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Abstract :

This paper deals with the study of a double statue of burnt clay
(Terracotta), currently preserved in the museum store in Kom Aushim
under the number 114. The statue represents two persons: the first is
a lady sitting on a sofa while the other is standing next to her. This
study derives its importance in documenting and publishing this statue
before its features are eroded due to the state of the statue, where some
parts of it were decomposed and some of its features disappeared.
Perhaps the small size of the statue and its material gives importance to
the statue, because it is unique in its formulation and the whole topic.
This study discusses the statue in terms of its subject matter and its
artistic components with all the elements portrayed in it, as well as the
artistic formulation of clothes, hairstyle, decorations, the clay of which
the statue is made, its current state, and the technique of its
manufacture. This paper aims to determine the identity of the statue :
what it is, its significance, and the extent of its prevalence in the burnt
clay statues in Fayoum region, and, finally, to establish a specific date
for it in the light of a comparative analytical study. Although this statue
is attributed to the group of double statues made of burnt clay, the
statue portrays a harpist sitting on a sofa and next to her is a statue of
the idol Harpocrat Agathodaemon, which is likely to be a votive statue
dedicated to the idol Harpocrat Agathodaemon, the only case
portraying a female musician in the presence of the idol until now.
Perhaps the Portrayal of Harpocrates in the form of Agathodaemon
and not in the image of the full child indicates the symbolism of the
image and the failure of the artist to portray a human element
accompanied by an idol in its human form.
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Introduction:

This paper deals with the study of a double statue of burnt clay

(Terracotta) currently preserved in the museum store of Kom Aushim
under the number 114, *
The statue represents two persons: the first is a lady sitting on a sofa,
while the other is standing next to her. This study derives its
importance in documenting and publishing this statue before its
features are eroded due to the state of the statue, where its parts were
decomposed and some of its features disappeared. Perhaps the small
size of the statue and its material gives importance to the statue because
it is unique in its formulation and the whole topic. This study discusses
the statue in terms of its subject matter and its artistic components with
all the elements portrayed in it, as well as the artistic formulation of
clothes, hairstyle, decorations, the clay of which the statue is made, the
current state of it, and the technique of its manufacture. This paper
aims to determine the identity of the statue, what it is and its
significance, and the extent of its prevalence in the burnt clay statues in
Fayoum region [ map 1].

The paper adopts a comparative analytical descriptive study of the
statue, and each element separately in the light of artistic data to reach
what this statue is and the significance of its manufacture.

! This statue is among Naguib Farag’s collection, which consistes of 23 boxes of antiquites
preservation boxes, which were kept in a store room in the area of the pyramides’ antiquites
and then transferred to the museum store room in the pyramid and based on a report of a
committee formed by the Ministry of Tourism and Antiquites from the Fayoum antiquites
inspectors, it was transferred with the group to the museum store Kom Aushim.
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Descriptive Study of the Statue: [figure 1]

- Statue Type: double statue.
-Material: burnt clay.
- metrics: 12 cm high, 8 cm wide.

- save location: the museum store in Kom Aushim in Fayoum under the
number 114.

A double statue representing a lady sitting on a sofa and a short man
standing next to her. The lady is portrayed - right of the viewer - sitting
on a sofa in a forward position with her head pointing to her right,
slightly protruding the right leg forward and not showing the details of
the left foot that disappears under the robe. There's a string

instrumentz, a harp "Kithara Kiﬂdpa"3 next to her left forearm.

2Musical instruments varied and differed according to how the sound was
extracted from them, in addition to the development of human knowledge
and use of them. Musical instruments were used either in everyday life
situations (agriculture - herding - hunting) and celebrations;

Athenaeus, Deipnosophists, or Banquet of the Learned, translated by C. D.
Yonge, 3vols, London, Book IV and XIV; HPOATOY,
AAIKAPNHXXHOX IZTOPIQN AOI'OI ©, The History of
Herodotrnadotte Perrin, Herodotus in Greek from The Text of Immanuel
Bekker, London, 1954; Plutarch, Plutarch's Lives, Book IX, Demetrius and
Anthony Pyrrhus and Caius Marius, translated by Bernadotte Perrin,
London, 1920; Anderson, R. D., Catalogue of Egypt an quites in the British
Museum, vol.3, Musical Instruments, 1976; Adolf Erman, Life in Ancient
Egypt, Macmillan, London, 1984; Manniche,L., Music and Musicians in
Ancient Egypt, 1991;Vendries,C., Greek and Roman Musical Studies, 2013;
WILLIAM, A. JOHNSON, New Instrumental Music from Graeco-Roman
Egypt, The Bulletin of the American Society of Papyrologists, Vol. 37, No.
1/4, 2000, pp.17-36; William, The History of Music, Art and Science from
the Earliest Records to the fall the Roman Empire, 2009;
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While there is an amphora (Apgopevg) next to her left leg resting on 4

the couch, the hairstyle, which is still visible, are tufts that go backward
and hang over the shoulder and the remains of a plant wreath are still
visible above the head.

