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The collection of Ancient Peruvian Art which I acquired in March, 

1954, had its beginning during the first half of the 19th century. An 

Argentinian lady visiting in Peru became interested in Pre-Inca ceramics 

and took a few examples back to Argentina with her. They were rn

herited by her grandson, B. ]. Wassermann of Buenos Aires. 

Senor Wassermann's interest in Peruvian ceramics was sharpened by a 

visit he made to Peru some sixty years after his grandmother's trip. 

While there, he joined with others in making some excavations that re

sulted in additional pieces for the collection. Between 1920 and 1948 

extensive additions were made. The collection now consists of approxi

mately 1500 objects that include pottery, and articles of silver, gold, 

bronze and other materials as well. 

The ceramics, especially, form a vivid document on the customs, re

ligion and daily life of the civilizations that created them. Although 

most of the pottery was made more than a thousand years ago, by 

Indians whose tribal names are strange to our ears, it is so pleasing to 

the modern eye that it stands as a challenge to the work of today's artists. 

The collection is, indeed, visual evidence of the enduring nature of the 

human soul and the universality of its expression. 

I am deeply grateful to Alan Sawyer of the Art Institute of Chicago, 

who has selected for exhibition approximately two hundred pieces that 

are representative of the high quality and wide range of the entire col

lection and who has so ably pointed out, in this handbook, the signifi

cance of the collection in helping us to unveil and understand the beauty, 

vitality and high state of development of a civilization and culture that 

now belongs to the ages. 

My gratitude also goes to Meyric R. Rogers, head of the Art Institute's 

Decorative Arts Department, for his interest and helpful cooperation. 

It is a particular pleasure to me to give this collection a permanent 

home in the United States and to make it available for its first public 

showing by the art museum in the city in which I make my home. 

NATHAN CUMMINGS 

Chicago, Illinois 

PREFACE 



INTRODUCTION 

Above drawing of four Mochic'an warriors 
is taken from decoration of a bottle-shaped 
vessel with stirrup-spout attached . Red-brown 
on buff. Middle Mochica, Chicama valley, ca . 
400-600 A.D. 

Peru occupies the central portion of the lofty Andean mountain chain 

which runs the length of the west coast of South America and forms the 

topographic backbone of the continent. Between the highlands and the 

sea, stretches a long, narrow coastal desert cut at intervals by river valleys. 

Here, and in the fertile highland basins, irrigation and intensive cultiva

tion permitted a more rapid technological and artistic advance than was 

to be found elsewhere in South America in ancient times. 

More than two thousand years ago, the central Andean area contained 

a number of regional cultures loosely unified through religious practices 

and social patterns in what is generally called the "Chavin Period" or 

"Chavin Horizon." The arts of metal working, weaving, architecture, 

sculpture, and ceramics were well advanced. Towards the end of the 

Chavin Period, two distinct cultural centers began to emerge, one on the 

north coast and one on the south. They occupied the most extensive of 

the valleys, capable of supporting large populations through agriculture 

supplemented by food from the sea. A new era called the "Master Crafts

man Period" was entered in which the peoples who occupied the two 

great centers are known as the Mochica and the Nazca. 

Five hundred miles of barren desert and rugged mountain terrain 

separated these two civilizations. It is not surprising, therefore, that their 

artistic development followed strikingly different directions. In the north, 

the dominant craft was ceramics, and the evolution of Mochican art led 

steadily in the direction of naturalism in both line and modeled form. 

The Nazca culture, to the south, gave first place to the art of textile 
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weaving and the decoration of their finely made ceramics shows the geo

metricized conventions peculiar to woven fabrics. 

Each in its own way, the Nazca and Mochica civilizations reached levels 

of achievement never surpassed in Pre-Columbian America. For more 

than five hundred years they developed and expanded the areas over 

which they held sway; then, towards the end of the first millenium of 

our era, both were engulfed by armies of the Tiahuanaco people that 

swarmed out of the southern highlands. The Mochica civilization was 

obliterated and the Nazca absorbed into the Tiahuanaco empire. 

After two or three centuries the power of the Tiahuanaco collapsed 

and there followed a revival of local styles in the Chimu culture on the 

north coast and the lea, on the south. They in turn were swallowed up 

by the Inca expansion toward the end of the 15th century. For a hundred 

and fifty years the Incas extended and consolidated their great empire. 

Under their benevolent despotism, local cultures continued to flourish and 

high technical standards in the arts were maintained. Then, in 1532, the 

Spanish conquistadores, under the leadership of the treacherous Pizarro, 

brought native Andean civilization to an abrupt end. 

To the ancient Peruvians gold was a desirable material because of its 

beauty and the ease with which it could be worked; to the European it 

was an all-consuming passion. The Spaniards quickly gathered up the 

beautifully wrought ornaments and sacred objects of the Incas and melted 

them down into ingots for shipment to Spain. In their lust for gold they 

recruited large bands of natives and forced them to work mines and to 

ransack ancient cemeteries for the treasure they contained. All except 

precious metal was thrown aside as worthless trash. 

For three hundred years the pillage continued, gradually diminishing 

as the richer known locations were exhausted. Then early in the 19th 

century curio collectors began to gather the beautifully fashioned pottery 

and intricately woven textiles which had hitherto been ignored. The 

looting of graves began anew. By the beginning of this century, large 

numbers of men were making their living by systematically looting 

burials and selling their contents to collectors and tourists. In their search 
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for salable items, the fragile and less spectacular material was destroyed 

or cast aside. 

Unfortunately, the peoples of ancient Peru had not possessed a system 

of writing or a calendar with which to record their history, and the 

Spanish chroniclers had shown only a limited interest in preserving what 

oral traditions survived the Conquest. Consequently, the story of ancient 

Peruvian civilization was all but lost in the wanton looting of graves 

which has persisted since the fall of the Incas. Modern archaeologists, still 

confronted by many unsolved problems, have worked laboriously to re

construct the long-forgotten history briefly outlined above. 

The N athan Cummings collection, like almost all the great collections 

of ancient Peruvian art to be seen in world 's museums today, was not 

gathered by trained archaeologists. It was assembled over a period of 

many years by the original owner, Mr. B.]. Wassermann, who found some 

of the objects through his own efforts, but purchased most of them from 

the professional "pot hunters ." For this reason, the localities given do not 

necessarily represent where the pieces were found, but may reveal only 

where they were acquired. This does not discount the value of the col

lection, for the most eloquent documents of ancient civilizations are, and 

always will be, the productions of their artisans. 

It was neither the purpose, nor within the capacity, of early collectors 

of ancient Peruvian art to gather together representative examples of all 

levels now known to archaeologists. They collected from what was avail

able the objects that appealed to them most. The Nathan Cummings 

collection is one of the most import ant groups of ancient Peruvian art 

outside Peru. Its exceptionally large and representative group of Mochican 

ceramics is particularly outstanding. Other cultures are represented by a 

few fine examples, including small but well-chosen groups of Nazca and 

Chimu pottery . Besides ceramics, the collection contains a large number 

of objects made of silver, copper, gold , stone, bone, shell, and wood. 

Most of these are from the north coast and date from the Chimu and 

Inca periods. 

