lands together with the people of Kalhu—
for ten days I feasted, wined, bathed, and 
honored them and sent them back to their 
home in peace and joy.” The so-called 
Standard Inscription that ran across the surface 
of most of the reliefs described Ashurnasirpal's 
palace: "I built thereon [a palace with] halls of 

cedar, cypress, juniper, boxwood, teak, terebinth, and tamarisk [?] as my royal dwelling and for the enduring 
leisure life of my lordship." The inscription continues: "Beasts of the mountains and the seas, which I had 
fashioned out of white limestone and alabaster, I had set up in its gates. I made it [the palace] fittingly 
imposing." Such limestone beasts are the human-headed, winged bull and lion pictured here. The horned cap 
attests to their divinity, and the belt signifies their power. The sculptor gave these guardian figures five legs so 
that they appear to be standing firmly when viewed from the front but striding forward when seen from the side. 
These lamassu protected and supported important doorways in Assyrian palaces. 
 
#2. What was the purpose of a lamassu such as this one? 



	  
	  

Terracotta 
Panathenaic prize 
amphora (jar) 
Signed by Nikias as 
potter 
Attributed to Sikelos as 
painter 
Period: Archaic 
Date: ca. 560–550 B.C. 
Culture: Greek, Attic 
Medium: Terracotta; 
black-figure 
Dimensions: H. 24 5/16 
in. (61.8 cm) diameter 2 
9/16 in. (6.5 cm) 
Classification: Vases 
 
Obverse, Athena, with 
this inscription: one of 
the prizes from Athens. 
Nikias made me 
Reverse, footrace, with 
this inscription: stadion 
race of men 
 
From the second quarter 
of the sixth century B.C. 
on, victors in the contests 
of the Panathenaic 
festival in Athens were 
awarded a standardized 
amphora containing one 
metretes (about forty-two 
quarts) of olive oil from 
sacred groves in Attica. 
The official decoration on 

the front was a picture of a statue of Athena, fully armed. The scene on the back showed the event for which the 
prize was awarded.  
This is the earliest Panathenaic amphora in the collection of The Metropolitan Museum of Art. It is also one of 
the earliest of those dated between 566 and 550 B.C., a period of some experimentation. The canonic ornaments 
for the neck and shoulder and even the placement of the official prize inscription did not become established 
until the last quarter of the sixth century; in the early group, no two amphorae are alike in these details. The 
stadion, identified here as the competition for which the prize was won, was a race of nearly two hundred yards. 
 
#3. For whom was this amphora originally created? How is that reflected in the painting on its side? 
 



	  
	  

Field Armor of King Henry 
VIII of England (reigned 1509–
47) 
Date: ca. 1544 
Geography: Milan or Brescia 
Culture: Italian, Milan or Brescia 
Medium: Steel, blackened, etched, and gilt; 
textile; leather 
Dimensions: Wt., 50 lb. 8 oz. (22.91 kg); H., 
72 1/2 in. (184.2 cm) 
Classification: Armor for Man 
 
This impressive armor was made for Henry 
VIII (reigned 1509–47) toward the end of his 
life, when he was overweight and crippled 
with gout. Constructed for use both on horse 
and on foot, it was probably worn by the king 
during his last military campaign, the siege of 
Boulogne in 1544, which he commanded 
personally in spite of his infirmities. 
Originally, the harness was fitted with a 
detachable reinforcing breastplate, to which a 
lance-rest was attached, and a reinforce for 
the left pauldron (shoulder defense). A pair of 
exchange vambraces (arm defenses) remains 
in the Royal Collection at Windsor Castle. 
The armor is described in the postmortem 
inventory of the king’s possessions, drawn up 
in 1547, as “of italion makinge.” Possibly, it 
was supplied by a Milanese merchant known 
in England as Francis Albert, who was 
licensed by Henry to import luxury goods, 
including armor, into England for sale. 
Subsequently, the armor was given to 
William Herbert (ca. 1507–1570), first earl of 
Pembroke, Henry’s esquire and an executor 
of his will. It is recorded at Wilton House, seat of the Pembroke family, from 1558 until it was sold in the 
1920s. By the end of the eighteenth century, and until very recently, the armor was erroneously identified as 
having belonged to Anne de Montmorency (1493–1567), Constable of France, its royal English ownership 
having been forgotten. 
The armor is an early example of the “anime” type, in which the breastplate and backplate are constructed of 
horizontal overlapping plates connected and made flexible by rivets and internal leather straps. The decoration, 
consisting of foliage, putti, running dogs, and Renaissance candelabra and grotesque ornament, is typically 
Italian. 
 
#4. Just looking at it, how can you tell that this was worn by Henry VIII? Remember what he looks like! 