The face is round and plump, the eyes are narrow and the eyelids are
full, the lips are small and chunky, the nose is medium in size, and the
neck is short and plump. The lady wears a cloak that wraps around the
body with thick folds. It is likely made of thick fabric. Loincloth
appears around the waist wide and thick, its end hangs between the
knees and ends with thick five-pointed fringes. It is noted that her right
forearm is naked and stretched loose on her right leg, which confirms

e 1AV iy Calbill dalal) L peaal) Ligl ¢ Liduasgall YV ale ¢ Siinl) senl 3gans
de dane Al ¢V 001 Bl sk lelsal tdpanl dusgel Al (Jlall s
Al ¢ log lly albadl (ppeanl) DI puco 6 dfscsgal] SYYy Gpbicasal] sl ¢ il
ot rasall paa adla Bl Y0 (sl dasla (V) A SBsdie et il
Ay djliang L)l dulp cdbosl) sl Llgi g dendl) sl io dendl saa
Ol e deal Gla YOIV ued e s calid) BIS Cfyadie e piwels
Db Al ¢ (Dlie D duahs) Liwidlel) Allaclly s A Ldsssall YVl Gussall
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3 West, M. L., Ancient Greek Music, Oxford, 1992; Psaroudakes, S., The
Arm — Crossbar Junction of the Classical Hellenic Kithara; Michael, L.,
Composer for Lyre, Ancient Music Brought to Life, 2011; Paraskevi,
Musical scenes of Roman daily life: from the Etruscans to the end of late
Antiquity; Grimal, The Dictionary of Classical Mythology, London, 1986,
pp.209-210; Spencer, A. Klavan, Music in Ancient Greece Melody, Rhythm
and Life, 1988, p.6;

Cond panll A Gpadl dic)dl jge die L4400 dusgal ¥ s el ae ulae

(0 Bysediall Lgilaansiy Lgilialy Lesy
4 Pena, J. T., Roman Pottery in the Archaeological Record, Cambridge,
2007, p.20, FIG.2.2.
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that the lady portrayed is not in a state of playing the harp. A man of
short stature - left of the viewer — is standing next to the lady and the
remains of a plant wreath are still visible on his head. The formulation
of his hair is short and thick tufts undefined details. The face is round
and its features have disappeared due to the decomposition of the outer
layer that embodied the facial features and which was affected by
erosion factors. He wears a short tunic that does not appear from under
the heavy cloak that turned around the whole body, and the end of the
cloak gathers on his left forearm and hangs between him and the lady.
His right forearm is raised, there is a thick floral wreath below the neck
and upper chest.

There is a small vase next to the man whose features have disappeared
due to the decomposition of the outer layer. There is a cylindrical body
that hangs from the man's body and extends on the pedestal and its end
disappears behind the lady's robe, which raises debate about who this
man is and the interpretation of the general significance of the statue.
The backside of the statue is semi-cylindrical with a round opening
centered to make sure that the statue is hollow. (figure 2)

The clay from which the statue is made and the technique of its
manufacture:
The statue is made of mixed clay from Nile silt and limestone clay found

naturally in Fayoums. It was made by the two-stage molding method

where the front half was made on a mold and the back half on another
mold and left to dry a little and then the two halves were joined
together before burning and left a round hole in the back half to
vacuum the air during the burning process so that the statue does not

® Hayes, J. w., Hand Book of Mediterranean Roman Pottery, London, 1997,
p.83; Prinz, H., Funde aus Naukratis, Beitrage zur Archaologie und
Wirtschajtsgeschichte des VII. und V1. chr, Leigzig, pp. 84-86.
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crack®. Traces of white Jerry appear on the outside of the statue, which

is the familiar technique of painting burnt clay statues. The harp,
amphora, and vase were made separately and then added to the statue
before the burning process. The statue is made of local clay, which is
characterized by a reddish-brown color mixed with some impurities, as
the Fayoum region was witnessing floods carrying a high percentage of
iron; therefore it gained clay after manufacturing and burning a brown

color’.

