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Abstract
Clay Bodies, Powerful Pots: On the Imagery and Ontology of Wari Faceneck Vessels
Andrea Vazquez de Arthur

The faceneck vessel is a significant and prolific ceramic form in the visual culture of the
Wari civilization, a powerful polity with formidable cultural influence during the Middle
Horizon Period of Andean prehistory. Numerous large and elaborately modeled and painted
examples have been unearthed from prominent Wari centers, and hundreds of smaller examples
have been found in tombs or reside in collections without provenience. The faceneck form was
produced in all epochs of the Middle Horizon and has been found at Wari sites across the entire
region of Wari influence. Furthermore, this vessel type has antecedents that can be traced back to
the second millennium B.C., was produced by various Middle Horizon societies, and continued
to be produced after the collapse of the Wari Empire in A.D. 1000. Nevertheless, the faceneck
vessel has never been at the center of any major study and little is known about the meaning or
use of this elusive ceramic form. This study aims to shed light on the faceneck vessel in the
context of Wari visual culture by bringing together more than 200 examples drawn from
collections in Peru, the United States, and Europe. Through the formal analysis and stylistic
comparison of facenecks from all over the Wari sphere of influence, this study looks closely at
how the faceneck form may have functioned within an ancient Andean social network that
included both human and non-human participants.
Scholarship on ancient Andean visual culture has recently been undergoing an
ontological turn as art historians, archaeologists, and anthropologists have been applying a
localized ontological perspective to their interpretations of the material record. This study applies

Andean perspectivism, an ontological viewpoint that considers the significance of feasting rituals
and ancestor veneration within an animate world, to think through the potential for faceneck
vessels to have participated as social agents in complex rituals involving valuable offerings and
communion with the dead. Ultimately, I conclude that faceneck vessels, as anthropomorphized
objects projecting a powerful sense of personhood, likely functioned as active participants in
rituals involving the transfer of offerings between disparate parties. I argue that as full-bodied
clay persons, faceneck vessels are well equipped to provide material bodies for the absent bodies
of the recipients of offerings, such as disembodied ancestors. Serving as surrogate bodies,
facenecks may have helped fulfill certain critical acts of reciprocity that were required by the
Andean doctrine of ayni. This study brings attention to the prominent status of ceramics in the
ancient Andes and calls for further study into how other uniquely Andean ceramic forms may
have played similarly powerful roles in ritual activity.
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Chapter 1: Thinking Through Facenecks
Vessels are a complicated technology. As containers, they are deceptively simple, but by
virtue of the fact that they are constructed in a myriad of ways, from diverse media, and come in
all shapes and sizes across the history of human civilization, their potential for complexity is
palpable. Perhaps nowhere is the variability of the vessel more seized upon than in South
America, where artistic traditions developed in near isolation from the rest of the world for
thousands of years.1 From the sculptural figures of Cupisnique and Moche, to the austere forms
of Nasca and Wari that nevertheless provide a smooth surface for a world of painted
iconography, to the complicated mechanics of whistling bottles and paqchas, all are, essentially,
vessels. They all have an inner cavity for holding fluids, which may flow in and out through one
or more spouts. At their extremes, these vessels may be no bigger than a thimble or larger than a
person, confounding the relationship between function and scale. In some cases, the spout holes
are so small it is a wonder how the vessels were filled, while in others, the vessel body is shaped
in a manner that impedes emptying it. How such vessels were used, and why they were made, are
questions that require a complete reorientation on the concept of the vessel.
Faceneck vessels characterize a particular type of ancient Andean pottery that is
particularly prolific throughout the region of Wari influence, during the Middle Horizon (6001050 AD). While there is certainly a substantial degree of variability across Wari faceneck
vessels in terms of iconographic style, craftsmanship, and size, they are at the same time
conspicuously consistent in overall proportion and shape, allowing the faceneck to be identified

1

There is evidence that some degree of contact occurred between South America and
Mesoamerica, probably via coastal travel from northern Peru and Ecuador to western Mexico.
However, it remains unclear when such contact occurred and for how long it was sustained.
Much more research is needed into the cultural correlations between the northern Andes and
west Mexico.
1

as a discrete category of vessel, distinct from other narrow necked jars. The current study looks
closely at the Wari faceneck vessel in an effort to gain insight into this common, yet elusive
object. Through, first, an interrogation of vessel ontology, followed by investigations into the
faceneck form, iconography, and archaeological context, the goal of this study is to learn more
about the role of pottery in the ancient Andes by better understanding one particular type of
vessel.

Ceramics in the Ancient World
All societies, past and present, share a need for utilitarian containers, not least of all in the
preparation and service of food and drink. And while the Andes may have produced an
especially broad spectrum of vessel types and forms, there is evidence of equally novel attitudes
towards containers in other parts of the world—instances of vessels “behaving badly.” The
notion of a vessel misbehaving has to do first with the presumption that a vessel functions
primarily as a container, and second with the vessel’s failure to complete that function, or at the
very least with some aspect of its design that either impedes this function or makes that function
less relevant. Richard Neer interrogates the category of the vessel in ancient times, arguing that
the concept of the vessel in ancient Greece was far too fluid to be confined within a category
defined only by its physical form and its practical function as a container. In one instance, Neer
discusses a special variety of drinking cup with a false bottom that makes it appear larger than it
is, transforming the cup into a joke once the recipient realizes how quickly he is out of wine. He
compares this kind of trick cup to a funerary oil flask with a similar false bottom that allows
mourners to decorate a tomb with what appears to be a generous offering of oil, when only a
small portion is needed. In both cases, the vessel’s interior and exterior work in tandem to

2

deceive any onlookers as to the quantity of its valuable contents. As Neer puts it, “In each of
these two cases, the vessel works precisely by failing to work.”2
Neer observes the way in which Greek vessels are often interchangeable with bodies and
body parts, and gives as an example eye-cups, which operate as both cups and faces. These wide,
shallow drinking cups with large eyes painted on the exterior are different things to different
people: a drinking vessel for the user, and a mask to the beholder who looks on as his drinking
mate raises the cup to his lips.3 From here, he traces the evolution of vessels, and images of
vessels, used to mark burials in a complex interplay of nested metaphors between vessel and
body. Apart from the vessel used to hold the deceased person’s cremated remains and buried in
the ground, no other vessels or representations of vessels that appear above ground and serve to
mark the grave are meant to contain anything. Rather, they work semiotically to reference,
describe, and identify the dead.4
The Uruk vase is another example from antiquity of a vessel that is semiotically complex
and does a lot more than contain a substance. This alabaster vase, also known as the Warka vase,
dates to at least 3000 B.C. and was discovered in the temple of Inanna at Uruk, in modern day
Iraq. Standing at just over one meter tall, it is carved with five registers of relief images that
encircle the vessel body. The top register is the most complex and the iconographic program on a
whole is thought to represent the divine Sacred Marriage between the deities Inanna and
Dumuzi, or alternately an earthly ritual involving the king and the high priestess who enact the
Sacred Marriage between Inanna and Dumuzi. What makes this vessel noteworthy is that the
2

Neer, “Ancient Greek Vessels between Sea, Earth, and Clouds,” 26-27.

3

Neer, “Ancient Greek Vessels,” 8-9.

4

Neer, “Ancient Greek Vessels.”
3

image of the vessel itself is represented in the top register where it appears as one of a pair of
matching vessels. Drawing on the work of W. J. T. Mitchell, Zainab Bahrani classifies the Uruk
vase as a “hypericon” or “metapicture” because of this self-referential quality.5 Moreover,
Bahrani pushes the concept of self-referentiality even further when she describes the vase as a
performative image that not only represents the Sacred Marriage ritual in relief, but reiterates it
with its very presence.6 The Uruk vase is therefore not merely a container, but a ritual object that
activates and reinforces the power of the Sacred Marriage itself. In fact, Bahrani relates it more
closely to the Altar of Tukulti-Ninurta and the Arch or Titus, both self-referential works, and
neither one a vessel.7

Ceramics in the Ancient Andes
Across the globe, as in South America, vessels are made from various materials, from
clay to stone to precious metals. Yet, the earthenware media in particular demonstrates the
potential for variability in the design and manufacture of vessels, resulting in significant
differences between the ceramic traditions of one culture to the next. In the ancient Andes,
ceramics held an important position as a prestigious medium of cultural expression. This is not
only evident in the sheer quantity of fine ceramics that have survived the centuries, but also in
the role ceramics served and in the way their production was handled.
In the earliest period of the Nasca civilization, during the era of Cahuachi, textiles of the
finest quality and iconographic complexity were produced and it appears that the textiles

5

Bahrani, “Performativity and the Image,” 16.

6

Bahrani, “Performativity,” 22.

7

Bahrani, “Performativity,” 21-22.
4

medium carried significant prestige. One of the finest examples of Nasca fiber arts is a
ceremonial mantle, now in the collection of the Brooklyn Museum (38.121). This mantle, among
the most renowned of all Andean textiles ever discovered, is famous for its border of ninety
meticulously crafted needle-knit figures and likely dates to the Nasca 2 period. Sometime after
Nasca 3, Nasca society underwent a crisis and Cahuachi was largely abandoned. After this time,
textiles of the caliber of Early Nasca period were no longer produced, while the production of
finely-crafted, polychrome pottery gained momentum. Apart from their mysterious desert lines,
the Nasca are today best known for their vivid, polychrome pottery. Their mastery of the slippainting technique made it possible to transcribe the intricate figures of their elaborate,
supernatural world onto the smooth surface of the ceramic vessel, resulting in the clear
presentation of a profoundly complex and coded iconographic system. For the Nasca, it appears
that the privilege and prestige associated with textiles in their earliest days was ultimately
surpassed by the medium of ceramics, which lasted until the collapse of the Nasca civilization
around A.D. 600.
On the north coast, the tradition of sculpting elaborate forms and figures in clay has its
roots in the Cupisnique pottery tradition of the Early Horizon. Later, the Moche civilization
standardized this tradition with the use of molds for the assemblage of carefully composed
images, including their famous portrait-head vessels. Although the use of mold technology is
well accounted for, with many molds and mold pieces having been found in excavations, the
comparatively slight number of identical vessels in the corpus of Moche pottery indicates that
molds were not used for the sake of mass production, but rather likely served a more
iconographic role. Margaret Jackson argues that molds served to control the image, and its
meaning, in all its parts, much in the way a grammatical system works to control the use of
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language.8 Thus, ceramics on the north coast served as important sites for visual communication,
such that their production warranted careful mediation.
Wari ceramics tend more towards the south coast tradition of slip-painting that was
perfected by the Nasca, although they too are known to have used molds. Like the Nasca, Wari
potters used the smooth surfaces of ceramic vessels to stage the expression of their complex
cosmology. Fantastic beasts that combine various traits of creatures from the natural world,
including humans, are depicted in vibrant colors. Such figures may be elaborately dressed or
adorned with headgear and weaponry that is embedded with highly coded motifs that stream
from the head, hang from the waist, or float on and around the body. Many of the same figures
and visual motifs also appear on fine tapestry-woven tunics, attesting to the great religious and
political significance of the imagery.
On the most elaborate vessels, those likely made for ceremonial use, motifs are packed
together into complicated assemblages that nevertheless appear perfectly ordered and
systematically composed. The painters of these pots no doubt commanded a deep understanding
of how to use and combine motifs into an iconographic language. On lesser quality vessels,
similar motifs are imitated yet they often lack precision and detail, as though made by potters
who were not only less skilled, but less literate in Wari ritual imagery. At Conchopata, a Wari
city where much ritual pottery was produced, artistic production appears to have been carried out
not in isolated workshops, but rather inside private, residential compounds of high status.9 Like
Maya scribes who came from the elite segments of the population and practiced an art form of
great mystique and prestige, Wari potters may have similarly been privy to a sacred knowledge
8
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base not fully accessible to the general public. While fine pottery often turns up in the graves of
the honored dead, some of the largest ceramic vessels displaying extraordinary imagery were
ritually smashed and buried in offering deposits. It is clear that for the Wari, ceramics were as
important as textiles to the creation and dissemination of cosmological meaning, particularly in
ritual contexts.