4 



THE MOCHICA CIVILIZATION 

The Mochica civilization began chiefly in the Chicama, Moche, and 

Santa river valleys and later dominated the entire north coast from the 

Casma valley in the south to the Lambayeque in the north. 

The great artistic achievements of this civilization could not have 

occurred in a society which did not enjoy ample leisure to develop highly 

specialized craft skills and security from both internal strife and military 

aggression. Their abundant supplies of food have already been mentioned. 

The valleys were also rich in raw materials such as fine clays and easily 

worked copper, gold, and silver ores. The political, social, and religious 

institutions which gave Mochican society its stability may only be specu

lated upon. Fortunately, their realistic ceramic art, supported in some 

areas by other archaeological evidence, offers us the most complete pic

torial document left to us by any prehistoric American civilization. 

The most prominent feature of Mochican ceramics is the "stirrup 

spout," a hollow arch-shaped tube with a straight spout projecting from 

its center. This device served both as a handle and a means of pouring 

the liquid contents of the vessel. It was ancient when the Mochica civili

zation began and continued as a characteristic of north coast pottery until 

well after the Spanish conquest. The Mochicas also made a large variety 

of open-mouthed jars, bowls, and cups. 

Three basic types of representation were employed by the Mochican 

ceramists, one in line the others in relief and modeled form. 

Rigid conventions were observed in the low reliefs and the line draw

ings, which usually depict two or more highly animated figures. Indi

viduals were differentiated by details of costume rather than by delineation 

of facial characteristics. No perspective was attempted, each important 

element being depicted from its most significant side; thus, faces were 
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Principal Valleys of North Peruvian Coast 
occupied by the Mochica Civilization. 

Typical Middle Mochican stirrup-spout 
vessel. 



Stirrup-spout vessel in the form of a kneeling 
warrior holding war club. Orange, earth red, 
and cream. Middle Mochica, Chimbote, Santa 
valley, ca. 400-600 A.D. 

Stirrup-spout vessel, with decoration show
ing warrior slaying deer. Earth red on 
cream . Middle Mochica, Chicama valley , ca. 
400-600 A.D. 

always shown in profile, while headdress ornaments and other details of 

costume were represented in front view. 

High relief and modeled figures, on the other hand, show a complete 

understanding of three-dimensional form. Faces, in particular, were ex

ecuted with great realism and sensitivity. Action was seldom attempted 

and many details were eliminated in order to achieve sculptural unity. 

Within these three types of representation and their combinations 

almost every aspect of Mochican life was illustrated. Much of the subject 

matter was symbolic and pertained to a religion which permeated every 

phase of their existence. We may never know the full meaning of the 

Mochicas' elaborate mythology , strange rituals, and colorful ceremonies. 

Much may be surmised, however, about the general character of their 

beliefs and customs, and the structure of their society. 

The ruling class was composed of warrior-nobles who controlled the 

closely interwoven functions of government and religion. Sometimes in 

line drawings warriors are seen in violent hand-to-hand combat with their 

enemies, as in the drawing on page 2. We watch them take prisoners 

and return in triumphal processions. Often both antagonists appear to 

be Mochicas. Internecine warfare would seem to be indicated, but in view 
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of the close political integration suggested by the stylistic unity of the 

Mochica area, some type of ritualistic or mock combat may be the more 

logical interpretation. Perhaps they re-enacted historic or mythological 

conflicts or tested each other's prowess in competitive war games. 

Hunting was a privilege of the noble class. We see the warriors re

splendent in battle array, armed with their war clubs and spear throwers, 

striking down a deer or a seal. The act seems to have been regarded more 

as a test of valor and physical strength than endurance. 

Most frequently these knights appear to be on parade or playing major 

roles in religious celebrations. Their colorful costumes were well suited 

to pageantry. Headdresses were often constructed of complete animal, 

bird, or serpent skins surmounted by varied arrangements of plumes, 

pompons, metal devices, and decorative crestings. Other types of head

gear were turbans and casque-shaped armoured helmets which were 

usually topped by simple ornamental devices. The main item of apparel 

was a long or short-sleeved shirt usually extending to the thigh, but which 

was sometimes only waist-length. These shirts were highly decorative, 

employing a variety of woven patterns, metal discs and ornaments, 

armour plates of wood, copper or leather, and tassels and fringes. The 
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Detail of decoration on stirrup-spout vessel show
ing warriors in typical costume and armament . 
The cane-shaped objects held by the figures are 
throwing sticks. Red-brown on buff. Middle 
Mochica, Trujillo, Moche valley, ca . 400-600 A. D. 

Stirrup-spout vessel in the form of a helmet 
resting on wicker rack. Note chin •trap with 
ear ornaments attached. Earth red and 
cream. Early Mochica. Trujuillo, Moche val
ley, ca. 200-400 A.D. 



Stirrup-spout vessel in form of seated figure 
dressed in typical Mochican costume. Earth 
red, orange, terra-cotta and cream. Middle 
Mochica, Chimbote, Santa valley, ca . 400-
600 A.D. 

Stirrup-spout vessel in form of fox head. 
Dark reddish brown, terra-cotta, grayish
cream and traces of black. Middle Mochica, 
Trujillo, Moche valley, ca. 400-600 A.D. 

designs often suggest ornate harlequin costumes. A sash at the waist 

held a peculiar plate shaped like an axe-head which hung down in back. 

A breechclout and sometimes leggings completed the ensemble. What 

appears to be stockings with circular patches over the knees was evi

dently leg painting. The arms and faces were also painted with dis

tinctive patterns and symbols. 

The finery of the warrior noble was undoubtedly of great significance, 

indicating the honors, prestige, and rank of the wearer. When taken 

prisoner, he was stripped of his apparel-evidently an act of complete 

degradation. 

The great variety of costumes, besides indicating social position, may 

also represent dress for different occasions. The elaborate "parade uni

form" would seem to have been most appropriate for ceremonies and the 

simpler heavily armoured attire designed for combat. When not dressed 

for festivities or war, the nobles wore simple turbans, full-length robes, 

and capes. 

The symbolism of costume ornament was animistic, with beasts of prey 

such as the puma, fox, hawk, and serpent used as motifs by the ruling 

class. These animals, noted for their strength and cunning, may have 

designated rank but they could also have been clan or totemic emblems. 

Sometimes warriors are shown with the heads and sometimes the bodies 

of these animals. Here a symbolic interpretation is most plausible, though 

there is some archaeological evidence that masks were worn . 

Messengers were closely associated with the upper class. These fleet

footed couriers were dressed as animals, birds, and insects known for their 

swiftness. Although they usually did not wear shirts, their attire was, if 

anything, more spectacular than the warriors', with elaborate headdresses 

and flowing capes and trains. Masks were usually, but not always, worn. 

In their hands these messengers carried bags of decorated beans, w.hich 

constituted the Mochicas' only known means of symbolic communication. 

Messages were so important in warfare that beans were often represented 

on pottery as armed warriors engaged in battle. 

Like the warrior class, the couriers played an important part in religious 
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Stirrup-spout vessel decorated with run
ning messengers in a spiral design, 
which is thought to represent a temple 
ramp . Earth red on cream. Middle 
Mochica, Chicama valley, ca. 400 -600 
A.D. 