This statue is part of the hollow molded statues and it seems that the
front part was cast separately on a mold that was reused more than
once because the general features of the statue are not clear precisely,
which was heavily influenced by the features of the head in general of
the two characters. The back half of the back is smooth, silhouetted,

consistent with the characteristics of the clay industry in Fayoum.8

6 Seif EI-Din, M., The Gayer — Anederson Collection of Plaster Moulds in
The Greco — Roman Museum of Alexandria, BCH, Suppl.33, 1998, p.16.

7 Dixneuf, D., Les ampores egyptennes du Sinai a' la moyenne Egypt,
The'se de doctorate, Poitiers universite', 2007, p. 47; Marchand, S., La
Ce'ramique du IV av.JC., decouverte a' Tebtynis, CCE' 4, IFAO, 1996,
p.186;

Al il paed) DS pme S R delia gy oGl Bran egh el
Y — 1Y (Yo (laih daals — QoY) IS Cygdia e ofygi€o Al ¢ Laj by
8Fayoum presents terracotta figurines that were made in artistic workshops

parallel to those of Alexandria, but they differed from the Alexandrian
workshops, which were purely Greek in blending Greek and local styles,
whether in decoration or design. Fayoum production of terracotta reached its
peak in the second half of the second century and the first half of the third
century Gregorian;

Fjeldhagen, M. E., Catalogue Graeco — Roman Terracottas from Egypt, Ny
Carlsberg Glyptotek,1995, p.10.
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A Comparative Analytical Study and Discussion of the Statue:

The art of forming burnt clay is one of the richest most diverse and
most common art. It was a popular art because of its cheap price and
ease of formation. This was a reason for the artist to create and
innovate to meet the religious and social needs of the public. The statue
under study is the best example of this trend in art, especially in
Fayoum region where the statue was found.

The statue belongs to the double statues type made of burnt clay, most
of which came from Fayoum and Alexandria. As a double statue it can
be said that it is a product of Fayoum workshops and is consistent with
the statues of the Roman era in Egypt, which confirms the type of local
clay from which the statue is made. Several double statues made of
burnt clay have been found, for example:

A double statue portraying a man and a lady, currently preserved in
the Ardbersson Museum — Amsterdam - under the number APM

07306, 15 cm high9. The man and lady are portrayed sitting on a large

rectangular pedestal, the lady is portrayed to the right of the viewer-
holding with her left hand the harp and playing its strings with her
right hand, wearing a long tunic, the face is round and her features are
thin and small. A dwarvish man is portrayed to the left of the viewer-
wearing a long robe up to the feet, both hands holding a flute and
blowing into it with his mouth. The man's face is round and the cheeks
are swollen, his facial features are almost childish and it belongs to the
first and second centuries AD (figure 3). There is another example of a
double statue portraying a man and a lady, currently preserved in the

Museum of Arts and crafts Hamburg under the number 1989.482.1°

? MY 2 VT ) aaall ¢ il de dea Bl
10 Ewigleben, C., & Von Grumbkow, J., Gotter, Graber und Grotesken,
Hamburg, no 30, 1991, p.53.
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The statue portrays a man and a lady, each wearing a cloak with
prominent thick folds: the lady's cloak covered the whole body and half
of her right forearm, the folds intersect above the chest in the form of a
letter V. The man's cloak covers the body, although its folds are
relatively denser than the lady’s cloak, but similar in general.

The features of the lady's face are thin and express femininity. The
head is tilted slightly to her right, crowned by a wreath made of
perennial flowering green plants, which is a symbol of eternity
commonly used among men and women.

Musicians, singers, and participants in the festivities often wore floral
garlands, sometimes one festoon or two festoons, a double diadem from
a braid of festoon may be huge lvy-shaped leaves. The musicians
sometimes wore a floral wreath of one festoon, mediated by a bud of
lotus flower buds that was associated with the child God Harpokrates

("dyaﬂoﬁaipmv")“, and sometimes the musicians wore a laurel wreath

that was characteristic of (Apollo Amériwv), (Dionysos Awévneog), and
Bacchus. Next to the lady's left shoulder is a harp that appears to rest
on her left shoulder and the sofa. The Harp was often portrayed next to
the player’s left shoulder or holding it with his left forearm and playing
it with his right palm. The forms of the harp in general varied
according to the mold in which it was made: there is a harp in the form

11 For more on Harpocrates. See;

Daremberg, C, C., & Saglio, E., Dictionaire des antiquites Grecques et

Romains, Tome IlIl, Paris, 1900, p.12; Hamond, N.G.L, The Oxford

Classical Dictionary, Oxford, 1973, p. 415; Chistophe, V., Ques ons

d'iconograple musicale, 2013, p. 204.
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of a letter V, its side frames are decorated with broad stripes while
there is another shape in the form of a letter U with wide strings.