An Ontological Approach to Andean Ceramics
Andean ceramics present us with lively images. They can be sculptures modeled in the
round, or their surfaces can be covered in a dense composition of figures and forms, in either
case they are almost always vessels. As images they provide a lot to look at, and they beckon to
be read like texts.10 To facilitate this manner of interpretation, it is common to see painted
vessels published in books as roll-out drawings, like the impression left by a cylinder seal. And
while there is surely much to decipher from these images, they are not the entire object, and do
not tell the whole story. Just as a cylinder seal may have the ability to shift its narrative
depending on how it is rolled out—a nuance that only becomes apparent once the roundness of
the object is considered alongside its flat impression—a ceramic image must likewise be
considered as both an object and an image working in tandem to produce meaning. Therefore,
one cannot ask what a particular ceramic image means, without first asking what it is and how it
works.
As Mary Weismantel and Lynn Meskell point out, when objects are viewed as images
and read as texts, there is a tendency to catalogue them according to pre-established social
categories, like gender or social status, thereby limiting their interpretation. In an effort to
10
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combat this tendency, Weismantel and Meskell suggest a different approach, which they call
“following the material” and describe as looking “not at images or data sets, but at the thing itself
in all its material, social and phenomenological aspects.”11 The significance of this more holistic
approach to interpretation is that objects like ceramic vessels may be freed from the constraints
of representation typically placed on images. Such constraints may regard images as serving only
as representations of something else, more apt to carry meaning than produce it.12 But a vessel
that bears an image becomes an image that is meant to be handled and put to work. Every time it
is filled or emptied, gifted, buried, or smashed, its agency is activated beyond just the
representational nature of its image.13
This approach of “following the material” stems largely from an interpretive method
Weismantel describes as “historical materialist.”14 It is an object-focused method that she defines
as being rooted in using the senses to better understand an object by paying careful attention to
how the object feels, sounds, etc., in addition to what it looks like. Formal analysis is another
term for this method and, as Weismantel discovers, it can be very effective for studying and
interpreting objects from the ancient past that lack provenience. But perhaps the more crucial
aspect of Weismantel’s method are not the tools of observation, but the viewpoint that how an
object behaves when it is handled offers an invaluable clue to its function, and furthermore that
an object’s purpose, its being, requires as much scrutiny as the image it bears such that neither
object nor image can be interpreted in isolation. This is effectively an ontological approach to
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interpretation in that it requires one to consider the nature of the object before trying to
understand what it means or represents.
With the approach of “following the material,” Weismantel combines the insights gained
from a thorough formal analysis, one that considers a given object in its entirety, with any
contextual information that is known about such objects, as well as more general information
about the people and culture that produced it. Applying this approach to Moche effigy vessels
commonly found in tombs, Weismantel draws connections between the ability of the effigy
vessels to contain fluids; the necessity and significance of water on Peru’s desertic North Coast;
the importance of controlling access to this water via irrigation canals, which are often tied to
kin-based land rights; the role of irrigation canals in the production of crops like corn; the
transformation of corn into chicha, a fermented beverage used in ritual contexts relating to
ancestor veneration, and that may have involved the use of effigy vessels; the deposition of these
vessels in tombs of the honored dead; and finally the metaphoric link between water, chicha, and
bodily fluids. This is clearly a more complex interpretation than simply identifying a ceramic
effigy as an elite warrior, frog, or sacred mountain. “Following the material” brings us closer to
understanding the vessel itself, and why they may take such varied forms as humans, animals, or
landscapes yet still appear to function similarly as tomb offerings. This deeper ontological dive
begins to investigate the nature of ritual objects, why they often had to be vessels or some sort,
and how their vesselness contributes to their meaning. It is an ontological approach that requires
a complete shift of perspective, pushing us to go beyond the question of how an effigy vessel
was used, and to ask instead what a vessel was for the Moche people.
This shift of ontological perspective is central to the work of Benjamin Alberti and his
interpretations of pottery produced in Northwest Argentina during their Formative Period
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(approximately the first millennium AD). Focusing on anthro- and zoomorphic “body-pots”
made by the La Candelaria culture, Alberti draws on Amazonian perspectivist theory to explain
the ambiguity between the vessels’ bodily features on the one hand and their resistance to be
anthropomorphized on the other.15 A common framework among many Amazonian social groups
is that bodies are inherently unstable because all bodies, including those of humans and animals,
were originally indistinguishable. Rather than viewing the La Candelaria pottery as
representations of static bodies, Alberti proposes that the body-pots are better conceived of as
“sites of subjectivity,” wherein bodily characteristics are not identifying static features, but
instead serve to create difference and thus stabilize an inherently unstable form.16 As an example,
Alberti cites a body-pot with female body parts and interprets it not as an image of a woman, but
as a literal clay body that reaches a greater degree of stability by being sexed as female rather
than ambiguously non-sexed.17 This interpretation attempts to completely disregard the notion
that figurative vessels are representative of something else, and looks instead at the Amazonian
concern with producing and fixing bodies of all kinds as material artefacts.
Alberti pays special attention to body-pots that appear to be in the process of production,
with bulges that allude to un-formed limbs and vessels that should have a face but do not.
Building on the Amazonian perspective that bodies are grown and produced via intentional
manipulations including massage, piercing, tattooing and scarification, he views these body-pots
as potentially exhisting in a similar state of growth and requiring comparable methods of
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manipulation to grow a body from an unstable to a more stable state.18 The body-pots are
therefore not representational of fixed, permanent bodies, but are themselves bodies in the
process of being made. As objects, they are less about the idea of a body as a finished product,
and instead seem to focus the mind on the very technology of producing and growing bodies
through the manipulation of the physical form. In this sense, they may be viewed as tools of
“psychological manipulation,” or objects used by humans to influence the thoughts and
behaviors of others, a concept Alfred Gell has termed “the technology of enchantment.”19
In his well-known article, titled “The Technology of Enchantment and the Enchantment
of Technology,” Gell works towards fleshing out his anthropological theory of art by viewing art
as a type of technology rather than as an aesthetic object. “Art,” a term he struggles to define,
becomes for Gell a psychological tool with a specific function, unique ability, or social role. And
while he does in some ways remain attached to the notion of art as something that is “beautifully
made, or made beautiful [emphasis in original],” the strength of his theory lies in his proposal to
consider art objects as being about something else, something unrelated to their perceived
beauty.20 They are objects that are not made to be admired, though they may be, but more
importantly they are made to effect change on something in the world that is otherwise uncertain.
Without knowing more about how the La Candelaria people used their body-pots, it is
difficult to say if or how they were expected to effect change, but Alberti’s main point is that
their purpose was to somehow participate in the world, not merely reflect it. He states: “Pots and
other materials are not separate, durable things of the world that simply add stability or are tools
18
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for transformation, but are part of the fabric of the world. If matter is considered unstable, then
so too are pots. Their fantastical forms are specific instances of intervening in the world, not a
representation of it.”21 The shift in perspective from viewing ceramic effigies as something
representational to something else, something not quite known or for which we do not have a
name, opens the door to reconsider these body-pots as a totally new kind of object. Are they
images? Vessels? Improvised performances?22 We may never know for sure, but asking these
kinds of fundamental questions gets us closer to understanding what pottery was for ancient
Andeans.

The Faceneck: A Special Kind of Vessel
The question of what pottery was for the people of ancient Andean societies is too broad
and unwieldy a subject to cover in a single study. In order to narrow the scope of this project, the
current study will focus on just one type of ceramic form: the faceneck vessel, specifically those
of the Wari tradition. A faceneck vessel is precisely what it sounds like. It is a vessel, sometimes
described as a jar or a bottle, with the depiction of a human face on the vessel’s neck. Faceneck
vessels are frequently found in excavations of burials, usually intact, and also as ritual offerings,
usually smashed. Countless more were collected or looted without context. As undeniably
charismatic objects, they are often described and frequently pictured in scholarly articles and
archaeological reports, but they are rarely singled out as their own category of object and have
not been studied or compared in isolation. Some studies refer to them simply as “effigies,”
grouping them with head vessels, standing figures, and other anthropomorphic ceramic wares.
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Such studies tend to be limited in their analysis of facenecks and have previously focused on
things like the pottery style as a chronological device; the iconography and its relation to similar
iconographic themes in other media, particularly the Southern Andean Iconographic Series
(SAIS); or the inclusion of facenecks in a particular archaeological context, such as offerings of
shattered pottery.
While each study certainly contributes significantly to understanding these remarkable
objects, many special qualities of faceneck vessels are overlooked, for instance their
extraordinary range in size, or the play between the utilitarian and semiotic aspects of their
function. By focusing on facenecks as a special category, an important aspect of my study is to
investigate the faceneck form itself. Like Alberti and the La Candelaria body-pots, I start by
asking basic questions about the nature of facenecks. What kind of thing is a faceneck and how
does it work? Andean pottery operates in ways that are unfamiliar to Western traditions, and so
exploring the ontology of the faceneck form is as important as analyzing variations in style and
iconography. To answer these fundamental questions, I turn to the analytical tools of thing theory
cultivated by scholars such as Arjun Appadurai, Bill Brown, and Esther Pasztory.
For an object that appears so frequently in ancient Andean visual culture, the faceneck
vessel is a mysterious thing indeed. Sometimes described as an effigy, other times lumped in
with all other narrow-necked jars, the faceneck’s ontological status flickers between the ritual
and the utilitarian. The potentially opaque nature of an object’s purpose is a central theme in Bill
Brown’s essay “Thing Theory.”23 In his analysis of the word “thing” and how it is used in
language, Bill Brown distinguishes it as a term used to describe something “concrete yet
ambiguous,” something which as of yet has no known name, or has a name that is momentarily
23
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forgotten, and finally to describe the vague and unknowable.24 Through his analysis, the term
“thing” is associated with both the known and the unknown, a discussion that culminates by
considering the past, present, and future meaning of Claes Oldenburg’s monumental sculpture,
Typewriter Eraser, made in 1999.
Brown notes that Oldenburg’s choice to depict a typewriter eraser at the dawn of the
digital age draws attention to the temporal limits of useful things, and, drawing on Heidegger’s
essay “The Origin of the Work of Art,” Brown observes that the thingness of objects becomes
most evident once they have been “released from the bond of being equipment.”25 A thing
removed from its time period becomes divorced from its purpose, as does a thing removed from
its social context. Facenecks are removed from both, making them an intriguing case study for
the application of thing theory.
In The Social Life of Things, Arjun Appadurai and the contributing authors investigate the
exchange of things between human agents.26 While facenecks may very well have been traded,
gifted, or otherwise exchanged, there is no contextual evidence of how, why, or between whom
such exchanges would have occurred, if they occurred at all. At best we know where some
facenecks were ultimately placed, and usually only when they were placed in unlooted graves or
smashed and buried in an act of ritual destruction. Nevertheless, Appadurai’s “methodological
fetishism,” which privileges the things themselves over their social contexts, shifts our point of
view from focusing on a society that makes things, to things that activate a society.27 From this
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perspective, the object, not the subject, becomes the point of departure and the focus of inquiry.
Even with limited data, the final resting place of a faceneck vessel offers at least a starting point
from which to consider the relationship between facenecks and their human handlers, and from
there to extrapolate on their potential as social agents.
The popularity of thing theory among anthropologists and archaeologists means that
many of the things being theorized are common objects of the everyday: a doorknob, a drill, and
a piece of paper are a few things that come up in Brown’s essay. Even in his discussion of
Oldenburg’s sculptures, Brown is interested in the artist’s choice of ordinary subject matter: a
hamburger, a fan, a typewriter eraser. In Thinking with Things, Esther Pasztory advances a
different kind of thing theory centered on objects that hold a privileged place in society. Ritual
objects, adornments of regal splendor, and works produced by the hand of a master craftsperson
inevitably require a different way of thinking than utilitarian objects. These are things that are
kept and cared for, respected and feared, brandished with pride, or hidden from view. They are
not so much used as engaged. They may be consulted and interacted with, and in this way they
are more like people than tools. Things of this sort require different kinds of questions.
In this study of faceneck vessels, to try and get close to what they are for, I ask how they
engage us. As human images, they naturally appeal to our own humanity. They look at us with a
watchful gaze, and their identity reflects our own. Many facenecks have not just faces, but bodies
too, and these bodies project a sense of identity and personhood, but who are they? With no
names or labels, the questions I ask of their identities are basic ones. Do they have a gender, and
if so, how is this expressed? Are these images of living persons, or dead ones? Do differences in
clothing, accessories, and hairstyles shift according to geographic location, and might this
indicate the representation of ethnic or political identity? To complicate matters, ancient
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Andeans lived in an animate world, engaging on a human level with the mountains, the earth, the
sea, and especially the dead. This raises the question of how anthropomorphic vessels were
regarded, and what kind of agency they may have had for the Wari.