	  
	  

Folio from a Qur'an Manuscript 
Object Name: Folio from a non-illustrated manuscript 
Date: probably 9th century 
Geography: Central Islamic Lands 
Culture: Islamic 
Medium: Ink on parchment 
Dimensions: H. 6 1/2 in. (16.5 cm) W. 8 3/4 in. (22.2 cm) 
Classification: Codices 

 
The tradition of dyed manuscripts developed in Byzantium for making valuable books, such as the Gospels. The 
technique continued into the early Islamic period, with the Blue Qur’an as its most spectacular manifestation. 
Tinted pages were used only in the most luxurious manuscripts, for they required extra work in preparing the 
already expensive parchment with precious pigments. Here, pages dyed red support a dense, regular script 
completed in a plain ink. This folio can be dated to the early Islamic period thanks to its simple kufic 
calligraphy. This script lacks the vowels or diacritical marks typical of the later, more developed written form of 
Arabic. 
 
#5. What is special about the style of the Quran manuscript from which this page was taken? 



	  
	  

Mihrab (Prayer Niche) 
Object Name: Mihrab 
Date: A.H. 755/A.D. 1354–55 
Geography: Iran, Isfahan 
Culture: Islamic 
Medium: Mosaic of polychrome-glazed cut 
tiles on stonepaste body; set into mortar 
Dimensions: 135 1/16 x 113 11/16in. (343.1 x 
288.7cm) Storage box: 99 x 41 1/2 in. (251.5 
x 105.4 cm) Wt. 4,500 lbs. (2041.2 kg)  
Classification: Ceramics 
 
This prayer niche, or mihrab, was originally 
set into the qibla wall of a theological school 
in Isfahan, now known as the Madrasa 
Imami, built just after the collapse of the 
Ilkhanid dynasty. The mihrab served to 
indicate the qibla, or direction of Mecca, 
toward which worshippers would face during 
prayer. The mihrab was created by joining a 
myriad of cut glazed tiles to produce its 
intricate arabesque and calligraphic designs. 
The result is one of the earliest and finest 
examples of mosaic tilework. A splendid 
work of religious architectural decoration, 
this mihrab is one of the most significant 
works in the Museum’s collection. 
 
Inscription: Large inscription in Arabic in 
muhaqqaq script on outer border: 
(Qur’an.9:18–22 ) 
 
Inscription in Arabic in kufic script framing 
the niche:  
He [the Prophet], blessings and peace be upon him, said: “Islam is built on five attestations: there is no god but 
God and Muhammad is the Messenger of God, he established prayer and the giving of alms and the pilgrimage 
and fasting of [the month of] Ramadan.” And he [the Prophet], blessings and peace be upon him, said: 
“Whoever builds a mosque for God, even the size of a sand-grouse nest, based on piety, [God will build for him 
a palace in Paradise].” 
 
Inscription in Arabic in kufic and thuluth scripts at center of niche:  
The Prophet, blessings and peace be upon him, said: “The mosque is the abode of the pious.” 
 
#6. Why are there no images in the artwork of the mihrab? 
 
 



	  
	  

Catapult Projectile from Montfort (Starkenberg) Castle 
Date: ca. 1250 
Geography: near ʻAkko 
Culture: Kingdom of Jerusalem (near modern day ʻAkko, Israel) 
Medium: Limestone 
Dimensions: Wt. approximately 146 lb. (66 kg) 
Classification: Miscellaneous 

 
The area of Montfort, in upper 
Galilee near Acre, Israel, was 
occupied by French Crusaders in 
the eleventh century. In the early 
thirteenth century, it was 
acquired by the Teutonic 
Knights, a German crusading 
order, who strengthened the 
fortifications and renamed it 
Starkenberg. Mamluk forces 
took the castle by siege in 1271, 
leaving it in ruins. In 1925, Arms 
and Armor Department founding 
curator Bashford Dean had high 
hopes that an excavation of the 
undisturbed site might unearth 
examples of arms and armor 
from the crusading era. Field 
work, organized by Dean and 
privately funded, was carried out 
in 1926. Relatively few martial 
(war-related) artifacts were 
found, but the site did yield 
important architectural elements, 
pottery, glassware, and many 
other items from the daily life of 
the castle’s former occupants. 

Among the military finds were several stone projectiles, including this example, which may 
have been hurled from a catapult into the castle by its besiegers in 1271. 
 
#7. Based on the description, was this projectile used by the Crusaders or against the Crusaders? 
 