The harp portrayed in the statue in question follows the first form and
is very similar to the type commonly used in Greece and portrayed in
Greek art and played by the followers of Apollo. It differs from the
simple forms of harp that spread in Roman Egypt since the first
century AD. There is next to the left leg of the lady an amphora
characterized by its large capacity and a long neck and two long
handles connecting the top of the neck and the top of the shoulder of the
amphora with a pear-shaped body that ends with a pointed base. It was
used to preserve wines. Amphora pots are considered one of the most
important allocations that are portrayed with the players of ladies and

men. It began to appear in the Ptolemaic period12 and continued to

appear in Roman statues, for example a statue of a female player
portraying an amphora next to her - the right of the viewer - dating

from the second century AD" (figure 4).

12 For example: a figurine of a female player made of burnt clay, found in
Egypt, currently preserved in the National Museum of Archeology,
Hungary, Tire next to it is the amphora bowl - right of the viewer - its date
ranges to the second and first centuries BC;

N oA Bypea cduiaagall Yy sl caal olis
13 The statue is made of dark brown clay. It was found in Fayoum and it is
currently preserved in the Egyptian Museum in Cairo under No. 42025;

' ilog lly gl (ppemnll IS oo 5 (5515) G pmall Gball (Jiilad ) 2uusl Al
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AY Bygen ¢£Ndagl AVYA=VYA (Yoo (il
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Several statues of female musicians were found next to the amphora
vase in Fayoum14. It was portrayed next to the male musicians, for
example a statue of a female musician portrayed next to the amphora,
left of the viewer , dating from the second century A.D. 15 (figure 5),
and several statues of male musicians were found next to the amphora

vase.16

For example: a statue of a female musician, currently preserved in the
Romer Pelizius Museum, Hildesheim under No. 0738, dating from the end
of the first century and the beginning of the second century AD;

AR @lt\s‘\‘\ c((: Y~\°) cdmz\zuj
Another statue currently preserved in the Egyptian Museum in Cairo, under
No. 57499, dates back to the second century AD;

€07 Zsli TV e(a ¥+ 10) cdane Ayl
There is another statue of a female musician currently preserved in the

Egyptian Museum in Cairo under the number 57500, and it dates back to the
end of the second century AD;

AL 83 &V Z\Ajj AYY-IYY ‘@L,.J\ CA)AS\ ay Adla

5The statue is made of burnt clay, currently preserved in the Egyptian
Museum in Cairo under No. 32823;

AA W ¢4 2\;‘55 (VYo cé.\u\ CA)A\ JJay ddla
6 For example: a figurine of a player made of burnt clay, currently
preserved in the Museum of Art History - Brussels under No. 3921, dating
from the second century AD;
Keizersaan, N., Exposition Tongres, 1999, 315 n 257;
Another figurine of a burnt terracotta player, now preserved in the Old
Musée Guémi in Paris, dates from the Roman era;
Dunand, F., Catalogue des Terres cuites Gre'co — Romaines d'Egypte, Paris,
1990, no.541,
There is another figurine of a player made of burnt clay, which is now
preserved in the Berlin Museum;
Perdrizet, P., Les Terrescuites Grecques d'Egypt, Paris, 1921, no.325, pl.
LXXVIII.
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The statue was heavily affected by erosion. The features of the man's
face disappeared and it is difficult to identify him. Although he is
crowned with a plant wreath and wears a plant wreath above the chest,

often similar to the statues and images of Roman boys”. Next to the

sofa to the far left of the viewer is a small vase on the floor of the statue,

opinions differed on what it was. '8

17 Dunand, F., op.cit, pp.10,12.

18 The uses of this pot according to the Greeks were a cause of controversy
about its nature in the various statues and artistic images. Perdrizet believes
that this vessel was used to preserve the main food of children, whether it
was milk mixed with honey or bread soaked in water, and Erman believes
that this vessel was To preserve the food that God gives to people in general
and not only children, and Botti believes that this pot is the hydria that
contains the sacred water that is used to irrigate plants modern opinion
emerged that this bowl contained sweets for children, as Harpocrates used to
distribute them to children in his celebrations. Purification water. There is
another opinion that the vessel is a flask of Isis that contains the water of
life, and most likely it is one of the provisions of the god Harpocrates. This
vessel appeared with a statue of Harpocrates kept in the Kielce Museum
under No. 6464;

Elaine, K. Gazda, Karanis an Egyptian Town in Roman Times, Discoveries
of the University of Michigan Expedition to Egypt (1924-1935), University
of Michigan, 2004, p.38;