Animism and Object Agency
Enquiries into object personhood and the expressions of identity inevitably lead to the
Andean concept of camay. Camay (also spelled kámay) is a Quechua term meaning creation; the
act of creation; to create; to form; to model; to give expression to; and to educe.28 Camay is
additionally translated as “to charge with being” and “to animate” by Salomon and Urioste in
The Huarochiri Manuscript.29 Tamara Bray further clarifies that camay “carries the connotation
of bringing something extant into being through the energizing of existing matter (as opposed to
creating something from nothing).”30 Grammatically, camay is a verb, and the term camaquen
equates to a noun derived from the verb. Thus, camaquen denotes the energy or animating force
of that which has been educed; and yet, the two words overlap in concept and usage because
camaquen is neither inherent nor inert.31 In his introductory essay for The Huarochiri
Manuscript, Frank Solomon discusses camay as an ongoing process, as “a continuous act that
works upon a being as long as it exists.”32 Animate beings, therefore, are continuously propelled
by their camay, which acts both as that being’s animating agent and as its animating force.
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According to the Andean worldview, camay is an aspect of all kinds of things, including
the mountains and streams; rocks, both shaped and unshaped; and the bodies of people, both
living and dead.33 In an essay about anthropomorphism, Carolyn Dean suggests that the self and
other dichotomy, which according to the Western worldview distinguishes humans from nonhumans, may have been structured differently within the Inka cultural tradition. Rather than
viewing all humans as “us” and everything else as “them,” Dean suggests that the people of the
Cusco Valley—who counted certain esteemed rocks among their ancestors and regarded dead,
mummified rulers as active members of the community—may have instead prioritized language
as the difference between “human” and “non-human.”34 Thus, the people, mountains, rocks, and
other things that they communicated with in their own language were more familiar, more like
them, than the people and things that spoke another language. This may be one reason the Inka
felt compelled to unite their massive empire through the lingua franca of Quechua.
In a sense, camay is a type of personhood in that things with camay can theoretically be
interacted with as people, and they in turn can effect change on the world as people do. That
makes them active agents according to the ancient Andean perspective.
In Art and Agency, Gell digs deeper into his notion of the technology of enchantment,
which he reframes as a type of agency. However, he distinguishes between primary agency,
reserved for conscious beings, and secondary or “distributed agency,” a type of agency that is
removed from the primary actor. Gell contends that objects, especially privileged ones, have
distributed agency because they can, like primary agents, have powerful and profound effects on
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people and their behavior, but they are not primary agents because they lack the ability to take
action.35 In writing on the subject of ruler images and monuments of the ancient Near East, Irene
Winter traces the path of agency from the god, the authority behind the ruler and as such the
primary agent, to the ruler, the human actor who commands others via the distributed agency of
the god, to the consecrated image of the ruler, awakened through ritual and granted the power of
the ruler and thus holds authority via the distributed agency of the ruler.36 This view puts a
slightly different spin on Gell because it assumes the cultural perspective of ancient
Mesopotamia, much like Alberti’s use of Amazonian perspective in his interpretation of La
Candelaria body-pots, and thus ascribes agency to a supernatural deity. Yet what interests Winter
most is the distributed agency of the image, or art object, and how such objects exercise their
agency—what Winter describes as the agent’s “affective properties.”37 We can say that people
are moved to act through profound feelings of fear, love, and/or faith in their god, and the ruler is
empowered to enact his agency through more physical means, including military strength, access
to resources, and special favors or gifts. But how, asks Winter, can we identify the affective
properties of art objects?
Winter argues that the relational chain of agency and distributed agency is needed to
understand where and how the art object fits into the greater social system, and to detect where
its affective properties lie.38 This is easier with objects and monuments that combine text with
image to tell a story, and more challenging when those narratives are absent, as they often are
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with ancient Andean art objets. As Jeffrey Quilter observes, relying on the knowledge of what
Gell describes as a social network of human and non-human agents can be a hindrance in the
interpretation of objects from prehistoric contexts for which there is little to no data on how,
why, and by whom, things were used and circulated. When considering Moche ceramic head
vessels and the murals of Huaca de la Luna from Peru’s Early Intermediate Period (AD 100800), Quilter gains limited insight from Gell’s theory of object agency due to how little we know
about the way Moche social networks operated.39 The same can be said for the Wari, who are
just far enough removed, temporally speaking, from the Inka to make historical projection of
social networks a dangerous game. Nevertheless, like the core concepts of dualism and
reciprocity that permeate the Andean worldview, ancient Andeans seem to have shared a way of
creating and maintaining relationships with their material, animate world that were as important
as the relationships they formed with each other.40 In essence, their world was full of people,
both human and non-human.

Kinship and Reciprocity
Difficult living conditions due to the vertical terrain and extreme climate zone of the
highland Andes prompted the Inka, and their ancestors, to practice a system of collective labor
and resource management that was organized around kin groups called ayllus.41 In Inka times, an
ayllu consisted of a group of households bonded together by common ancestry that depended on
each other for survival and prosperity. Working together, these ayllus collaborated on essential
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labor projects—building houses, plowing fields, planting and harvesting crops—that would have
been unmanageable for any single household to accomplish alone. The promise of a fair
exchange of goods and labor between households relied on the doctrine of ayni, a profound
adherence to the rule of reciprocity, which assured that any labor or goods provided would be
returned in kind. Similar commitments of reciprocity were made between ayllus and their
material world through ritual offerings made to the mountains (Apus), the earth (Pachamama),
and to their ancestors (mallquis), who were conceived as the founders of the ayllus and remained
powerfully influential over the fate and fortune of the living.42
The ayllu system and its practices are fairly well documented for the Inka, and many of
its mainstays are woven into modern Andean culture, especially in the rural villages of the
central and southern highlands. But how relevant is this to the Wari, who occupied many of the
same territories, but lived 800 years before the rise of the Inka Empire? While the details of how
Inka ayllus worked may be too far removed from the Wari, there is reason to believe that some
of the core ideologies have very ancient roots. The notion that communities were organized
according to arrangements of reciprocity can be traced back to the beginnings of Andean
civilization. During the Initial Period, costal settlements maintained partnerships with
agricultural settlements that were located a little farther inland along fertile river valleys,
swapping nutrient-rich fish for fishing nets made from cotton. This critical relationship may have
inspired the guiding principle of dualism, which is apparent in the material culture of nearly
every major civilization from the Initial Period to the Late Horizon, including the Wari.