Stirrup-spout vessel in the form of a spiral
ramped temple with shrine at top. The figure 
on the right near the top is evidently a 
messenger holding a bean bag which he is 
about to deliver to the priest in the shrine 
above. The priest figure is in the form of the 
Mochican god Ai-Apec. Earth red, orange 
and cream. Middle Mochica, Trujillo, Meche 
valley, ca. 400-600 A.D. 

festivities. They seem to have participated in ceremonial races, delivering 

and carrying away messages from temples. One indication upon which 

the writer bases this last assumption is the occurrence on some painted 

pottery of messengers running up or down a spiral design. Another motif 

found in this decorative scheme is the puma, which is sometimes shown 

with a snail shell on its back. The Mochican ceramic shown below is 

a model of a spiral-ramped temple with pumas painted on its walls and 

snail shells edging the ramp. The figure near the top of the ramp holding 

a bean bag appears as if he were about to deliver the message it contained 

to the warrior priest seated above_ It, therefore, seems reasonable to 

assume that the spiral design was used to indicate this type of temple_ 

The highland puma and lowland jaguar were the most powerful ani

mals of the Andean region. Their deification and use as god symbols was 

almost universal among Pre-Spanish cultures of ancient Peru, and can be 

9 



Stirrup-spout vessel in form of Ai-Apec 
seated on a throne surrounded by ani
mal figures. Traces of cream and earth 
red slips on terra-cotta. Middle Mochica, 
Chimbote, Santa valley, ca. 400-600 
A.O. 

Handle-spout vessel with pressed deco
ration depicting Ai-Apec standing in a 
corn field. Star-like symbols may indi
cate sunlight. Creamy white on terra
cotta . Late Mochica. Trujillo, Meche val
ley, ca. 600-700 A.O. 

Fragment of large figure jar, head of Ai
Apec. Red-brown, buff and terra-cotta. Late 
Mochica, Chimbote, Santa valley, ca. 600-
700 A.D. 

traced back to the early wide-spread Chavin Horizon. The Mochicas were 

no exception. Feline figures and elements play a major role in their 

religious symbolism and are associated with the powerful ruling class. 

The chief deity of the Mochicas was an anthropomorphized feline with 

overlapping fangs and a deeply lined face. He is generally known as 

"Ai-Apec," a name given him by the much later north coast Chimu 

culture. 

Ai-Apec was chiefly a war god. In Mochican art he is seen dressed as 

a warrior, usually with a puma headdress and a sash at the waist in the 

form of a two-headed snake ( the latter motif also is found in the earlier 

Chavin art). He was the personification of fighting ferocity and his 

frightening appearance probably represented an ideal which the warrior 

nobles sought to emulate. Evidently he was impersonated by warrior 

priests in the elaborate rituals and ceremonies of the Mochicas. In this 

guise we see them leading warriors in battle, administering harsh justice 

to condemned prisoners and criminals, and presiding over human sacri

fices atop high mountain-like altars. These awesome practices were un

doubtedly intended to maintain the dominant position of the ruling class. 

Ai-Apec had less terrifying aspects. He stood for noble virtues and, as 

defender of the people, assumed many forms to battle strange demons who 

symbolized threats to the security and well-being of the Mochicas. We see 

him seated on an altar surrounded by animals and standing in a cornfield 
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under the blazing sun. Though these seem to be mythological scenes, 

they may have been re-enacted in religious ceremonies. 

Fertility and death are of almost universal religious concern to primi

tive agricultural peoples . They were incorporated by the Mochicas in an 

erotic cult. Because of their subject matter, most of the ceramics of this 

cult cannot be shown in public museums. Occasionally, however, they 

exhibit powerful creative imagination. 

It must be kept in mind that practically all Mochican art is symbolic. 

Almost all the objects included in the Nathan Cummings collection were 

found in graves. The ceramics seem to have been made especially as 

burial objects and as such had ceremonial significance. 

It is impossible to determine exactly what the Mochican conception of 

life after death was. Evidently the transition was thought to involve a 

journey, for some of the vessels seem to have contained offerings of food 

and drink, while others were models of baskets and bowls full of food. 

Probably the Mochicas envisioned the next world as an idealized version 

of their ceremonial life. Copper masks in the likeness of Ai-Apec are 

found on the faces of deceased in some of the graves. These suggest a 

belief in the attainment of godhood by their more illustrious leaders. 

Some type of ancestor or cultural hero worship is evidenced by the many 

portrait heads and figures. 

Many scenes in the fascinating panorama of Mochican art seem to 
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Detail of stirrup-spout vessel depicting 
two shrouded eyeless figures seated atop 
a drum-shaped vessel which is decorated 
with a wave motif, an example in which 
the erotic and the macabre are blended. 
Cream and earth red. Early Mochica, 
Chimbote, Santa valley, ca . 200-400 A.O. 

Stirrup-spout vessel in the form of a 
death figure holding a dead child in a 
sling. Blackware. Early Mochica, Chim
bote, Santa valley, ca. 200-400 A.O. 



Detail of face of stirrup-spout figure 
vessel representing a hunchback. Terra
cotta and buff. Middle Mochica, Chim
bote, Santa valley, ca. 400-600 A.D. 

Stirrup-spout vessel in the form of a 
seated figure holding a drum in its lap . 
Earth red, orange and buff. Middle Moch
ica, Chimbote, Santa valley, ca. 200-400 
A.D. 
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Stirrup-spout vessel in the form of a 
seated blind man holding a cup. Terra
cotta, cream and dark red. Middle 
Mochica, Chimbote, Santa valley, ca. 400-
600 A.D. 

Stirrup-spout vessel in the form of a 
sealed figure holding a puma. Earth red, 

· lerra -colla and cream . Middle Mochica , 
Chimbote, Santa valley, ca. 400-600 A.D. 



represent the life and environment of these ancient people. Undoubtedly , 

these scenes too have hidden meanings, yet they give a sense of intimate 

contact-as if we were transported back through more than a thousand 

years to watch with our own eyes. As throngs of people pass, we are 

impressed not only by the variety of their dress, but by differences in 

physical type and character. In their faces we see quiet strength and sensi

tivity, geniality and stern cruelty. We meet dignified leaders, stalwart 

soldiers and humble craftsmen, blind men, cripples, and men ravaged by 

disease. We watch as heavily laden llamas are led by, and see balsa rafts 

propelled across rippling waters. A frog stares at us out of heavy-lidded 

eyes. An owl sits holding a wriggling field mouse in his beak, a king

fisher alights holding a freshly caught fish, and a small sparrow searches 

for his dinner among the corn stalks. We see a doctor tending his patient 

and a mother caring for her child. Certainly we cannot watch this pano

rama without a sense of knowing these people who lived and breathed so 

long ago. 

Stirrup-spout vessel in form of an owl 
holding a mouse in its beak. Buff. Early 
Mochica, Chimbote, Santa valley, ca . 
0-200 A.D. 

Stirrup-spout vessel in form of a seated 
figure holding a child in its lap . Possibly 
a doctor examining his patient. Terra
cotta and buff. Middle Mochica, Chim
bote, Santa valley, ca . 400-600 A.D. 

Stirrup-spout vessel in the form 
of a frog. Blackware. Early Mo
chica, Chimbote, Santa valley, ca. 
100-300 A.D. 