Another statue of Harpocrates with which this vessel appeared, is now kept
in the Jair Anderson Museum under GA 871;

Torok, L., Hellenistic and Roman Terracottas from Egypt, Budapest, 1995,
p.57; Botti, G., Catalogue des Monuments au Musee Greco — Romain
d'Alexandrie, Alexandrie, 1900, p. 24; Frankfurter, D., Religion in Roman
Egypt, Princeton, 1998, p.54; Gueraud, O., & Kuentz, CH., Le Crepuscule
d'un dieu Harpocrate, XEPNIBOIIAXTHZ, A.S.A.E., Tome XXXVI, Le
Caire, 1936, p. 116; Deonna, W., Terres cuites Greco-Egyptienns, Geneve,
Musee d'Art et d'Histoire, R.A., Tome XX, Paris,1924, p.132; Reinach, A.,
(1913), Catalogue des Antiquites Egyptiennes, Fouilles de Koptos en
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There is an issue that raises controversy about who the man is and his
relationship with the lady sitting next to him, as what hangs from the
man did not portrayal his origin nor the end, which led some®® to
interpret it as the lower trunk of a snake and associate it with the
portrayal of Harbocrates Agathodaemon. The proponents of this view
rely on the fact that the anatomical situation of it is inclined to the right
side and there are no two feet, and it is likely the trunk of a snake, the
state of muscle relaxation portrayed on it in art and the presence of a
vase of the child Harpokrates next to the sofa. Perhaps supporting this
view is the portray of the idol Harpokrates agathodaemon in a statue
made of burnt clay, currently preserved in the Louvre Museum in Paris

under number 20752, 20.4 cm highzo, portraying his lower torso in
serpentine form (figure 6).

Others?! interpret it as a phallus style in symbolic form, and that this
theme is associated with Bajosic celebrations.?

1910,1911, exposes au Musee Guimet de Lyon, Chalon,1913, p.92,No.4;
Perdrizet, P., (1921), p. 30;

sy cduilog lly dsalbasd] pms 4 dipanll LelY) pe idl) jueill Jilwg calial) desl olig
Y44 VY4 Ae c:‘:s_)é.'\s.a.u\g\ daals — u\éy\ LS "Bygdia ye" Hlieala
0ral discussion with Prof. Dr. Hussein Abdel Aziz.

2Dirk KoBRmann, Agyptische Goétter in Panzertracht in der romischen
Kaiserzeit, Koln, 2014, pp. 415- 416, Taf.24, b Har 4

210ral discussion with Prof. Dr. Wafaa El-Ghannam and Dr. Mervat Seif El-
Din.

Bacchus music and chants were among the most important manifestations of
these festivities, and many of the Menad ladies, followers of Dionysus and
prostitutes often participated in them. The aim of holding these celebrations
was to perpetuate the cult of Bacchus, and these celebrations included the
rituals of offering sacrifices to become closer to him, as well as the Bacchus
chants. Herodotus (Hpodotog) pointed out that the rites and rituals
accompanying the celebrations of Dionysus in Egypt correspond to the
41




e A Double Unpublished Statue from Fayoum

This view may have been motivated by the fact that Fayoum was one of
the centers of Dionysian celebrations in Egypt during the Ptolemaic and
Roman eras, including the secret and public worship of Dionysus. This

celebrations in Greece, the most important and most popular of these
celebrations are: The Great Dionysiaca celebrations, the Anthesteria
celebrations, and the Thyiads celebration. See for more;

) laie deal OIYTNYY OAAE el )y osssally ALl (guise Gpes
(A 3 gana cliay deal s cduila gyl g Augy e W) phla) o Sla s IVT VY AAE (B e Y]
) g Ae il g (s guari 323 €5 _mmaall Chali = s2a0 €1 1 AAY (5 alal (USH Aalall Ayl
zs2ae ) AAVAVAY (Uil daals — V) A0S (M5 ) giie 2" piieale Al ¢ S0 ) G
aal sl gl dsese VEAN Y Y OVA etk (Ul 3 jlan (g madl Caals
QK M plie et pdieale Al las s alladl (o el (B jean (B e g s
L sS) ) e dadall Al 50 cam) ) il due sgad €V YooY (Gl Aeala — oY)
iS¢l juanll 8 A8 jaige A HaSul (Sles Nl Ll Caatally Ak s
Cppanll B jema b Guseati 3 B3e ST e cdena g2 2l £VVAVT Y)Yy yusly)
999 Goaldll el Gy dasY U eisdl Jleel ilag il allai