42

Moseley, The Inca and their Ancestors, 56 and 65.
20

Ancestor Veneration
The Wari, again like the Inka, are believed to have practiced ancestor veneration.
Although they did not practice mummification as the Inka did—drying and preserving corpses so
that they could be transported and publically displayed—the Wari nevertheless carefully
wrapped their dead in layers of textiles to create mummy bundles that were buried in tombs
laden with grave goods. Once inside the tombs, the bodies within the mummy bundles were left
there to decompose, but in some cases the tombs were reentered multiple times to add and
manipulate bodies and offerings. In other cases, tombs were sealed but either a perforated stone
slab or a small offering house ensured that a conduit to the dead remained open and offerings
could continue to be made.
What’s more, ancient societies across the Andean region are characterized by a robust
tradition of complex funerary practices. From the south coastal Paracas Necropolis, the final
resting place for some 420 mummy bundles that date back to 300-200 BC, to the luxurious, goldladen tombs of Moche warrior priests and rulers at the north coastal sites of Huaca de la Luna, El
Brujo, and San José de Moro, the practice of loading tombs with quantities of valuable textiles,
metals, and pottery has a long history all along the desert coast. And from the subterranean stone
mausoleums of the Wari elite to the above-ground stone tombs called chullpas that dot the
highlands of modern-day Peru and Bolivia, most famously at Sillustani near Lake Titicaca,
ancestor veneration is deeply imbedded into highland culture as well. Such emphasis on tomb
construction and furnishing, to the extent it is carried out across the ancient Andes, is uncommon
in a global context.
In ancient Egypt, the civilization with arguably the most elaborate funerary culture in the
history of the world, the motivation behind such wealth and ritual associated with the passing of
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a pharaoh was tied to supplying all that individual would need in the afterlife. In the Andes, the
motivation for tomb construction, offerings, and ongoing interaction had more to do with
reciprocity and the doctrine of ayni. People paid tribute to the dead so that the dead would reply
in kind with fertile land, abundant rain, and healthy camelid herds. The dead may have passed
from the earthly realm, but they were nevertheless active participants in the daily lives of their
descendants. Imbued with camay, they were able to exert agency over the living. Moreover,
access to resources, including agricultural fields and canals, was dictated by kinship rights,
therefore having and honoring the right ancestors had a material effect on one’s livelihood.
Ancestor veneration in the Andes was thus a matter of maintaining a relationship with the
dead, and so it was imperative to keep the lines of communication open via perforations or
offering houses in the case of Wari sealed tombs, or via tomb re-entry when the tomb was not
permanently sealed. Among the kind of offerings commonly found in or associated with Wari
tombs are faceneck vessels, usually modest in size, but still often delicately made and beautifully
painted. They are not usually found with the remnants of feasting events, where other types of
pottery including bowls, keros, and lyre cups are found. Without knowing exactly how they were
used, facenecks appear to be related to funerary practices more than anything else.
As images, faceneck vessels project a strong sense of personhood through their wide,
staring eyes and plumb bodies, some with large hands positioned as though resting on a full
belly. They may be images of ancestors, meant to represent the individual buried in a tomb, or
even the type of individual, such as a soldier, a noble, a man or a woman. But as Alberti asks of
the La Candelaria body-pots, are these anthropomorphic pots representational of something or
someone else, or are they their own, clay bodies? The question of how these vessels, as images,
may function as portraits is a major concern for this study and addresses the larger question of
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what role portraiture may have served for ancient Andean societies. And yet another possibility
arises that is perhaps more allied with the Andean ontological perspective that considers many
kinds of things to be persons. Rather than being representational as portraits are, faceneck vessels
may have functioned more like proxies; surrogate bodies that do not so much represent an
ancestor but are the ancestor. This brings us to the subject of how ancestors, living as well as
dead, were treated as honored members of the community.
For all the differences between ancient Andean societies over centuries of development
and across varied regions, I have established that many core values persist throughout, including
dualism, reciprocity, and ancestor veneration. Here I introduce one more: love of drink. The
notion that faceneck vessels have something to do with feasting is a reflection of just how
important feasting was in ancient times, as it continues to be in modern times. And no feast was
ever complete without large quantities of chicha. In South America, chicha is a fermented
beverage primarily made from corn (Zea mays). It was the toasting beverage of choice among the
Inka, and the Wari are also known to have brewed this prestigious beverage during the Middle
Horizon.43 In addition to maize chicha, Wari brewers also made chicha from the berries of the
Schinus molle tree. Sometimes molle berries were added to maize chicha to add flavor, and at
some Wari sites, such as Cerro Baúl, molle chicha appears to have predominated over maize
chicha.44
The work of archaeologist Lidio Valdez at sites such as Maraynioq in the Wari heartland
looks closely at various types of ceramic vessels and grinding stones to reconstruct the brewing
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process for chicha during the Middle Horizon.45 Much of the same equipment for brewing maize
chicha during Inka times is also found at Wari sites, indicating that the process was very similar.
After the maize is harvested and dried, the kernels are germinated in water and then dried to
produce qora, or malted maize. This qora is then ground down on flat grinding stones using a
rocker grinder or milling stone. 46 At this point the ground qora can be stored in large, widemouthed ceramic vessels called maqma until the need for brewing chicha arises. The next step is
to combine the qora with water and boil it in large, wide-mouthed ceramic vats called manka,
after which the liquid it is transferred to other wide-mouthed ceramic vats called maqma or
narrow-mouthed jars called urpu.47 The chicha spends several days in these vessels cooling and
fermenting until it is ready to consume. Many of the vessels used for storing the grains and
fermenting the chicha have a conical base, and Valdez suggests they were set directly into holes
in the ground, likely indoors where, out of the sun, temperatures are consistently cool.48
The process for brewing molle chicha is significantly different in that, while maize chicha
is boiled, molle chicha is cold-brewed. Like maize chicha, molle chicha is still brewed today, and
so ethnographic information is paired with archaeological data to determine the most likely
brewing method in pre-Inka times. The following description for brewing molle chicha comes
from Lidio Valdez, who grew up brewing molle chicha in the Ayacucho Valley.49
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Molle trees produce berries once a year, and once harvested they will last about a year in
storage. The berries are first smashed to separate them from their outer most layer, then stored
indoors in large covered baskets called tunko. To brew, the molle berries are combined with
water in a special vessel called an aqa maqma, a large, open-mouthed vessel similar to a maqma
except that it has a small hole about 6 cm from the base. This hole is plugged up and the vessel is
placed up on the edge of a platform in the courtyard. A smaller, wide-mouth vessel called a
tinaja is placed on the ground just below the aqa maqma. The molle berries are left to soak in the
water for about two hours before the aqa maqma’s hole is unplugged and the infusion, called
molle upi, is allowed to pour into the tinaja. The molle upi water is then transferred into another
ceramic vessel, the narrow-mouthed urpu mentioned above, a vessel dedicated to the
fermentation process of brewing molle chicha. A few cups of old molle chicha are added to these
vessels to kick-off the fermentation process and they are then stored indoors while the beverage
is allowed to ferment for a couple of days. The entire production process takes only about four
days and requires far less labor than brewing maize chicha, which takes between two to three
weeks to produce.
Evidence for feasting abounds at many Wari sites and chicha breweries have been
identified, most notably at Cerro Baúl in the far south of Wari territory. Yet chicha is more
complicated than a simple beverage. Materially, chicha is a liquid loaded with symbolic power.
It is not meant for just human consumption, but for all kinds of animate beings to imbibe. The
significance of chicha is notable in modern times when even the most causal drinkers take care to
drop the first sip of chicha onto the ground to honor and share with Pachamama (Mother Earth).
Moreover, the Q’ero, a traditional society living in the rural highlands of the department of
Cusco, uses chicha in a number of ceremonial ways. They initiate their llamas by force feeding
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them quantities of chicha, and during certain ritual offerings call despachos, droplets of chicha
are flicked in the four cardinal directions and towards named mountain peaks to honor the
mountain Apus.50 The consumption of chicha is thus not limited to humans, but quite commonly
includes llamas, the earth, and the mountain deities, to name just a few.
It is not surprising then that the dead—the honored ancestors called mallqui by the
Inka—should also be included in drinking chicha. Guamán Poma’s illustrated letter to the King
of Spain includes a few illustrations of toasting the dead in a section of his narrative devoted to
burial rites throughout the Inka Empire.51 But just how did the ancestors consume their chicha?
Unlike humans and llamas that can drink chicha directly, other beings have their own ways of
drinking. Pachamama absorbs her chicha through the ground, while the mountain Apus must
receive their chicha from a great distance. The ancestors surely exist outside the bodies they once
inhabited in life, yet it is through their material bodily remains, or their mummy bundles, that
they maintain contact with the living. These bodies could serve as channels of contact for
ancestors close enough to their living kin, and other huacas, or sacred monuments, may have
served a similar role for more ancient ancestors whose bodies are long lost. One way in which
ancestors could drink chicha then may have been by pouring it onto or into the tombs where their
bodies are buried. Another method I propose is that they drank chicha through facenecks as
designated ceramic vessels that likewise served as proxies. Facenecks are most commonly
described in the literature as chicha serving vessels, but I argue that they were instead receptacles
for receiving chicha, on behalf of another: a revered and influential ancestor.
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The Pottery Smash
The hypothesis that facenecks served as bodies for drinking chicha perhaps works best
with those facenecks that were found intact in association with a funerary context. Yet this does
not account for all Wari facenecks, some of which were found smashed to small pieces and
buried in isolated deposits. Moreover, the facenecks selected to be broken and buried in this way
were often much larger and more elaborately decorated than the majority of those otherwise
found at least mostly intact. Thus, the pottery smash presents us with an alternative context for
the purpose and function of faceneck vessels in the Middle Horizon, one that may have only
been appropriate for oversized facenecks. Could these oversized facenecks also have been a type
of ancestor image or surrogate body, bearing the brunt of sacrificial violence in the place of an
absent ancestor? Possibly. One place to begin this line of enquiry is on the nature of breakage
itself.
The tendency to interpret the breaking of an object as a destructive act is similar to the
tendency to view an image of a person as a portrait. Both tendencies are rooted in a Western
perspective on image making and need to be unpacked before they can be useful. The smashing
of an object or image may be a destructive act of iconoclasm, or it may be integral to the object’s
nature, particularly if it is done with any degree of ritual or repetition. Turning to another
example of ritual breakage in an Amerindian context, Andrew Finegold writes about the so
called “kill holes” in the center of many ancient Mimbres bowls.52 These intentionally made
punctures were dubbed kill holes on the idea that the image on the bowl was ritually killed when
a hole was punched through its center. Yet as Finegold observes, in some cases the hole occurs
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on images that appear to play on the very act of punching holes, such as people planting seeds in
the earth, indicating that the hole is not so much destructive of the image as it is in conversation
with it.53 He further argues that, since the holes were only made after these hemispherical bowls
spent considerable time as objects of daily use, the images were made in anticipation that they
may one day be punctured, and collective social knowledge of this possible outcome gave the
image an added layer of meaning throughout its use life.54 In this way, the hole made in the
center of a Mimbres painted bowl may at times enhance the image rather than destroy it.
The issue of whether or not the smashing of pottery was meant as an act of destruction in
Wari society remains an open question. Facenecks were not the only vessel forms that were
smashed and buried, and ceramics were not the only types of objects to be ritually broken.
Buried offerings of burned textiles and broken looms, as well as sacrificed humans, have been
found in similar contexts as shattered faceneck vessels. Although the current study does consider
the context of the pottery smash in relation to the faceneck form in particular, it is beyond the
scope of this study to fully explore the nature and role of ritual destruction in the Wari tradition.
However, a few patterns do emerge regarding the intentional breakage of faceneck vessels. As
mentioned, they are nearly always oversized vessels; the vessels are not just broken, but utterly
smashed, indicating that the motivation behind the breakage went beyond just ending their
utilitarian role as containers; the ceramic fragments were buried all mixed together, irrespective
of vessel type or form; and in some cases, smashed facenecks were found in juxtaposition to
something else of apparent significance, including a matching faceneck that was left intact, or an
offering of sacrificed humans. Such patterns suggest that the act of breakage or the state of being
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broken carried special significance for the Wari and added profound meaning to their rituals and
offerings.