Stirrup-spout vessel in form of a woman 
and child. Dark red -brown, buff and 
grayish-cream. Late Mochica, Chimbote, 
Santa valley, ca. 600-700 A.D. 
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Ceramic trumpet with jaguar head at bell. Cream 
an terra-colta. Early Mochica, Chimbote, Santa 
valley, ca . 200 -400 A.D. 

Music played an important part in the richly ceremonial life of the 

Mochicas. We see flute players accompanying triumphal processions and 

funeral rites, and conch shells being blown in battle. Among the many 

other instruments represented in ceramic art and found in graves are 

drums, rattles, bells, gongs, pipes, and trumpets. 

When the Nathan Cummings collection arrived at the Art Institute, a 

beautifully fashioned trumpet was still filled with soil from the grave in 

which it was found. After much soaking the tube was cleaned and the 

writer raised the mouthpiece to his lips. There came forth a mighty 

roaring blast that caused a friend to remark that it sounded like a diesel 

coming down the track. The writer agreed but could not help musing 

that the sound he had heard had been stilled for two thousand years. Who 

before had listened to it echoing through a valley? Had it called people 

to worship, or perhaps to war? 
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HOW MOCHICAN 

CERAMICS 

WERE MADE 

The majority of Mochican ceramics found in graves were manufactured 

from molds. These were made from clay over pilot models which in rare 

cases incorporated natural objects, such as vegetables. The shell thus 

formed was usually cut in two sections, though a greater number may 

have been needed for some of the more complex shapes in order to be 

free of undercuts. The mold sections were fired before use. 

To make a ceramic vessel, the craftsman probably first applied a sepa

rator, such as animal fat, to the mold and then pressed sheets of wet clay 

into the form and worked them into shells of even thickness. When the 

parts thus formed were partially dry, they were removed, trimmed, and 

assembled into the body of the vessel, the bottom of which was left open. 

The seams were then smoothed over, both inside and out, and holes were 

cut to receive the stirrup-spout, if one was required. The latter device was 

fashioned separately by hand and not included in the mold . It was 

attached firmly to the body of the vessel on both the inner and outer 

surfaces. If the forms of the vessels were complex , protruding details were 

added, some of which may have been made in separate molds. The 

bottom piece was then fitted in and the entire surface of the vessel touched 

up, or in some cases entirely re-worked with wood and bone tools and 

polishing stones. Though in ceramics of poor quality this last step was 

perfunctory, the finer objects show that it was given careful attention. 

The obvious advantage of the mold method of manufacture was mass 

production, yet duplicates are found in surprisingly few collections. 
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Pair of stirrup-spout vessels made from the 
same mold . They represent two bowls of 
food stacked one on top of the other, the 
lower filled with beans or corn, the upper 
with sea food. Blackware . Middle Mochica , 
Chimbote, Santa valley, ca. 300-500 A.D. 



Pair of stirrup-spout figure vessels made from the same 
mold , one slip-painted terra -cotta , the other black . They 
represent anthropomorphized owls . late Mochica, Chim
bote, Santa valley, ca. 600-700 A.D. 

Mr. Cummings' collection is unusual in that it has at least eight pairs of 

ceramics made from the same molds. A careful study of these duplications 

brings out several interesting facts. None of the pairs are identical, due 

to the reworking of the surface and the freehand method of applying slip 

decoration. The greatest difference is found in the stirrup-spouts which, 

being made by hand, were subject to variation. In the case of one set of 

double-figured pieces, the stirrup-spouts were placed in entirely different 

positions, one on top, the other on the side. Close examination shows 

that these figures were complete on all surfaces before the stirrup-spouts 

were added. 

Perhaps the rarest duplication found in the collection is that shown in 

the illustration above. Although slovenly executed in typical late-Mochica 

fashion, their illustration here is justified by this peculiarity: one is 

painted terra-cotta while the other is polished black. These two types of 

ware existed side by side in all phases of Mochica. Here we have evidence 

not only of contemporary manufacture, but also manufacture by the same 

person. Careful examination and measurement prove beyond doubt that 

these two vessels came from the same mold, although some of the surface 

detail on the blackware was obliterated by polishing. 

Blackware was produced from the same clay as the terra-cotta by firing 
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One of a pair of stirrup-spout vessels in the form of a 
squash with a humanized owl head . Polished black
ware. Early Mochica, Chimbote, Santa valley, . ca . 200-
400 A.D. 

in a closed oven which prevented the oxidation of the clay. This process 

is known as "reduction firing," and its product is sometimes referred to as 

"smoked ware." Unlike the crudely finished example in the pair illus

trated on the previous page, most Mochican blackware is of extremely 

high quality, as shown above. The entire surface shows marks of the 

careful burnishing by which its fine metallic luster was produced. Forms 

were precisely rendered yet somewhat more fluid than those of com

parable painted pieces. In early examples surface details, and occasionally 

texture, were tooled into the surface . . Sometimes the forms were deco

rated with small shallow depressions which at one time evidently con

tained a pigment or inlay material. Traces of a white substance may be 

detected in the depressions of some examples, while in one piece bits of 

gold are imbedded in a black material. The authenticity of this gold 

decoration is, however, very doubtful. Fine examples of Mochican black

ware depend entirely upon clarity of form and beauty of surface for 

their effect. 

Some Mochican painted ceramics, especially those from early and late 

periods, show shades of gray in body color resulting from incomplete 
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oxidation in firing. In the early pieces, this gray is usually very uniform 

and may possibly have been deliberately sought. In late examples, the 

gray is unevenly distributed and is the obvious result of faulty firing. 

Mochica painted ware was fired in an open oven so that complete 

oxidation could take place. The clay when fired in this way is usually 

terra-cotta or brick red in color. The slips, mixtures of clay and water, 

with which this ware was decorated were applied before firing, and, when 

completely oxidized, vary from dark red to orange, and from creamy white 

to buff. In preparing the pot for firing, the surface was first re-worked 

and smoothed in much the same way in which the blackware was treated. 

Although no true potters' wheel was known in the Americas, some symet

rically round vessels show evidence that they were shaped up and their 

surfaces smoothed by some type of rotary motion. When finished, a 

cream-colored slip was applied, and when this was dry, the painted designs 

were rendered in dark red. Rarely a third slip, orange in color, was added. 

In the decoration of some modeled ware the body clay was left partly un

covered with the colored slips applied to selected areas. A black paint, 

possibly used after firing, was sometimes employed to indicate details such 

as face and neck markings on portrait heads. Unfortunately, this pigment, 

unlike the clay slip, is fugitive and has now almost entirely disappeared 

from the surface of many pieces on which it was used. 

In spite of the limited range of earth colors used by the Mochican 

ceramists, their finished products often convey the illusion that costumes 

were brilliant and varied in hue, an impression borne out by other archae

ological evidence. The high surface luster often found on Mochican 

ceramics was produced entirely by the polishing of their finely selected 

and prepared clays. No true glazes were used. 