Herodotus, Histroriae, Loeb Classical Liberary, Cambridg, 11, 1946-1950,
No0s.49; Austin, M.M., The Hellenistic World from Alexander to the Roman
Conquist; Cambridge, Y3AY, No. 217, pp. 357-359; Harding, H., & Harding,
S.B., Stories of Guthrie, W., The Greeks and Their Gods, London, 1962, p.
177; Heroes, and Men, New York, 1929, p. 58; Otto, W.F., Dionysus Myth
and Cult, trans by. Palmer, R.B., Indian, 1965, p.165; Berens, The Myths
and Legends, p.199; Casadio, G., & Johnston, P.A., Mystic Cults in Magna
Graecia, University of Texas Press, 2009, p.129; Sakka, L., The Power of
Music, A Comparative Study of Literature and Vase paintings from
Classical Athens, University of Uppsala, Sweden, 2009, 9ff; Francis, j.A.,
Dionysus and His Cult and Worship; a Gender Study, Gender and Sexuality
in Antiquity, 2013, p.16, 5; Thuc, Il, 15, 4; Aeschin, Ag. Ctes, 3, p. 67;
DAGR, Il ,1, Dionysia;

The interpretations of the modern historians came to the Dionysian
ceremonies that it is nothing but a relief of repression, psychological
pressure and physical pain, as they practice debauchery without supervision
and drink wine until they get drunk, and their minds go away;

Kraemer, R.S., Ecstasy and Possession: The Attraction of Women to the
Cult of Dionysus’,1979, HT R, 72, 1-2, 57 a4l caml i il 2 (g5ai =

A1 cé.al.m]\
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statue is compared to the dissolute double statues, which embody an

intimate relationship23 (of the phallus style) between a man and a

woman and made of burnt clay, although different in essence and
details from the statue under study, and the most similar of these
statues, a double burnt clay statue, found in Fayoum, 10,1 cm high,
portrays a man and a lady standing on a pedestal.

The man is portrayed to the right of the viewer wearing a tonic
wrapped tightly around the body, his zigzag-shaped limbs end on his
left thigh and placing around his neck a floral wreath interspersed with
fine sunken lines up to his waist. He copulates with the lady where he
grabs a huge penis coming out of the bottom of the tonic, holds in his
left hand a large pear-shaped vase with a pointed base, crowned with a
plant wreath. He embraces the lady with his right hand, who is
portrayed wearing a long robe, around her neck there is a plant wreath
interspersed with fine sunken lines up to the waist and crowned with a
plant wreath. It seems that they were affected by excessive drinking and
reached the point of drunkenness where each of them leans back, likely

dates to the second century AD**. The portrayal of a man and a lady

crowned with a plant wreath and decorated with a plant wreath around
the neck and wearing a cloak covering her body is perhaps the only
resemblance between this statue and the statue in question, (figure 7).

Another double statue representing intimacy, made of burnt clay, 11.9
cm high, portrays a man and a lady standing on an oval pedestal,
portraying the man completely naked with a thick beard and crowned
with a plant wreath. He embraces the lady with his right arm and
places his right leg between her legs, pulling the lady's robe behind his
back to the right, while the full-bodied lady is portrayed legs apart and

23Fischer, J., Griechisch-Rémische Terrakotten Aus Agypten, Die
Sammlungen Sieglin und Schreiber Dresen, Leipzigt, Stuttgar, Tibingen,
1994, pp. 247- 249, taf. ©°51, nr. 514, 515,516,518,519,520,521.

24 Fischer, J., Ibid, pp. 248-249, taf. 51, nr.521.
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has her lower torso fully exposed and raises her robe above her waist in
an obscene position, her long hair slouching backward and crowned
with a plant wreath. It is dated to the first half of the second century

BC.?

The portrayal of the man and Lady crowned with a plant wreath is the
only resemblance between him and the statue in question (figure 8).
There is another statue of the same style portraying a man and a lady of
short stature, made of burnt clay, 9.2 cm high, sitting on a sofa where
the man is portrayed completely naked, with a large belly, his upper
half is relatively longer than his lower half, with a bald head, his neck
disappears where the head rests directly on the shoulders. His legs are
short, his right arm hangs on its straightness, and his fingertips reach to
touch a vase located on the base next to his right leg. The lady is
portrayed a little taller than the man, wearing the ISIS robe which
features the ISIS knot between the breasts, crowned with a plant
wreath, her body may be attached to the man's body, while her left-
hand holds the man’s large erect penis which ends at the lady’s left side.
It is dated to the second half of the second century to the beginning of

the first century BC?®, the likeness of this statue and the understudy

statue lies in the presence of a vase next to the man and the plant
wreath with which the lady is crowned (figure 9).