Method and Interpretation
The current study aims to gather together a large corpus of Wari faceneck vessels with
the goal of learning more about them as a collective unit. The Wari, as a society, political unit,
and cultural institution, are still in an emerging stage of investigation, with many blanks still
being filled in as more Middle Horizon sites come under archaeological excavation. This makes
any analysis of Wari visual culture challenging, and even determining which objects are
definitively Wari comes with a fair amount of uncertainty. Furthermore, with such a substantial
percentage of the material corpus coming from circumstances that lack provenience, this
investigation relies heavily on formal analysis of the vessels to guide the direction of study. Over
the course of investigation, over 200 faceneck vessels from collections throughout the United
States, Europe, and Peru were analyzed according to form, size, iconography, and quality of
craftmanship and compiled into a database for comparison (Appendix B). After making careful
stylistic comparisons, the corpus of facenecks was organized into broad groups according to style
and geographic origin, and arranged into an illustrated catalog (Appendix A). Further
interpretations are made from this data.
With so many objects included in this study lacking provenience, a special effort is made
to pay close attention to the instances were some archaeological evidence is present. Such
information ranges from brief notes from Uhle linking objects to specific archaeological sites
excavated in the early 1900s, to the recent hi-tech and well documented excavation at Castillo de
Huarmey by Miłosz Giersz and his team in 2012. However, as stylistic analysis of the ceramics
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recovered from sites including Castillo de Huarmey show, vessels were not always buried where
they were made. This complicates the problem of defining Wari ceramic style and using
ceramics as an index for Wari culture throughout their general sphere of influence.
While archaeological data is a valuable tool for chronology, style attributions, and
geographical range, other methods drawing on historical and ethnographic data have proved
equally beneficial for accessing an Andean perspective through which to view and experience
the faceneck vessel. Evidence for dualism, reciprocity, and ancestor veneration in the
archaeological record of the Wari invites the application of Inka models in the interpretation of
Wari material culture, particularly in the absence of any written documentation. Like the Inka,
the Wari’s only known form of recording information was through a string device called the
khipu, which are similar to Inka khipus, but even more elusive since so few have been recovered.
Ethnohistorical research into Inka customs and concepts thus has the potential to offer the kind
of valuable insight into the Wari worldview via Andean perspectivism that Alberti finds from
applying Amazonian perspectivism to his work on La Candelaria body-pots.55 In an effort to
better understand what kinds of things Wari facenecks are, this study therefore considers how
facenecks, as ritual objects, may have participated in a social network that included human, nonhuman, living, and dead participants.
The kinds of questions often asked about facenecks likely have no clear answers. Are
facenecks portraits? Whom do they represent? Why were they made and how were they used?
We may never know for sure. Rather, this study sets out to give the faceneck category its own
platform, allowing it to be at the center, instead of on the margin, of investigation. In so doing,
the questions I ask are more open ended, and emerge from the objects themselves. As human
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images, how do facenecks communicate and express identity? How diverse is this category in
formal attributes like size, shape, and quality of craftsmanship and do these differences outweigh
their similarities? What do differences in archaeological context infer about the way they served
their communities? Do facenecks have camay?
By isolating the faceneck form, this study aims to demonstrate what an investigation into
a particular type of object can reveal about its motivations behind and effects on human
engagement. While I attempt to approach the problem of what kind of thing is a faceneck from
many different angles, the theme that surfaces again and again is that of the vessel as body. Over
the following chapters, many aspects of facenecks and of Wari ceramics are explored, but the
theme of ceramic personhood emerges in how facenecks behave as object-images, how they turn
up in the archaeological record, and how they present as a group when more than 200 are
compared with one another. The next chapter reviews the history of Wari scholarship with a
focus on Wari ceramic style and representations of the human image. Wari visual culture and its
variations in style are as complicated as the politics of its expansionist state, and a foundational
understanding of Wari visual culture is needed to begin to consider how facenecks functioned as
images within the Wari artistic tradition. An overview of Wari style categories shows that, while
these categories are useful as shorthand for identifying broad changes in style over time and
space, there are problems in the relationship between style and geography, style and class, and
style as a marker of religious versus secular iconography.
Chapter 3 isolates the faceneck vessel and examines the breadth of the faceneck category
across the geographical region of Wari influence. First, the faceneck form is defined and
distinguished from other types of effigies, like head jars. A critical characteristic of the faceneck
is that it also has a body, and it is the body of the thing that gives it a complete sense of

31

personhood. Second, a brief discussion of the antecedents of Wari facenecks places the faceneck
as an object with deep Andean roots, and as such is deeply rooted in Andean perspectives on
object agency. As style categories are imposed on the corpus, the question arises of where Wari
style ends and another, non-Wari style begins. Because Wari style proved to be so influential on
the societies it came into contact with—the premise for the Middle Horizon style—the question
of what makes a given style a Wari one has critical implications on the interpretation of Wari
cultural identity. Third, despite a great range in size and quality, the globular faceneck form
maintains a remarkable degree of consistency in shape and overall proportion, resulting in an
impressive sense of resemblance across the spectrum. There is an undeniable affinity between
even the most disparate examples, suggesting that this category of object is bonded together by a
shared ontological status. Finally, a deep dive into one particular strain of iconography
demonstrates how imbedded these objects are into the Wari cultural tradition and that facenecks
are important carriers of iconographic meaning from the heartland to the coast.
Chapter 4 investigates the potential for Wari faceneck vessels to represent distinct
identities and asks if and how facenecks may have operated as portraits. After comparing and
contrasting variations in dress, adornment, and gender difference, no noticeable trends appear
that would indicate that faceneck vessels satisfy even the most broad definition of true
portraiture. And yet, as bodies, the vessels harbor a powerful sense of personhood. Their eyes
make contact with yours, and their rotund bodies clad in tidy regalia give them a distinct
presence in the room. Furthermore, facenecks project a weak sense of individuality, but express a
strong sense of community through the similarities they share with other facenecks. They appear
to function less as representations of individuals and more as material bodies capable of
intervening in the world.
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Chapter 5 addresses what kinds of roles facenecks may have played in society, comparing
their presence, and absence, in feasting and funerary contexts, and considering their special
participation in offerings of smashed pottery. I argue that the case for facenecks as part of the
Wari feasting assemblage is unconvincing, and that they ought to be considered instead as part of
the Wari cult of the dead. They are rarely found in feasting contexts, and are more often found in
tombs, or as special offerings where they were typically smashed but also sometimes left intact.
This suggests their ritual significance outweighs their utilitarian function. As funerary objects, I
interpret them as a type of ancestor image, but argue that they are not really meant to be
representational of the ancestors the way a portrait is representational. In the animate universe of
the ancient Andes where all kinds of things are imbued with camay, object personhood and
object agency are characteristics of an indigenous perspective wherein relationships were forged
between human and non-human actors. Thus, I propose that faceneck vessels are better
conceived of as surrogate bodies for the ancestors, proxies that served as conduits of
communication with the dead that allowed living persons to partake in reciprocal relationships
with dead persons.
In Chapter 6, I summarize my conclusions and indicate avenues for future
research, including following the faceneck tradition from the late Middle Horizon into the Late
Intermediate Period. On a broader scope, the concept of the vessel is something that has not been
fully investigated in the history of Andean art. It is a concept that at first would seem simple and
self-explanatory, but then again so little else is self-explanatory in the ancient Andes. The
faceneck vessel is really just one way into this complex mode of thinking about the technology
of pottery, and of the play of interior and exterior forms that come together in ever more
innovative ways to allow for the flow of liquids inside and out. There is no doubt that ceramics
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were an important medium for ancient Andeans and for the Wari, and so it is not surprising to
find that they played important roles in ritual practice. As surrogate bodies for the bodiless
ancestors that nevertheless continued to be important contacts for negotiating the material world,
faceneck vessels, with their ever watchful gaze, would have allowed these absent kin to be
tangibly present. And with their rotund bodies taking up physical space, they were, definitively,
able to contain a substance, and so to be fed, to be toasted, and to be pulled into reciprocal
relationships with the living.
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Chapter 2: Finding Wari: A Review of Wari Visual Culture Studies

“The Middle Horizon (A.D. 550-1000), the second great epoch of cultural unification, is
probably the most controversial segment of Peruvian prehistory.” 1

The modern history of Wari scholarship begins in the late nineteenth century at the
Ancón Necropolis, a cemetery on the Pacific coast of Peru just north of Lima. At Ancón,
Wilhelm Reiss and Alphons Stübel of Germany excavated several mummy bundles from ancient
tombs that were wrapped in opulent, tapestry-woven textiles, which they illustrated in
astonishing detail in a series of three volumes published in the 1880s.2 This book made a
profound impression on the aspiring archaeologist Max Uhle, who also happened to be
personally acquainted with Stübel. In 1892, Uhle would publish a book about the pre-Inka site of
Tiwanaku in Bolivia based on Stübel’s notes and photographs of the site, establishing himself as
one of Europe’s most well recognized scholars of the ancient Andes before even stepping foot in
South America. However, he soon had the opportunity to do just that. Later that same year, Uhle
made his first trip to South America, launching a decades long career that would earn him the
moniker “the Father of Peruvian Archaeology.”3
In 1896, following a period of study at Tiwanaku, Uhle arrived in Peru. He went first to
Ancón and then to the great site of Pachacamac, just south of Lima. Uhle spent a year digging at
Pachacamac, and found that the iconography on some of the ceramics, textiles, and other
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artifacts he unearthed bore a remarkable resemblance to the iconography he had come to know
so well at Tiwanaku. Distinct elements of this iconography were also present in the grave goods
from Ancón, and Uhle, among others, would continue to find more traces of this iconographic
style, and variations of it, in subsequent fieldwork all along the Pacific coast over the decades to
follow. Uhle identified these items as being made in the Tiwanaku style, but also recognized
significant differences from the works excavated at Tiwanaku, prompting him to designate the
coastal styles as “Tiahanaco-influenced.”4 Eventually, these styles would be designated as “Coast
Tiahuanaco” to distinguish the styles found up and down the coastline from the style associated
directly with Tiwanaku and the area around Lake Titicaca.5
The Coast Tiahuanaco style was so widespread that the pre-Inka period associated with
the ruins of Tiwanaku became recognized as the Tiwanaku Horizon. However, it was still far
from clear just how the style became dispersed across such a wide expanse. In the 1930’s,
Peruvian archaeologist Julio C. Tello excavated the central highland site of Wari in the
Ayacucho Basin and proposed that this ancient city, not Tiwanaku, was in fact the diffusion
center for the Coast Tiahuanaco/Tiahuanacoid style found on the central and south coast of Peru,
and in 1953 Wendell C. Bennett would come to the same conclusion after conducting his own
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excavations at Wari.6 In the 1950’s, after more fieldwork at coastal sites in both Peru and Chile
revealed a marked difference in the styles of Tiahuanacoid iconography from these two regions,
Louis Stumer suggested that the styles on the Peruvian coast be called “Tiahuanacoid” while the
styles on the Chilean coast be called “Coast Tiahuanaco.”7 The difference in terms, Stumer
argued, was meant to reflect what many archaeologists now believed: that the styles found on the
Peruvian coast were diffused from Wari while the styles on the Chilean coast came directly from
Tiwanaku.8 By the 1960’s, when Dorothy Menzel published her formative article “Style and
Time in the Middle Horizon,” Wari was widely recognized as its own state, named after its
capital city and independent from the coeval Tiwanaku polity to the south. The Wari culture and
state were now viewed as largely responsible for the development and diffusion of what had
previously been called the Tiahuanacoid style.