The two methods of firing used in ancient Peru are basic and can be 

found throughout the world today wherever pottery is still made by 

primitive methods. An example in the United States is the pottery made 

by the Pueblo Indians of New Mexico, where a revival of the prehistoric 

techniques of making stone-polished and reduction-fired ware is now com

peting with the slip-decorated and oxidation-fired pottery for which the 

Southwest Indians are so justly famous. 
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THE MOCHICAN CERAMIC STYLE 

Probably the foremost authority on the development of the ceramic 

style of the Mochicas is Rafael Larco-Hoyle of Chiclin, Peru, in the Chi

cama valley. His proposal, based on extensive collecting and excavation 

in this area, is that Mochican ceramics be broken down into five periods 

distinguished by a sequence of stirrup-spout types and stylistic traits. 

Although these classifications seem to hold for the Chicama valley, many 

early ceramics from the Moche and Santa valleys show considerable varia

tion from the characteristics he lists. For this reason, Larco-Hoyle's first 

three periods are grouped together in this handbook under the heading 

of "Early Mochica." Period IV objects are called "Middle" and Period V 

"Late Mochica." The illustrations in the text and at the back of this hand

book show most of the important Mochican types in the collection. An 

attempt has been made to arrange the plates in chronological order within 

type groups; however, this is not to suggest a revision of Larco-Hoyle's 

system of classification. 

Early Mochica was a long developmental period in which a large 

number of stylistic and technical variations are found. This diversity is 

probably the reflection of a rather loose social and political organization 

within the Mochica area at the time. Scattered and somewhat isolated 

population centers, though unified to a degree by common religious prac

tices and social customs, were probably subject to varying influences and 

creative impulses. The quality of work produced ranges from crudity to 

the high level of technical skill and artistic achievement illustrated in 

examples shown in this handbook. 

In general, the early painted style was characterized by the silhouette 

( see title page), the modeled ware by great simplification and stylization 

in which human features lack the individuality typical of the mature 

Mochican art. The trend in this period was toward naturalism in both 

modeling and line. In its last phases, these goals were almost achieved. 
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The beginning of Middle Mochica coincides with a period of political 

consolidation and conquest. The neighboring Gallinazo culture was com

pletely submerged and the art of the entire Mochica area became closely 

unified. This period might well be called the golden age of Mochican art, 

for in it both linear and sculptural syles reached their full maturity. The 

painted vessels are large and beautifully proportioned, decorated with a 

sure, flowing, and expressive line. The modeled pottery possesses monu

mentality, technical brilliance and convincing realism. The art of this 

period alone would be sufficient to establish the Mochicas among the most 

accomplished ceramists the world has ever known. In quality their line 

drawings are equal to those of classic Grecian pottery, and their ceramic 

sculpture is comparable to the tomb figures of ancient China. 

Late Mochica was a period of intensified militarism and territorial ex

pansion. The arts gradually declined, although the painted decorations . 

often displayed a bristling vitality. Linear designs became increasingly 

crowded with backgrounds completely filled in with symbolic motifs 

until the effect produced was that of an all-over pattern. Precisely executed 

geometric designs, undoubtedly reflecting those used in textiles, were also 

characteristic of the late period. In modeled ceramics inspiration seems 

to have been waning and forms were often executed and painted in a 

slovenly manner. 

OTHER MOCHICAN ART FORMS 

Although the Mochicas are known chiefly for their ceramics, there is 

ample evidence of competence in other crafts. Weaving was a well

developed art, though not to the extent that it was in southern Peru dur

ing the same period. Several varieties of cotton and some wool were used. 
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Detail of the decoration of a 
late Moch icon stirrup-spout 
vessel from Trujillo. Red-brown 
on buff. Moche valley, ca. 600-
700 A.D. 



Stirrup-spout vessel in the form of a man 
holding a poncho. Red-brown, terra-cotta 
and cream. Early Mochica, Chimbote, 
Santa valley, ca. 200-400 A.O. 

Two fragments of small carvings in bone 
representing an owl and a fox warrior. 
Middle Mochica, ca. 400-800 A.O. 

A painted vessel in the British Museum shows a Mochican textile factory 

in which a number of weavers are at work at their looms while others 

are evidently receiving food and goods as payment for their labor. An

other evidence of organized industry are three figures in the Nathan 

Cummings collection which hold up gayly decorated shirts as if they were 

weavers or tailors displaying their wares. 

Because of the comparatively damp climate of the north coast, most 

Mochican textiles have deteriorated. They are represented in this collec

tion by an occasional fragment imbedded in the corroded surface of 

copper implements which lay next to them in graves. The collection 

offers, however, ample documentation on Mochican dress in the marvel

ously preserved ceramics in which a great variety of costumes are 

represented. 

The Mochicas were well versed in metal working techniques. Copper 

was fashioned into a wide variety of tools, surgical instruments, weapons, 

and ceremonial objects. Copper, gold and silver were wrought into a 

great variety of ornaments. Techniques employed included casting, forg

ing, cutting out from sheet metal, embossing, gilding, and silvering. 

Some alloys were made but true bronze was unknown. 

In spite of their great sculptural achievements in ceramics, there is no 

evidence of large statuary being attempted in any medium. Small carvings 

were precisely executed in wood and bone. Stone was fashioned into beads 

and pendants using primitive lapidary methods. 

The architectural remains of the Mochicas consist chiefly of large 

pyramidal temple mounds and massive fortifications which were usually 

located on promontories of land. These structures were made of adobe 

brick and indicate the use of much manpower but little of the engineering 

skill which later distinguished the fine stone masonry of the Inca. Access 

to the top of the mounds was afforded by ramps. On top of the mounds 

remains of temple buildings have been found. In some of them, chiefly 

in the Moche valley, fragments of colorful murals remain that show the 

ritual and symbolism of the warrior cult. 
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ORIGINS OF THE 

MOCHICA 

CIVILIZATION 

In broad outline, the chronology of the north coastal valleys in which 

the Mochica culture developed is shown in a chart at the back of this 

handbook. The divisions are based on excavations conducted chiefly in the 

Chicama and Viru valleys. In the former, Mochican deposits are under

lain by those of the Gallinazo, Salinar and Cupisnique cultures. The chief 

identifying artifacts of these periods are their pottery types. 

The Cupisnique culture was a coastal manifestation of the widespread 

Chavin Horizon. Its ceramic style is characterized by globular-shaped 

vessels surmounted by thick stirrup-spouts. The surface was decorated 

with incised geometrical and curvilinear designs, slip painting, low relief, 

textural treatment, or a combination of these. Some vessels in the form 

of simply modeled figures are also found. 

In the Salinar Period several new or modified pottery forms appeared. 

The stirrup-spout was often replaced by a vertical spout with a strap-like 

handle extending in a curve from its side to the shoulder of the vessel. 

This is called a "handle spout." In another characteristic variation a spout 

and a figure placed on the top of a vessel were connected by a flat or 

round bridge. Salinar figures were highly stylized and somewhat less 

naturalistic than those in Cupisnique. Toward the end of the period a 

white on red style of decoration made its appearance . 

Lying stratigraphically between Salinar and Mochica deposits in the 

Chicama valley a negative painted pottery is found. This style continued 

for some time contemporary with Mochica in the neighboring Viru valley 

where it is known as Gallinazo. The Gallinazo culture shows s~rong rela

tionships to Recuay, a culture then developing in the highlands and about 

which little is yet known. 