The differences between these statues and the understudy statue are
embodied in the following points:

The lack of direct intimacy between the two parties in the understudy
statue, while it is common for the relationship to be direct and explicit

in art, and the penis is erect and huge?’ while in the understudy statue

25 Fischer, J., Ibid, p. 247, taf. 51, nr.515.
26 Fischer, J., Ibid, p. 247, taf. 51, nr.516.
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the two people are fully dressed and what can be compared to the penis
Is long and loose.

The answer to the question of what this statue is and its interpretation
depends on several pillars:

1- The Kkinetic position of the two portrayed persons.
2-The anatomical position of what some say is a phallus.

3- The presence of the harp next to the lady, the amphora next to her
left foot, and the vase to the right of the young man on the ground.

In terms of the kinetic position, the lady sits stable, calm, and does not
look at the man, and her hair falls on her shoulder, which highlights the
state of calmness and tranquility of the lady. The man is portrayed
standing, not sitting, not looking at her, and the tip of his cloak
clustered on his left forearm, which confirms that this person is in a
position of immobility that does not correspond to the statues that
embody a relationship with the lady, and even his hands do not touch
the lady. The anatomical position of what some interpret that the
phallus does not match the anatomical position of the man's body,
where it starts from his right hand and does not show either the leg of
the man or his right foot, there is a long relaxed position that gradually
decreases in diameter and the tip disappears behind the lady. Perhaps
the sitting of the lady on the sofa wearing her full clothes in a static
position negates the existence of an intimate relationship between them,
and this is confirmed in the stability of the position of the harp as well
as the stability of the amphora and its foundation on the sofa, which
varies and differs in form, subject, and detail from all the statues that
embody scenes from the dissolute Bajosic ceremonies, where the man
does not hold the pot, as well as the stability of the position of the head,
which means that he did not drink wine.

Here comes a question: Has a human been portrayed next to a god or

an idol? The answer comes through this statue where the lady harpist is
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portrayed sitting on a sofa while the statue of the idol Harpocrat
Agathodaemon is portrayed standing. This shows that the lady is
blessed with the idol and that the purpose of making this statue is to
present a vow from a harpist to Harpocrat Agathodaemon and not a
portrayal of Bajosic ceremonies where the harpist and amphora are not
portrayed in any of the statues that represent promiscuity in those
ceremonies.

Conclusion:

Although this statue is attributed to the group of double statues made of
burnt clay, the statue portrays a harpist sitting on a sofa, and next to
her is a statue of the idol Harpocrat Agathodaemon, which is likely to
be a votive statue dedicated to the idol Harpocrat Agathodaemon, the
only case portraying a female musician in the presence of the idol until
now. Perhaps the portrayal of Harpocrates in the form of
Agathodaemon, and not in the image of the full child indicates the
symbolism of the image and the failure of the artist to portray a human
element accompanied by an idol in its human form. This statue found in
Fayoum derives its importance from the subject portrayed in the most
widespread art (Burnt clay art).

Perhaps the portrayal of a female musician in the presence of a god
reflects a distinct social appearance of musicians in Egyptian society
during the Roman era; this can be inferred from the richness of that
category of Egyptian society through the papyrus documents found in
the Fayoum region, which include contracts concluded between the

owner of the concert and the representative of the Musicians * Union?®,

28 The wages of the musicians ranged from 40 drachmas per day, according
to a contract found in Arsinoe, Fayoum, dated 165 AD;

P. Lond.11,331, 154-155(165 A.D.) = Chr.Wilk. 495(165 A.D.) Vandoni,
No.16;
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and provides the wages they receive for holding concerts and

celebrations, the number®’ of members of the band, their means of

There is another contract found in Epion at Hermopolis Magna dating back
to the year 181 AD. It stipulates a daily wage of 36 drachmas, in addition to
6 loaves and 4 small loaves;

P. Flor. 74 (181 A.D.);

There is a third contract found in Philadelphia dating back to the second
century AD, stipulating a daily wage of 28 drachmas per person per day,
three ardabs of dates and obtaining a reward. This document is the oldest
known document - so far - which refers to the supervision of the unions in
organizing celebrations and parties. It is possible that the celebration
mentioned in that document was in honor of one of the gods, or perhaps it
was on the occasion of one of the national holidays (the emperor’s birthday
or his coronation); P. Gen.l,73(2rd/3rd cent A.D.) = W. Chrest.496; cf. also,
Westermann, W.L., The Castanet Dancers of Arsinoe, 1924, JEA,10, 140;
Vandoni, Fest, N0.19;