Was Wari an Empire?
The city of Wari is located in the central highlands of Peru, near the modern city of
Ayacucho, and it is from this point that the Wari State expanded their sphere of influence during
the Middle Horizon Period (AD 600-1050), ultimately reaching the Cusco Valley to the east, the
Pacific coastline to the west, Moquegua to the south, and as far north as the Jequetepeque Valley
and the region around Cajamarca (fig. 1). The precise nature and extent of Wari influence and
control is, however, deeply contested among Wari archaeologists and scholars. Archaeologists
William Isbell and Katherine Schreiber, among others, contend that the broad distribution of
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Wari settlements and the infiltration of Wari-style prestigious goods throughout the Andes makes
a strong case for the Wari having been more powerful than a singular, highland state. They argue
that the dominant presence of Wari cultural markers across regions inhabited by diverse local
populations supports the notion that Wari functioned as an expansionist empire.9
For much of the latter twentieth century, the notion that the Wari Empire controlled vast
territories in both the central highlands and along the Pacific coast remained a popular view in
Andean scholarship. However, scholars including Ruth Shady Solís and Justin Jennings have
countered this theory with more nuanced hypotheses for the wide dispersal of Wari material
culture.10 As early as the 1980s, Shady suggested that Wari was just one among many polities
that were engaged in active trade negotiations.11 More recently, Jennings has written extensively
both problematizing the origins of the Wari Empire theory and offering alternatives that build on
Shady’s proposal for a diverse field of cultural exchange.
Jennings traces the notion of the Wari Empire back to Rowe’s organization of ancient
Andean chronology into three prominent horizon periods—Early, Middle, and Late—each
characterized by a dominant stylistic trend found broadly across the Andes, interspersed by two
intermediate periods characterized by cultural diversity (fig. 2).12 According to Rowe’s
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chronology, the Middle Horizon in Peru is distinguished from the preceding and following
Intermediate Periods by the ubiquitous presence of a distinct artistic style that, as discussed
above, has been traced back to the city and culture of Wari.13 Since the Late Horizon is
distinguished by the spread of Inka cultural influence directly as a result of the rise and
expansion of the Inka Empire, the idea took hold that the spread of Wari material culture perhaps
represented a similar expansionist empire. Jennings argues that much of the scholarship of the
latter twentieth century was rooted in this model of Wari imperialism, obfuscating the true
position of Wari in the Middle Horizon.14
The picture that Shady and Jennings paint of the Middle Horizon in which Wari does not
exercise control over far-reaching districts and valleys finds support in the work of
archaeologists like John and Theresa Topic whose excavations of Viracochapampa in the
northern highlands has turned up surprisingly little evidence of Wari regional control.15 Located
near the modern city of Huamachuco, Viracochapampa was once believed to be a powerful Wari
administrative center that demonstrated the imperial power and reach of the Wari Empire. After
years of work in the region, Topic and Topic conclude that: “There is compelling evidence for
interaction between Wari and Huamachuco, but conquest and administrative control by Wari do
not fit the data.”16 Schreiber’s model for a Wari Empire acknowledges and accounts for the
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findings of archaeologists like the Topics, who often find spotty evidence for Wari imperial
control at their sites despite the presence of Wari burials and material culture. Schreiber argues
that Wari elites used a diverse range of conquest strategies in their pursuit of territorial
domination, which she describes as “a mosaic of control.”17 These strategies may have ranged
anywhere from the building and staffing of administrative centers from the ground up, to
something far more subtle like the replacement of a local ruler with a Wari dignitary, such that
not all of these conquest strategies necessarily left an equally clear trace in the archaeological
record.
Jennings, whose work in the Cotahuasi Valley has turned up sites with locally produced
Wari-style pottery featuring poorly conceived imitations of Wari iconography, suggests an
alternative to Wari imperial control to explain the spread of Wari stylistic trends. He proposes a
model of early globalization in which local populations throughout the Andes became exposed to
an increase in pan-Andean trade and communications during the Middle Horizon that drove them
to imitate exotic styles, particularly those of the powerful and illustrious Wari State.18 According
to Jennings: “The rapid growth of the city of Huari triggered cascades of interregional
interactions that created complex connectivity. From this connectivity emerged a Wari global
culture that was a combination of ideas generated at Huari and ideas from across much of
Peru.”19 While he does not altogether deny the possibility of an expansive Wari Empire, he
argues that any such empire was likely much more limited in scope than previously imagined,
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and that sites featuring sparse elements of Wari material culture are not evidence of a “mosaic”
of imperialist strategies, but rather independent local polities that nevertheless indulged in the
production of Wari-style goods.20
In light of the last few decades of archaeological excavations undertaken at Wari
provincial sites well outside the heartland, Isbell agrees that the extent of the Wari Empire is not
what it was once imagined to be. Nevertheless, he maintains that Wari was an empire because it
behaved like an empire in many ways, often far from its highland headquarters.21 Major sites
including Cerro Baúl in the far south near Moquegua, and Pikillaqta and Huaro in the Cusco
Valley unequivocally attest to the construction of powerful settlements well outside the heartland
that were tied to the capital city of Wari in the Ayacucho Basin. Additionally, several potential
candidates for Wari administrative outposts have been identified in the Nasca Drainage, a region
thick with Wari material culture, although none of these sites survive well enough to provide
definitive evidence.
Isbell further suggests that Wari imperial control manifested itself in ways other than the
control of valleys and settlements. The Middle Horizon is known as a period of increased trade
and communication, and Wari sites throughout the Andes, as well as the Wari-built roads that
connect them, map out a trade route of luxury goods. Isbell points out that while Wari was not
the only cultural style to circulate from valley to valley, it was far and away the one with the
broadest reach.22 Moreover, Isbell states: “Settlements on Wari’s international thoroughfare
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bustled with imports. Settlements remote from Wari control remained luxury impoverished.”23
For Isbell, this pattern signals that Wari did not just participate in cross-regional trade, they
controlled it. During the following Late Intermediate Period, one way that the power of the
Chimú Empire is expressed is through its control of the Spondylus trade, a marine shell
considered by ancient Andeans as more valuable than gold. It is possible that the motivation
behind the expansion of the Wari Empire lay not in the control of land, but in the control of trade
routes and the circulation of goods.
The debate about if and to what extent Wari was an empire is far from decided, and it is
not the objective of the current study to settle the matter. At the heart of the Wari Empire debate
lies the question of what it means to find Wari material culture in any given site or valley. When
does the discovery of material culture signal some degree of political control, and when does it
merely demonstrate presence? This study is less concerned with whether or not the Wari
controlled any given district, and more interested in the presence of Wari related styles and how
those styles express the identities of their makers and users.

Wari as a Horizon Style
As one might expect, ceramics comprise the majority of surviving visual culture
produced in the Middle Horizon. As such, pottery styles are instrumental in determining
archaeological site chronologies and, through their form, function, and decoration, provide
valuable insight into the identities of the people who made and used them. In an essay about the
horizon concept and its implications on the study of the Andean past, Rebecca Stone calls for a
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greater distinction between the terms horizon and horizon style.24 Stone emphasizes that the two
terms “are not interchangeable, because horizon is a unit of cultural space, while the horizon
style is an aesthetic device for the formation of such units.”25 Regarding the Middle Horizon, this
is to say that Wari style is not the same as Wari culture, and that the presence of Wari style is not
necessarily an index of Wari imperial control. Such a viewpoint supports Jennings’s proposal for
a Wari globalization, which essentially posits that Wari style was produced by societies that were
in other respects not indoctrinated into Wari culture nor subjugated by Wari rule. The current
study is more concerned with the horizon of Wari style and its manifestation in the ceramic arts
produced both in the heartland as well as on the fringes of the Wari sphere of influence.
Specifically, this study is focused on representations of humans, as opposed to religious
or supernatural imagery. Within Wari visual culture, human representation finds a platform
more often in ceramics than in other artistic media. One objective of this study is to investigate
representations of identity within societies affected by the Wari phenomenon. Whether the
people of these societies considered themselves ethnically Wari, subjects of the Wari Empire, or
foreign allies who traded with Wari citizens, the incorporation of Wari stylistic elements into
their own locally produced pottery suggests at least some desire to appear Wari or represent
themselves as Wari or Wari-like. This stylistic alignment can be accomplished in two ways. The
first is by representing the human image with Wari accoutrements including garments,
adornments, and even hairstyle. The second is by emulating the Wari aesthetic itself in the
rendering of the human face and body.
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Esther Pasztory’s essay on the use and meaning of distinct styles in Mesoamerica gives
several examples of Maya and Oaxaca artists incorporating characteristics of Teotihuacan style
into their own works to represent Teotihuacan people and ideologies. Through these examples,
she demonstrates that style is not a neutral signifier of culture, but that it was consciously
employed as a tool of visual language to add depth and meaning to representation.26 In a similar
manner, potters in provincial Wari settlements may be drawing from imperial Wari examples to
develop a style that simultaneously announces their association with this interregional
superpower but also feels well at home on a local level. Of particular interest to this study is how
does a universally recognizable Wari aesthetic surface above the visual cacophony of Wari
provincial sub-styles? In other words, when is a style Wari, and when is it something else?

The Problem of Style in the Middle Horizon
A reoccurring problem is how to distinguish Wari sites and artworks from those of their
contemporaries. The very term Middle Horizon (versus an intermediate period) signals an
apparent similarity between artistic styles occurring in settlements hundreds of miles apart. As
discussed above, the domination of the Inka Empire and its effectiveness at culturally
assimilating the people that they conquered, at least to some degree, explains the proliferation of
Inka style during the Late Horizon. For many years a similar political model was thought to be
responsible for the diffusion of particular artistic trends during the Middle Horizon. Recent
archaeological work now considers a range of models, from the imperial model that casts the
Wari Empire in the role of the dominate influencer, to the globalization model that seeks to
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accommodate many voices and agencies working in partnership with the Wari.27 Archaeologists
often turn to settlement patterns or biological evidence to tell this story, but a few archaeologists,
anthropologists, and art historians have sought answers in the imagery itself, using visual
analysis to draw conclusions about the impact of the Wari Empire on its surroundings.
In the early 1960’s, Dorothy Menzel embarked upon the colossal task of organizing half a
century’s worth of excavated and collected pottery into a system of relative chronology
pertaining to Middle Horizon ceramic styles.28 This was sixty years after Uhle’s initial
excavations of what he described as Tiahuanacoid pottery along the central and south coasts of
Peru, and thirty years after Tello’s investigations at the city of Wari. Yet there remained a great
deal of confusion about the relationship among the various ceramic styles, and what these styles
could tell us about Wari influence throughout the Andes during the Middle Horizon period. Even
now, the story of Wari influence over the development of Middle Horizon ceramic styles is still
far from clear, and the problem of how to define and classify Wari ceramic styles and sub-styles
continues to frustrate scholars. In 1964, after three years of combing through published and
unpublished collections, Menzel published her study, “Style and Time in the Middle Horizon,” in
the journal Ñawpa Pacha.29 With some adjustments, Menzel’s relative chronology and stylistic
categories continue to serve as an important cornerstone of Wari scholarship.30
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Dorothy Menzel’s Stylistic Chronology
Menzel’s study divides the Middle Horizon into four epochs, the first two of which
pertain to the rise and expansion of the Wari Empire. She further subdivides these two epochs
into two parts according to stylistic difference in the pottery: Epochs 1A, 1B, 2A, and 2B.
According to Menzel, Epoch 1A begins with the emergence of a distinct visual language on the
pottery from the Ayacucho region that sharply resembles the religious imagery from Tiwanaku.
Specific motifs featured on the great stone monuments of Tiwanaku include a front-facing, staffbearing deity figure as well as winged, zoomorphic figures depicted in profile in a kneeling or
running stance, also holding a large staff. While the origins of these supernatural personages can
be found at the earlier sites of Chavín de Huantar and Pucará, other stylistic features, such as the
illustrative tear tracks that streak the cheeks of the staff-bearing figures, are explicitly shared
between Tiwanaku and Wari imagery. Epoch 1B marks the appearance of highland Wari styles
in the Nasca and Ica valleys of the south coast, indicating the growth and expansion of Wari
influence beyond the central highlands. Epoch 2 indicates a shift in pottery styles throughout
both the highlands and the coast characterized by trends of derived and overlapping features
between regions, suggesting a period of innovation and further expansion of Wari influence. The
last two epochs of the Middle Horizon are treated very briefly by Menzel. Epoch 3 marks the
decline and collapse of the Wari Empire and the end of Wari imperial style, while Epoch 4
coincides with what Uhle referred to as the Epigonal style and applies only to the Ica and Nasca
Valleys in Menzel’s study.31 Although Menzel originally estimated that Epochs 3 and 4 spanned
a time period of over 200 years, Makowski and Giersz have condensed this post-Wari period to
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brief 50 years, from A.D. 1000-1050.32 Others disregard the last two epochs completely due to a
general lack of clarity as to how the decline and collapse of Wari was experienced across the
highlands and the coast.33
Among Menzel’s most significant contributions is the establishment of stylistic
categories that link specific styles to geographic locations, and the use of these styles to date sites
within the four-epoch chronology of the Middle Horizon. While these categories remain fluid
and continue to evolve in light of more recent excavations of Middle Horizon sites, they have
nevertheless provided a foundation for unraveling the complex web of cultural connections
during this rich era of Andean prehistory. One particular weakness that Anita Cook points out is
that Menzel’s analysis of Epoch 1 depends mostly on highland ceramics, whereas her analysis of
Epoch 2 draws heavily from coastal ceramics. This makes it difficult to distinguish stylistic
change that results from time versus changes that reflect the fusion of Wari styles with local
styles on the coast.34 Nevertheless, Menzel’s thoroughly detailed formal analysis accomplishes
the task of tracking Wari design elements across space and time, attempting to give shape to the
path and pace of Wari imperial expansion.
Since Menzel’s primary objective was to establish a working chronology of Wari
ceramics, she divided her corpus into three categories that reflect difference in status:
ceremonial, lay elite, and local.35 This allowed her to follow stylistic change along three parallel
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chronologies, so as not to confuse differences in design attributes due to status as evidence of
temporal change. Even so, with so few radiocarbon dates at her disposal, she sometimes did just
that, particularly in her analysis of central coastal styles.36 My analysis of faceneck vessels makes
use of Menzel’s stylistic categories and I use these categories to think through the problem of
how and to what degree an object can be considered “Wari.” In an effort to simplify Menzel’s
stylistic categories, and to minimize pitfalls in distinctions between status and chronology, I have
chosen to sometimes set aside her use of sub-styles and instead concentrate on differences
between major style categories. For this reason, rather differentiate between, for example,
Chakipampa and fancy Chakipampa pottery, I prefer to focus on a single Chakipampa category.
What follows is a summary of Menzel’s major stylistic categories most relevant to my study,
from Epochs 1 and 2 when the Wari Empire was actively expanding.