 



	  
	  

Armor (Yoroi) 
Date: early 14th century 
Culture: Japanese 
Medium: Iron, lacquer, 
leather, silk, gilt copper 
Dimensions: H. 37 1/2 
in. (95.3 cm); W. 22 in. 
(55.9 cm); Wt. 25 lb. 15 
oz. (11.77 kg) 
Classification: Armor 
for Man 
 
This is a rare example 
of a medieval yoroi. 
The yoroi is 
characterized by a 
cuirass that wraps 
around the body and is 
closed by a separate 
panel (waidate) on the 
right side and by a deep 
four-sided skirt. In use 
from around the tenth to 
the fourteenth century, 
yoroi were generally 
worn by warriors on 
horseback. 
 
Originally, this armor 
was laced in white silk 
and had diagonal bands 
of multicolored lacings 
at the edges of the skirt 
and the sode (shoulder 
guards, missing here). 
The colored lacings 
symbolized the 
rainbow, which 
represented both good fortune and fleeting beauty. The breastplate is covered with stenciled leather bearing the 
image of the powerful Buddhist deity Fudō Myō-ō, whose fierce mien and attributes of calmness and inner 
strength were highly prized by the samurai. 
 
Traditionally, it is believed that this yoroi was donated to the Shinomura Hachimangū , a shrine near Kyoto, by 
Ashikaga Takauji (1305–1358), founder of the Ashikaga shogunate. 
 
#8. How does this example of Samurai armor show evidence of earlier cultural diffusion from China? 



	  
	  

Tabernacle or Folding Shrine 
Date: 14th century 
Culture: French 
Medium: Ivory with metal mounts 
Dimensions: Overall: 9 9/16 x 8 1/2 x 1 3/4 in. (24.3 x 21.6 x 4.4 cm) 
Classification: Ivories 

 
The 13th and 14th 
centuries saw an 
increased demand for 
small, portable 
devotional shrines or 
tabernacles made of 
ivory or metal. The 
courtly, elegant, yet 
tender Virgin 
standing in the center 
of this shrine is 
typical of the refined 
Gothic style of the 
early 14th century. 
The wings are carved 
in a rougher style. On 
the left are the 
Annunciation to 
Mary, the Visitation 
of Mary with 
Elizabeth, and the 
Three Magi. On the 
right are the Nativity 
and the Presentation 
in the Temple. 

 
#9. Consider the material from which this was made. Where do you think the raw material originated? 
 
 
 
 
 



	  
	  

The Temple of Dendur 
Period: Roman Period 
Reign: reign of Augustus Caesar 
Date: completed by 10 B.C. 
Geography: From Egypt, Nubia, Dendur, West bank of the Nile River, 50 miles South of Aswan 
Medium: Aeolian sandstone 
Dimensions: L. from gate to rear of temple 24 m 60 cm (82 ft.) 

 
Egyptian temples were not simply houses for a cult image but also represented, in their design and decoration, a 
variety of religious and mythological concepts. One important symbolic aspect was based on the understanding 
of the temple as an image of the natural world as the Egyptians knew it. Lining the temple base are carvings of 
papyrus and lotus plants that seem to grow from water, symbolized by figures of the Nile god Hapy. The two 
columns on the porch rise toward the sky like tall bundles of papyrus stalks with lotus blossoms bound with 
them. Above the gate and temple entrance are images of the sun disk flanked by the outspread wings of Horus, 
the sky god. The sky is also represented by the vultures, wings outspread, that appear on the ceiling of the 



entrance porch. 
 
On the outer walls between earth and sky are carved scenes of the king making offerings to deities who hold 
scepters and the ankh, the symbol of life. The figures are carved in sunk relief. In the brilliant Egyptian sunlight, 
shadows cast along the figures' edges would have emphasized their outlines. Isis, Osiris, their son Horus, and 
the other deities are identified by their crowns and the inscriptions beside their figures. These scenes are 
repeated in two horizontal registers. The king is identified by his regalia and by his names, which appear close 
to his head in elongated oval shapes called cartouches; many of the cartouches simply read "pharaoh." This king 
was actually Caesar Augustus of Rome, who, as ruler of Egypt, had himself depicted in the traditional regalia of 
the pharaoh. Augustus had many temples erected in Egyptian style, honoring Egyptian deities. This small 
temple, built about 15 B.C., honored the goddess Isis and, beside her, Pedesi and Pihor, deified sons of a local 
Nubian chieftain. 
 
In the first room of the temple, reliefs again show the "pharaoh" praying and offering to the gods, but the relief 
here is raised from the background so that the figures can be seen easily in the more indirect light. From this 
room one can look into the temple past the middle room used for offering ceremonies and into the sanctuary of 
the goddess Isis. The only carvings in these two rooms are around the door frame leading into the sanctuary and 
on the back wall of the sanctuary, where a relief depicts Pihor worshiping Isis, and below – partly destroyed – 
Pedesi worshiping Osiris. 
 
#10. What two features of this temple do you find most interesting or surprising? 
 