There is a fourth contract, found in Tibtunis, dating back to 194 AD,
stipulating a daily wage of 18 drachmas per day, a reward of 6 drachmas
plus 2 drachmas for travel costs;

P. Lond.inv.1917 (194 A.D.); Bell, H.I, (1924), Amusician's Contrat,
JEA,10, 145-146;

There is a fifth contract found in Philadelphia in Fayoum dating back to the
year 206 AD. It stipulates a daily wage of 36 drachmas per day, four ardabs
of barley, 48 loaves of bread;

P. Corn. inv.26 (206 A.D.);

A sixth contract found in Philadelphia in Fayoum, dating back to the third
century AD, stipulates a daily wage of 140 drachmas, 80 loaves, 8 pints of
oil, a jar of wine and a jar of vinegar, a deposit of 20 drachmas;

P. Oxy. 10,1275 (3rd cent A.D.).

2There are contracts that stipulate that the band should consist of two, three,
four people, etct

SB.7557= P.Col.Inv. 441(11 A.D.) = Vandoni, No0.18; P. Oxy.34,2721 (234
AD).
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transportation30, safety and subsistence, the value of the payment

provider (down payment) and rewards in kind, if any. 31

It is noted that most of the contracts of musical bands were found in the
Fayoum region. This explains the secret of the widespread portrayal of
the members of these bands in art, especially the art of forming burnt

clay32. This statue dates back to the second century AD, probably

because of the presence of a floral wreath that appeared during the
second century crowned the child Harpocrates. The features of the
statue and its elements are consistent with the elements and features of

30 For the band's means of transmission, see ;

Pieter Sijpesteijn, (1976), Transportation of Entertainers in Roman Egypt,
in: Miscellanea tragica in honorem J.C. Kamerbeek, Amsterdam: Apud A.
Hakkert, 1976, pp. 425-429.

31 About the deposit in Ptolemaic and Roman Egypt. see;

AYT1IY 0d 2ae ¢ V29Y agaally Lo yll caluyall 3y dlsa Lo/

32 1t is clear that the artists’ wages varied from the first century until the end
of the third century AD. It is also noted that the contracts of the third
century AD only stipulate that the artists receive the contract provider
before holding the ceremony, and some contracts stipulate gifts and in-kind
gifts from various food and drink such as wheat, barley, dates, oil.
Horseradish, oil, vinegar and wine. It is noted that no contracts were found
for artists and musicians as of the beginning of the fourth century AD,
which suggests that the period of artistic and social prosperity for musicians,
dancers and actresses was during the Roman Imperial era. It seems that the
role of guilds in supervising the organization of celebrations has
disappeared after the end of the third century AD, where the papyrus
documents do not include any reference to the supervision of the unions in
the editing of party contracts ¢

P. Grenf. 67 (237 A.D.); P. Corn. inv.26 (206 A.D.); P.Gen. 1,73 (2rd / 3rd
cent A. D.); P. Oxy. 2721 (234 A.D.); P. Oxy. 10,1275 (3rd cent A.D.);
Westermann, (1924),143.
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the statues of musicians and Harpocrates found in the Fayoum region
and dating to the second century AD.
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Drawing of the statue -
prepared by the researcher

(figure 3) A double figurine
of a man and a woman in
burnt clay, currently
preserved in the Ardperson
Museum - Amsterdam.
Quote from: -
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Festive
bowl

Kithara

Amphora

(figure 1)

A double statue is now preserved in
the Kom Oshim Museum
Repository (conservation number
114).

air vent

(figure 2)
behind the statue
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(figure 5)
Statue of a burnt clay
player, currently
preserved in the
Egyptian Museum in

Cairo under NO.YYAYY
Quote from: -
:E\Ajj ‘?Y el ocday Al

Amphora

AN Braa (€9 (figure 4)

Statue of a burnt terracotta
woman, currently preserved in
the Egyptian Museum in Cairo.

Quote from: -
AN 3_)_944 za :Z\AJS c(ﬂ'~ ol Ala

(figure 7)
Double figurine of a man (figure 6)
and woman in burnt Statue of Harpocrates Agathodaemon in
terracotta. burnt terracotta, currently preserved in
Quote from: - the Louvre Museum in Paris under No.
Fischer, J.,1994, 248- Y.Voy

249, taf. 51, nr.521. Quote from: -

Nirle KnRmann 2014 21 Taf 24h
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_ (figure 9) (figure 8)
Double figurine of a man and Double figurine of a man and
woman in burnt terracotta. woman in burnt terracotta.
Quote from: - Quote from: -
Fischer, J.,1994, 247, taf. 51, nr. Fischer, J.,1994, 247, taf. 51,
516. nr. 515.
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