Chakipampa Style
The Chakipampa style of Epoch 1 is a variation on the earlier Huarpa style found at the
site of Wari and at other provinces in the Wari heartland during the Early Intermediate Period. It
is from these Huarpa roots that the chevron band emerges as a motif that would persist as a sort
of Wari signature throughout the Middle Horizon (fig. 3).37 Chakipampa pottery additionally
incorporates the colors and painting techniques from coastal Nasca pottery, as well as certain
abstract motifs and animal imagery. Menzel’s analysis closely relates the Chakipampa style of
the highlands to the Nasca 9 style of the south coast, demonstrating a relationship between these
two regions during Epoch 1B. One instance of south coast animal imagery appearing in
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Chakipampa pottery is a profile animal head that Menzel traces back to the humped-back animal
of Nasca 9 pottery, but is produced in the Chakipampa style with attributes drawn from Huarpa
and Tiwanaku imagery (fig. 4).38 This profile animal head continues to appear again and again on
faceneck vessels across the sphere of Wari influence, thus its significance is an important line of
inquiry.
Some earlier Chakipampa faceneck vessels from Epoch 1A feature eyes shaped like
coffee beans, similar to some Huarpa facenecks.39 However, epoch 1B Chakipampa faceneck
vessels have “lozenge-shaped,” painted eyes and a hairstyle with distinct locks of black hair that
fall in front of the ears resembling sideburns (fig. 5).40 The lozenge-shaped eyes and the sideburn
hairstyle become arguably the most consistent stylistic features of Wari faceneck vessels, such
that it is these features that are most responsible for giving faceneck vessels their distinctively
Wari appearance.

Ocros and Black Decorated Styles
The Ocros style is another Huarpa-derived style and is closely related to the Chakipampa
style. Likewise, Ocros style faceneck vessels are very similar to their Chakipampa counterparts,
although Menzel notes a difference in their proportions.41 Similar to the Ocros style is the Black
Decorated style, so named for the application of black slip upon which designs are painted on in
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red and white. Menzel records one fragment in particular from Epoch 1B with a Chakipampa
style profile head featuring a split eye and triangular flared nostril (fig. 6).

Conchopata Style
Near Wari, on the outskirts of Ayacucho, lies the site of Conchopata, an important center
of ceramic production and ritual activity during Epoch 1.42 Menzel’s analysis of the Conchopata
style draws on Tello’s 1942 excavation of a massive offering deposit of smashed pottery.
Consisting entirely of oversized urns, many painted with supernatural imagery that bears close
ties to the religious iconography at Tiwanaku, her analysis of this offering encouraged Menzel’s
theory that the Wari state started out as a religious cult in Epoch 1 but that during Epoch 2 the
focus of power shifted more towards the secular. Her discussion of the Conchopata style centers
around a few divine figures, namely the front-facing deity and his winged profile attendants. The
frontal deity appears with split eyes, fangs, a rectangular head surrounded with rayed
appendages, and holds a staff in each outstretched hand (fig. 7). The winged profile attendants
also have fangs and a split eye and appear either kneeling or horizontally outstretched as though
flying (fig. 8). Tello’s 1942 offering deposit includes no faceneck vessels, however subsequent
archaeological work done at Conchopata that occurred after the publication of Menzel’s article in
Ñawpa Pacha unearthed numerous of oversized faceneck vessels, some of which are painted
with variations of the same cast of divine characters. Finally, she attributes the ubiquitous facefret motif to the Conchopata style: “A distinctive abstract Conchopata design is the co-called
split-face design, which consists of a vertical band of diagonally halved rectangles, one
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triangular half containing an abbreviated mythical profile head, the other containing a step-fret
design.”43 This motif appears frequently on elite Wari clothing, including tapestry-woven tunics
and four-cornered hats, as well as on ceramics.

Robles Moqo Style
Menzel relates another highland style, the Robles Moqo style of Epoch 1B, to the
Conchopata style, drawing many similarities between their portrayals of supernatural personages.
However, she notes that deer heads appear in conjunction with profile attendants only in the
Conchopata style and maize cobs appear with supernatural figures only in the Robles Moqo
style.44 She hypothesizes that the Robles Moqo style originated at the city of Wari, although it is
also a prevailing style on the south coast with a strong presence at the site of Pacheco in the
Nasca drainage.45 At the time of Menzel’s research, the sample of Robles Moqo style pottery
from Pacheco far outweighed what had been collected at highland sites. One offering of smashed
pottery in particular included dozens of moderately oversized faceneck vessels, and in addition
many smaller effigy vessels have been found as well. A distinguishing feature that Menzel
observes in representations of humans in the Robles Moqo style are modeled hands with
distinctly painted fingernails, which almost appear to be dirty due to the heavy black outline at
the tip of each finger. She further notes that human representations may be detailed with facial
hair, display prominent lip and nose plugs, have “plug-like protrusions” that look like short, flat
horns emerging from the top of the head, and wear animal pelts as part of a headdress. In
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addition, Menzel documents the use of press molds on the south coast during Middle Horizon
Epoch 1. Press molds were used at highland sites including Conchopata, and although they were
used on the north coast prior to the Middle Horizon, they do not appear to have been used on the
south coast before the arrival of Wari influence. Finally, Menzel identifies the south coastal
Nasca 9 style as a blend of Chakipampa motifs with design elements from earlier phases of
Nasca pottery.

Epoch 2: Problems in Style Attribution
During Middle Horizon Epoch 2, attributes from the highland Conchopata and Robles
Moqo styles, among others, are combined with local styles throughout the highlands and the
coast. A network of derivative styles of pottery that blends local styles with Wari themes and
characteristics gives the impression of a widespread Wari presence regardless of the degree of
actual imperial control. According to Menzel:
Derived Conchopata and Derived Robles Moqo features are found everywhere in
association with a few selected abstract and geometric designs derived in part from
nonceremonial Chakipampa B pottery types of Epoch 1. Highland design themes of this
type are so widespread in Epoch 2 that it is appropriate to refer to all the styles in which
they play a significant part as the “Huari” styles, even though there exist considerable
regional differences among some of the associated vessel types and stylistic features of
the different areas.46
In accordance with her statement, museum collections throughout Peru and the United States
(and presumably throughout the world) catalog a great deal of Middle Horizon pottery as Wari
with little to no specificity regarding the local styles that Wari elements are blended with. This is
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a great problem since not all of the regions producing this pottery were necessarily under Wari
imperial control. They may or may not have identified as Wari, and thus some regions and their
material culture should not be considered part of the Wari civilization. The trouble is
ascertaining which regions were under enough direction or influence from the Wari state that
they can be considered active agents in the production of Wari culture.

Viñaque Style
In sifting through the archaeological record of Middle Horizon ceramics, Menzel
identifies an influential highland style from Wari called Viñaque and a costal style called Atarco.
The Viñaque style is derived from Robles Moqo and Chakipampa designs but also carry some
influences from Nasca. The polychrome painted pottery may include modeling and may have a
smooth, highly burnished finish or a matte surface. There are small, finely made faceneck vessels
that continue being produced in a similar fashion from Epoch 1, in addition to large faceneck
vessels with modeled eyes and mouth and a matte surface.47 Common Viñaque themes are the
floating or bodiless heads of the front-facing deity with rayed appendages surrounding the head,
and zoomorphic profile heads, sometimes with the divine attributes of a split eye and/or fangs.
Menzel traces the deity heads to the Robles Moqo style while associating the profile heads more
with the Conchopata winged profile attendants. Of note is how both supernatural characters lose
their bodies in Epoch 2, their images reduced from whole and intact personages to simplified
motifs that appear more like decorative decals or logos than divine agents. Profile human heads
are another frequent feature of the Viñaque style, as well as front-facing skulls.
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Although Menzel places the Viñaque style firmly in Epoch 2, Anita Cook would later
find evidence to challenge this assertion. Cook notes that Menzel’s analysis relies heavily on
coastal pottery when defining the Viñaque style, even though she identifies it as a style of
highland origin. Drawing on archaeological excavations from the Moraduchayoq sector at the
site of Wari that were done in the late 1970’s to the early 1980’s, Cook observes a blend of 1B
Robles Moqo- and Chakipampa-style attributes with 2A Viñaque-style attributes on ceramics
from two deposits: one that contextually dates to Epoch 1B and one whose dating is unclear due
to the extent of combined 1B and 2A design features. Faceneck vessels are prominent among the
pieces that display this mix of styles. Cook concludes that the Viñaque style likely emerged
during Epoch 1B at Wari, then further developed and spread to the coast during Epoch 2A.
Ultimately, she finds the division between Epochs 1 and 2 to be problematic at Wari and other
highland sites.48