The interrelations of these early north Peruvian styles with each other, 

and with the Mochica, constitutes an area of controversy among authori

ties in the field which will not be resolved until a great deal more archae

ological work can be done in the region. 

One plausible explanation of the origins of the Mochicas was advanced 
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to the writer by Junius B. Bird of the American Museum of Natural 

History with the reservation that, like all such theories, it was partly an 

educated guess, partly interpretation of known facts. Mr. Bird contends 

that the Mochica civilization developed directly out of the Cupisnique and 

that the Salinar and Gallinazo periods represent invasions of groups which 

did not gain control of the entire area occupied by the Cupisnique and 

were driven out by a resurgence of those people. He predicts the finding 

of an unbroken sequence, Cupisnique to early Mochica, somewhere in the 

area, perhaps in the Lambayeque valley which lies to the north. The 

influence of Salinar and Gallinazo styles he explains as the natural result 

of cultural contact. 

Mr. Bird's theory is supported by the close relationships to late Cupis

nique style evident in many early Mochica ceramics such as the early 

representation of Ai-Apec above. Here the god is directly related to the 

feline figure which was the most characteristic feature of Cupisnique and 
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Early Machican stirrup-spout head vessel, por• 
traying Ai-Apec, which shows strong influence 
of the Cupisnique style. Chimbote, Santa valley, 
ca. 0-200 A.D. 



Early Mochican vessel showing strong influence 
of the Salinar style . Arms restored . Dark red, 
creom and buff. Chimbote, Santa valley, ca. 
0-200 A.D. 

highland Chavin religious art. A few ceramics in the collection are deco

rated in low flat relief or incising, also reminiscent of this earlier style. 

The stirrup-spouts on Cupisnique modeled ware usually were placed on 

an axis parallel to the front of the figure. The representation of Ai-Apec 

and a number of other early Mochican pieces in the Nathan Cummings 

collection display this axis; though in later Mochican modeled ware, the 

stirrup usually occupies an axis bisecting the front of the vessel. The 

similarity of shapes in early Mochica spouts to those of late Cupisnique is 

another evidence in favor of Mr. Bird's theory. 

Dr. Donald Collier, of the Chicago Museum of Natural History, and 

other authorities such as Raphael Larco-Hoyle of Peru favor a second 

theory concerning the origin of the Mochicas. Dr. Collier suggests that 

the Mochica could have developed "in situ" and that Salinar is but a 

transitional phase between it and Cupisnique. To support his contention 

he points out that excavations in the Viru valley indicate a smooth transi

tion between late Cupisnique and early Salinar; Mochica seems to him to 

develop logically from the late white-on-red phase of the latter culture. 

He explains the re-appearance of strong Cupisnique influence by predicting 

that evidence that some phases of Chavin remained in the highlands 

long enough to affect the early development of Mochica will be found. 

Considerable support is given to Dr. Collier's views by a number of 

early Mochican ceramics in the Nathan Cummings collection which show 

strong Salinar influence. Most of these are decorated in a white -on-red 

manner similar to the late Salinar style, and a few figure pieces show 

conventions usually associated with Salinar modeled ware. The charac

teristic SaJinar arrangement of spout and figure connected by a bridge 

occurs only once, but modifications of the equally characteristic handle 

spout are found in all phases of Mochican ceramic art. 

It can be seen that, though these theories are interpretations based on 

much the same evidence, they are widely divergent. Perhaps when all the 
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necessary data is available, the answer will be found to be a combination 

of the two, including possibly some as yet unknown and unpredicted 

factors. 

Both theories give scant attention to the Gallinazo culture although 

influence of its negative style is found in early Mochican pottery. Perhaps 

the most logical answer to this problem is that Gallinazo was an intru

sion, possibly from the interior regions in which the related Recuay 

culture is found. 

The origin, meaning and distribution of design motifs is a field of 

investigation which may shed some light on the interrelations of ancient 

Peruvian cultures . The Nathan Cummings collection includes a number 

of interesting Mochican examples of such design elements. 

Mention has already been made of the puma, which was used as a re-
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Handle-spout, portrait head vessel. Orange 
brown and buff with traces of black . Early 
Mochica . Chimbote , Santa valley , ca . 300-500 
A.D. 



A B 

ligious symbol throughout Peru and may be traced back to the early 

Chavin Horizon. In the Master Craftsman Period and later it is some

times found with plumes attached to its nose, head, and tail. This animal 

was one of the principal elements of Recuay art, where it was synthe

sized into a few simple linear components. Three of Mr. Cummings' 

early Mochican ceramics depict this plumed feline in a manner closely 

resembling the Recuay conventions. The stylization is foreign to Machi

can art and suggests an early relationship between Recuay and Mochica, 

though the explanation may be found in their mutual inheritance from 

some, as yet undiscovered, phase of Chavin art. The anthropomorphized 

version on the title page shows strong Cupisnique or highland Chavin 

influence. Later Mochican representations of this plumed puma are ren

dered with considerably more realism than the early examples cited. They 

are found in line, in relief, and in full round with a step motif usually 

associated with the plume. 

The author suggests the possibility that another more frequently occur

ring Mochican design element may be identified as a stylized nose plume 

of this same animal. This motif is found in all phases of Mochican art, 

usually in sequence as a decorative border, as a painted neck ornament 

on portrait jars, or, rarely, modeled singly in the round. The symbolism 

of the nose plume would seem to be the same as that of feline itself

associated with the powerful warrior priest class and with Ai-Apec. While 

treading on the thin ice of speculation, the author further proposes that 

the familiar "step and wave" pattern found throughout Peru may be, in 

Mochican art at least, the same element as the nose plume geometricized 

by the warp and weft of basket and textile weaving. 

A second motif which was also widely distributed in ancient Peru and 
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THE PLUMED PUMA MOTIF 

A - Typical Recuay stylization. 

B - Early Mochican Example. 

C - Middle Mochican Example-Detail. 

D, E - Nose plume motifs from the necks of 
portrait heads. 

F - Step and wave motif from Middle Mo
chican representation of basket weaving. 
Perhaps derived from nose plume motif. 

G - Step and wave motif from Middle Mo
chican representation of textile design. 



THE SERPENT HEAD MOTIF 

A - Used as reverse repeat on Early 
Mochican vessel to form background 
for duck in relief . Perhaps used here . 
as symbol of fish. 

B - Geometricized decoration on Early 
Mochican vessel. Perhaps representa
tion of sting rays. 

C - From rubbing of low relief on an 
Early Mochican vessel in which 
motif is repeated in diagonal bands . 
Here serpents seem to be repre
sented. 

Stirrup-spout vessel decorated with geo
metric textile design which may have 
been derived from reverse repeat of ser
pent head motif. Red-brown on grayish 
cream. Late Mochica, Trujillo, Moche 
valley, ca. 600-700 A.D. 

B C 

probably came from the Chavin Horizon, is a triangle-shaped head. In 

earliest Mochica this design element appeared as an already highly stylized 

motif, as illustrated by the Salinar-influence example on page 24. It was 

used as a convention in representing what seem to be a spider, sting ray, 

and serpents. Most frequently, however, the design was used as reverse 

repeat and is found as a border ornament on ceramics, in headdresses, or 

as the hem border of a garment. Its use in textile weaving subjected it to 

the geometric convention of that craft and probably led in late Mochica 

to highly abstracted elements. 

The use of the triangular head element as a convention in representing 

several animals and as a geometric design unit does not rule out the 

probability of its having had a definite symbolic meaning. Considering its 

probable Chavin origin and its application in Recuay, Paracas, and other 

cultures besides Mochica, its most logical interpretation is as a serpent 

head. If this is correct, its original significance seems to have been some

what lost in post-Tiahuanaco cultures, where it was often used in textile 

designs to represent a fish, though a related interlocking serpent head 

motif is also common. 

Whatever the significance and history of the plumed puma and tri

angular head motifs may be, they give evidence of strong connections 

between the Mochica and the Chavin periods and possibly indicate a close 

relation between early Mochica and Recuay. The Mochican people did 

not develop their civilization suddenly from a vacuum but drew heavily 

on the arts and sciences of predecessors and neighbors. What sets them 

apart is the rapidity and skill with which they formulated and maintained 

a distinctive art and culture of their own, which in many ways was greater 

than any other seen in northern Peru before or since. 
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OTHER CULTURES REPRESENTED IN 

THE NATHAN CUMMINGS COLLECTION 

Nazca bowl with conventionalized cactus 
thorn and other design motifs. Polychrome, 
ca . 300-700 A.D. 

Seated crying figure . A rare example of 
Nazca modeled ware . Polychrome, ca. 
0-700 A.D. 

The non-Mochican ceramtes and other artifacts m the Nathan Cum

mings collection are relatively few in number and of less artistic 

importance. Except for the Nazca pottery, they serve to emphasize by 

contrast the dramatic intensity and imaginative power of the Mochican 

material. In the crafts, technical skill and creative ability seem to have 

reached their heights in the Master Craftsman Period. The foremost 

achievements of late Peruvi an cultures were limited to the arts of archi

tecture and political organization, though technical competence was 

maintained in the crafts down to the time of the conquest. For this reason 

the discussion of the other cultures besides the Mochica represented in the 

collection is limited to the few general observations that follow. 

NAZCA 

The Nazca civilization, which flourished on the south coast of Peru 

during the Master Craftsman Period, was limited to the Pisco, lea and 

Nazca valleys. Because of incomplete archaeological data, and the fact 

that their art was abstract and symbolic rather than depictive, little is 

known of the Nazcas' beliefs, customs, and way of life. Like the Mochicas 

their culture was religion-centered and seemed to have placed great 

emphasis on ancestor worship. The vast numbers of amazingly intricate 

textiles, fine ceramics, and metal work which they interred with their dead 

would seem to represent a major portion of their craft production. 

The Nazca and other south coastal cultures are especially noted for 

infinitely varied, colorful, and finely woven textiles. Their accomplish

ments in this craft are scarcely equalled anywhere in the world. As has 

already been mentioned, Nazca ceramic decoration was largely controlled 

by the convention of this dominant art form, yet the beautifully fashioned, 
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highly polished, polychrome pottery holds its own among the foremost 

ceramic achievements of Pre-Columbian America. For the most part 

Nazca ceramics were made by the coil method and were oxidation fired. 

The range of colors presented by the slips and mineral pigments is ex

tremely wide. Often as many as ten or twelve different hues are found in 

the decoration of a single vessel. Chief among the colors found are vari

ations of earth reds, yellows and browns, black, white and tones of gray 

and slate blues, greens, and purples. 

The principal pottery types made by the Nazca are globular vessels 

with twin spouts connected by a bridge, and a great variety of bow ls, cups, 

beakers, and small-mouthed jars. Modeled ware is comparatively rare 

with the forms usually kept very simple and details rendered in the 

painted decoration. Highly stylized head jars were made in which only 

the nose and ears and sometimes the mouth were rendered in relief. 

The subject matter of Nazca pottery decoration seems to be almost 

entirely religious in its significance. The two most characteristic motifs 

are a prominently-whiskered feline deity, usually anthropomorphized and 

elaborately costumed, and a complex thorny cactus demon. Human, 

animal, bird, fish, fruit, and vegetable motifs are also found in varying 

degrees and manner of stylization. Often figures are shown with many 

fruit and vegetable appendages, which may indicate that they are agricul

tural deities. Sometimes a running warrior figure with a feathered lance 

is seen. Trophy heads, held by various demons, used as a decorative device 

and occasionally modeled in the round indicate war-like propensities of 

the Nazca, though the limited area occupied by their culture belies expan

sionist tendencies. 

The Paracas Cavernas and Paracas Necropolis cultures which have been 

identified as Pre-Nazca do not represent an unbroken sequence of style 

development for the south coastal area, though relationships between 

them are evident. In Cavernas art some obviously Chavin elements are 

present, and in the Necropolis phase many intricate textile designs are 

directly related to those of later Nazca ceramics. Nazca pottery may be 

divided into a number of more or less distinctive stylistic phases, but their 

exact sequence is still a matter of controversy. 
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Double spout vessel decorated with 
vegetable demon. Polychrome . Nazca, 
ca . 0-700 A.D. 

Double spout vessel in the form of a 
trophy head. Brownish black , cream 
and dark earth red. Nazca, ca . 
0-700 A.D. 

Head jar with nose, mouth and ears 
in relief . Polychrome. Nazca, ca. 
0-700 A.D. 



TIAHUANACO 

Single spout vessel in form of seated 
figure. Polychrome. Nazca with Tiahuanaco 
influence, ca . 700-1000 A.D. 

Jar with serpent motif decor. Polychrome. 
Coastal Tiahuanaco with Nazca influence, 
ca. 700-1000 A.D. 

Single spout vessel in form of coiled ser
pent with cursive decoration. Buff, earth 
red and black. North Coast Tiahuanaco, 
Trujillo, Moche valley, ca. 700-1000 A.O. 

Double vessel, representing figure seated on a throne holding a shell. Dark 
red-brown and creamy white. Coastal Tiahuanaco, Pachacamac, ca. 700-
1000 A.D. 

Though the Nathan Cummings collection contains a small but repre

sentative group of Nazca ceramics, the number of examples of the Tiahu

anaco period are few. Briefly, the early phases of this culture may be 

identified with two areas: one called "Classic Tiahuanaco" is associated 

with the Bolivian highland region around Lake Titicaca, the other is cen

tered in the Huari valley in the southern Peruvian highlands between 

Cuzco and the Nazca area on the coast. It is from the latter center that 

most archaeologists now believe the Tiahuanaco expansion took place. 

The conquest had a religious as well as military character. 

In the south coastal area the Tiahuanaco style first mingled with and 

then overwhelmed that of the Nazca. The high standards of artistic 

achievements of the area do not appear to have lessened during this ab

sorption process, in fact some of the first of Peruvian textiles were made 

on the south coast during this period. 

In the north, on the other hand, the Tiahuanaco armies were evidently 

met with determined resistance by the Mochican warriors. Their ulti

mate defeat brought about a total eclipse of Mochican art and culture. 

The pottery of the area which dates from the Tiahuanaco period displays 

horn-like spouts and flat bridge forms typical of the conquering peoples, 

with little of the skill and none of the subject matter which distinguished 

the products of the Mochican culture. 
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Double vessel showing characteristic Tiahuanaco form combined with 
subject elements derived from the Mochicas. Blackware. Chimu, Chimbote, 
Santa valley, ca. l 000-1470 A.O. 

Some survivors of the Mochican priest-warrior class evidently escaped 

during the Tiahuanaco invasion and established themselves in valleys to 

the north. Some Mochican religious elements re-emerged after the 

decline of Tiahuanaco power to form a principal ingredient of the Chimu 

culture. Chimu ceramic art, however, seldom approached the heights 

achieved by the Mochicas. The greatest accomplishments of the Chimu 

appear to have been in the realms of political organization and city 

building. 

Chimu ceramics are usually polished blackware, though some red and 

occasionally painted ware is found. The blackware may be easily distin

guished from that of the Mochicas by its style, which is much more primi

tive and less realistic. The stirrup device was used on Chimu pottery but 

is usually squarish in cross-section with a small bird or monkey perched 

at the joining of the stirrup and spout. The long tapered spouts and flat 

bridge device of the Tiahuanaco, together with a double-vessel type of 

that culture, persist as characteristics of Chimu art and were used contem

poraneously with forms descendant from the Mochica. Pressed decoration 

was often applied to the vessels with wooden or clay blocks. 

The Chimu art style was not greatly affected by the Inca conquest. 
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CHIMU 

Detail of back of vessel at left showing 
typical Chimu pressed decoration. 

Stirrup-spout vessel in form of puma. 
Blackware. Chimu. Trujillo, Moche valley, 
ca. 1000-1470 A.D. 

Stirrup-spout vessel with figure drinking 
frorn cup. Spout broken. Orange-red with 
traces of cream and black. Chimu or 
Inca. Chimbote, Santa valley, ca. 1000-
1500 A.O. 



Amphora with pressed decoration . Blackware . Inca Period, Pacas
mayo, Jequetepeque valley, ca . 1470-1532 A.D. 

Pottery continued to show the same stylistic traits though sometimes 

a flaring rim derived from the Inca was used. Rarely a typical Inca form 

such as the amphora -like jar was made in Chimu black with pressed 

decoration. 

The metal work of the Chimu people before and after the Inca con

quest was sometimes of extremely high quality. Most of the examples 

in the Nathan Cummings collection, however, show a preference for 

maximum effect with a minimum of effort. What appear to be silver 

ornaments often prove after careful examination to be made of copper 

thinly overlaid with silver. Workmanship is usually poor, with ornaments 

crudely cut out and details added by simple embossing or stamping . The 

profusion and variety must have lent a glittering effect to the apparel 

which they adorned. 
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Slivered copper ornaments. Late Chimu or Inca Period. 

Headdress ornament to which copper device was once attached. 

Headdress ornaments in the form of birds . Ornaments , in the form of sea life, which were sewn 
to clothing. 

North coast, ca. 1300-1500 A.O. 
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and the artist, Frank Eorio, for their splendid cooperation and goodwill in 

meeting the special requirements of this publication. 

34 

ALAN R. SA WYER 

The Art Institute of Chicago 

June, 1954 



ADDITIONAL EXAMPLES 

OF MOCH I CAN ART 

CoP._per mosk in the likeness of Ai-Apec . Eyes inlaid with 
shell and pyrites (shell teeth missing). Traces of red-orange 
paint on face and gilding on ear ornaments . Middle 
Mochica, ca . 400-600 A.D. 
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Stirrup -spout vessel decoroted with plumed pumos. Red-brown on light 
gray. Early Mochica , Trujillo, Meche valley , ca . 0-200 A.D. 

36 

Stirrup-spout vessel decorated with spiders . Black on gray . Early 
Mochica, Trujillo, Meche valley , ca . 100-300 A.D. 



Stirrup-spout vessel with blind spout in form of a war club . Decoration depicts Ai-Apec as a crab demon 
catching a fish demon. Earth red on cream, spout restored. Early Mochica, Chicama valley, ca . 200-400 A.O. 
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Opposite page : Stirrup-spout ve ssel deco 
rat ed with ha w k warriors. Red-brown on 
cream . Middl e Mochica , Chicama valley, ca . 
400-600 A.D. 

Stirrup-spout vessel decorated with running 
bird messengers . Brown on cream . Late 
Mochica , Chicama valley, ca. 600 -700 A.D. 
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Stirrup -spout vessel decorated with geometric tex
tile design . Dark brown on cream . Late Moch ica, 
Trujillo , Moche valley, ca. 600-700 A.D. 



Stirrup-spout vessel decorated with low relief 
depicting fish demon. Red-brown and cream . 
Middle Mochica, Trujillo, Meche valley, ca. 400-
600 A.D. 

Stirrup-spout vessel with high relief 
depicting fish and human figures . 
Orange-brown on gray, negative 
painting. Early Mochica, ca. 200-400 
A.O. 
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Stirrup -spout vessel decorated with relief depicting Ai-Apec and a crab 
demon . Blackware, Early Mochica , Chimbote, Santa valley, ca . 200 -400 A.D. 
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Stirrup-spout vessel in the form of a llama 
head . Orange on buff . Early Mochica, Chim 
bote, Santa valley, ca . 0-200 A.D. 

Opposite page: Stirrup-spout vessel in the form of 
a seated figure holding a "corn popper" and a 
rolled mat . Orange-brown on dark gray . Early 
Mochica, ca. 200 -400 A.D. 

Stirrup -spout vessel in the form of a seated figure. 
Plum on grayish creamy white . Early Mochica , Ch i
coma valley, ca . 0-200 A.D. 







Opposite page : Stirrup -spout vessel in 
the form of a seated deer . Red-brown on 
cream . Middle Moch ica, Chimbote , Santa 
valley , ca . 400 -600 A.D. 

Stirrup-spout vessel in the form of 
a parrot. Red-bro w n on cream . 
Late Mochica, Chicama vall ey, ca . 
600 -700 A.D. 

Stirrup-spout vessel in the form of a warr ior seated atop a 
globular shaped pot . Traces of black and cream on terra -cotta . 
Early Mochica , Chimbote, Santa valley, ca . 300-400 A.D. 
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Jar in the farm of a figure with arms amputated . 
Earth red , creamy white, and traces of black on 
terra-cotta. Early Mochica, Chimbote, Santa valley, 
ca. 200-400 A.D. 
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Chalice in the farm of a puma head . Rattle in 
handle . Traces of cream on terra-cotta. Early 
Mochica, 'chicama valley, ca . 200-400 A.D. 

Opposite page : Jar in the farm of a por
trait head . Red-brown, cream, and traces of 
black . Early Mochica, Chicama valley, ca. 
200-400 A.D. 





48 

Cup in form of head of Ai-Apec. Dark red -brown on cream. 
Late Mochica, Chimbote , Santa valley, ca . 600-700 A.O. 

Opposite page : Fragment of large figure jar . Spout in form 
of portrait head · with gold nose piece , Brownish black and 
grayish cream. Late Mochica , Chicama valley , ca. 600-700 A.O. 





CHRONOLOGY CHART 
The relative chronology on the opposite page is a compromise 
between generally accepted dates and those indicated by carbon 
14 data . The latter is not as yet extensive enoug h to es tabl ish 
a completely reliable time sequence for ancient Peruvian cultures. 
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