Atarco Style
The Atarco style of the south coast draws most heavily on the coastal Nasca 9 and Robles
Moqo styles of Epoch 1 as well as the Conchopata and Chakipampa styles from the Wari
heartland. It is very similar to the contemporary Viñaque style, but Menzel carefully observes
enough differences in style and regional association to distinguish one from the other. Among
other forms, Atarco vessel forms include bottles and faceneck vessels with a tall, narrow, tapered
neck that sometimes has a small perforated “lug” at or near the base of the neck. Other Atarco
style faceneck vessels have shorter, wider necks and may have strap handles on either side.49
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A matched set of three large, polychrome urns, each depicting a front-facing figure
flanked by two floating profile heads, provides a valuable reference for Atarco style human
imagery (fig. 9). Several parallels between this set of urns and the oversized urns from Pacheco
demonstrate a strong relationship between the Robles Moqo and Atarco styles. Although Menzel
labels the Atarco figure as a derivative of the frontal staff deity figure in the Pacheco urns, his
humanity is explicit in his lack of supernatural attributes, and more recently Patricia Knobloch
identifies him as a warrior.50 In the case of each urn, the warrior figure takes a stance that mimics
the frontal staff deity, holding a weapon in each hand instead of a staff. He wears a tunic covered
in profile animal heads and a wide pectoral around his neck. The warrior’s body is painted twodimensionally on the surface of the urn, but his modeled head projects dramatically outward
from the surface. On his head are two short, stubby horns and his face is painted around the eyes
and mouth, all characteristic of the Robles Moqo style. Both the central figure and the two
floating profile heads stare wide-eyed and bare a mouthful of teeth, but none of the human faces
have the split eyes or fangs that are evident on the profile animal heads on the warrior’s tunic.
The warrior’s hands and feet are depicted with prominent fingernails and toenails, and the hands
are positioned awkwardly upside-down or backwards, with the palm-side forward but the thumb
on the bottom. While there is a tendency in Wari and Tiwanaku figurative imagery to show one
or both hands as upside-down or backwards when grasping an object, the reason for this is
uncertain. In this case it may be so that the warrior can be shown with his weapons lowered, even
though he is holding them in a way that he can easily raise and wield them. In other words, the
warrior’s grasp shows that the weapons are engaged and ready for action, but at the moment he is
holding them down by his sides.
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Menzel traces the bodiless profile animal heads on the warrior’s tunic to the Conchopata
style, but at times also refers to this motif as a “Viñaque loan theme.”51 She appears to link some
Atarco animal heads to a winged zoomorphic profile attendant that is present in Atarco ceramics
but absent in the Viñaque style, arguing that this personage is independently derived from
Conchopata (fig. 10). She further identifies a second winged zoomorphic figure with a similar
profile head but regards it as a distinct character based on differences such as the shape of the
wing and an upright versus horizontal orientation of the body.52 It remains unclear which
zoomorphic character is being referenced when the theme is reduced to just the profile head, as is
the case with several faceneck vessels that carry the profile head motif on the body of the vessel.
As a potentially insightful comparison, Luis Lumbreras identifies a conspicuously similar
creature from the Early Intermediate Recuay culture as a “dragon” (fig. 11).53 On Recuay pottery,
this “dragon” may appear either upright or horizontal, and although it lacks wings, it shares with
the Atarco animal a curved body, claws, and a profile head with a wide-open eye, pronounced
snout, sharp teeth, and a teardrop shaped ear. The following chapter will continue the exploration
of this iconographic theme as it appears on Middle Horizon faceneck vessels.
Other prominent motifs that appear in both Atarco and Viñaque ceramics are the
Chakipampa chevron band and “fleur-de-lys” and the Conchopata face-fret. The face-fret motif,
which appears commonly on both pottery and tapestry-woven textiles, is used on pottery as both
a standalone motif or in the tunic of an illustrated figure. The chevron band and the “fleur-delys” both have their roots in the Early Intermediate Huarpa style, and the chevron band is
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perhaps the most classic and prolific Wari motif to appear across the spectrum of Wari substyles,
acting as a powerful referent to the Wari state throughout Epochs 1 and 2.

Pachacamac Style
Menzel’s analysis of Epoch 2 pottery includes a third style, which she calls the
Pachacamac style after the Middle Horizon site of Pachacamac on the central coast. Although
she concludes that the Viñaque, Atarco, and Pachacamac styles together comprise the “Huari
group,” this style requires a great deal of scrutiny regarding the extent to which it can be
considered Wari.54 Like the Viñaque and Atarco styles, the Pachacamac style is also highly
derived from the highland Conchopata and Robles Moqo styles, and in some cases the pottery
from the central coast is so similar to Viñaque and Atarco pottery that it is nearly impossible to
distinguish.55 However, more recent archaeological excavations of central coast sites, including
Pachacamac, have turned up very little evidence of Wari occupation, thus the attribution of this
style to Wari and/or its relationship to Pachacamac needs further evaluation.56
Menzel describes the Pachacamac style as blending elements derived from the Robles
Moqo and Conchopata styles with elements from the Nievería style, which was the local style in
the central coast during Epoch 1. It also shares many features with the contemporary Atarco and
Viñaque styles, with faceneck vessels comprising a significant portion of the sample.57 Menzel
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observes a marked difference in Pachacamac style pottery from Epoch 2A to Epoch 2B and
hypothesizes that the site of Pachacamac may have been controlled by an independent state that
may or may not have been subordinate to the Wari Empire.58
Menzel’s analysis regards faceneck vessels with modeled human bodies as a special
characteristic of the Pachacamac style that she places in a separate category from other faceneck
vessels.59 On the contrary, my research has found that faceneck vessels with painted or modeled
bodies are very common and are found in numerous sites and regions throughout the Middle
Horizon, so much so that I consider the body to be an inherent feature of the faceneck form,
whether it is made explicit through modeling or not. Menzel also mentions one example of a
faceneck with a body and identifies the body as a variation on the frontal staff deity figure,
although more recent descriptions of faceneck vessels by other scholars have not drawn this
conclusion.60 Finally, Menzel identifies faceneck vessels with tubular handles connecting the
spout to the body as a variation of the single-spout, tube-handled bottles that are unique to the
Pachacamac style, as opposed to considering the tubular handle as a variation on the faceneck
form. All this is to say that Menzel’s analysis does not consistently treat the faceneck form as its
own category, but rather views the face on the neck as an independent feature or decorative
motif. The distinction is an ontological one, and my analysis argues in favor of the face on the
neck as the primary distinguishing feature that determines the nature and purpose of the vessel.
Further differences in vessel shape, spout height, handle form, and overall scale determine sub-
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categories of the faceneck vessel, rather than the other way around. However, the special case of
the Pachacamac style faceneck vessel with a tubular handle makes for an especially interesting
ontological question, which will be explored with more depth in the next chapter.

Soisongo Style
By Epoch 3 of the Middle Horizon, the Wari Empire is collapsing, or has already
collapsed. Menzel describes this era as one in which regional styles are once again very distinct
from one another, signaling an end to the widespread exchange that characterizes the first half of
the Middle Horizon.61 Nevertheless, the prevailing style of the Nasca valley maintains close ties
to the Atarco style, with motifs traceable back to the Conchopata style. She calls this style the
Soisongo style after the large hacienda where the pottery style is found. The same Soisongo
hacienda is where the Epoch 1B site of Pacheco is located, indicating a secure link between this
region and the history of the Wari state. Menzel notes that, compared with the Atarco style of
Epoch 2, Soisongo style pottery is not as refined, featuring simple designs painted with less care
in fewer colors, including “small, handled face-neck jugs with broader, shorter, less tapering
necks than in the Atarco style and often with a necklace and sometimes arms and hands painted
on the body.”62 Who produced these vessels? Were they descendants of the Wari society and did
they consider themselves Wari as well? Did they strive to continue a once much greater tradition
of ceramic production only without the resources of imperially sponsored workshops, or had they
already lost their connection to the Wari during Epoch 2, after Pacheco was abandoned?
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Wari, Tiwanaku, and the Staff Deity Complex
In the decades following Menzel’s seminal study on the ceramic styles of the Middle
Horizon, many more Wari sites were excavated and the perspective on Wari evolved
considerably. For example, Conchopata has since blossomed into a site of substantial
archaeological activity, and Anita Cook and Patricia Knobloch, among others, have added
significantly to the literature on Conchopata ceramics.63 The discovery in 1977 of a second
offering of smashed ceramics at Conchopata turned up roughly 22-25 oversized faceneck vessels
painted in a style significantly different from the oversized urns excavated by Tello at the same
site. Cook dates these vessels to Menzel’s Middle Horizon Epoch 1B based on the depiction of
the staff deity complex around the bodies of nearly all the facenecks as well as the presence of
design motifs closely related to the Nasca 9 style.
Much of Cook’s work on Wari ceramic iconography examines the staff deity complex
and the problem of why this theme appears so prominently in the visual culture of both Wari and
Tiwanaku. Menzel, in her 1964 and 1968 articles, echoes a view commonly held at the time that
the staff deity complex must have originated at Tiwanaku and then spread from there to the Wari
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heartland.64 Two decades later, Cook’s 1980’s stylistic and iconographic analyses of the ceramics
from highland Wari sites, paired with archaeological context where available, leads her to a
different interpretation. For her doctoral research, Cook carried out a comparative analysis
between Wari and Tiwanaku iconography, paying close attention to chronology. She determines
that the staff deity complex was well established in the Wari heartland by Epoch 1B and argues
that the source for both Wari and Tiwanaku was the Early Intermediate site of Pucará. Her study
looks closely at the evolution of the supernatural iconography within the staff deity complex—
now also referred to as the Southern Andean Iconographic Series (SAIS)—with less attention on
human imagery since it is the staff deity complex that appears so prominently in both Wari and
Tiwanaku imagery. Nevertheless, an important part of her study is the analysis of some 22-25
oversized faceneck vessels excavated from Conchopata in 1977, most of which feature staff deity
complex iconography (appendix A: 26a-j). This group of facenecks, still in a fragmentary state,
offers an intriguing look into how the human and spiritual realms are joined in the creation of
ritual pottery.
Cook’s analysis of the Conchopata facenecks divides the objects into three distinct but
interrelated design fields: the head, the shoulders, and the vessel body. Implicit in this reading is
that she interprets the vessels as representing human bodies and regards the largest design field,
the vessel chamber, as representing a tunic worn by the figure. These tunics are thus richly
decorated with ceremonial imagery, not unlike actual tapestry tunics excavated from burials (fig.
12). All but three of the facenecks in this group depict the staff deity complex across the body.
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The other three feature the ventrally extended stringer animal, suggesting a powerful role for this
motif at Conchopata.65
The representation of the staff deity complex on this collection of facenecks is rather
uniform from one vessel to the next, and it is here that the staff deity figure most closely
resembles the iconography at Tiwanaku, particularly the staff deity on the Gate of the Sun. But
contrary to the popular view in the 1960’s and 70’s that this was due to Tiwanaku’s influence on
Wari religion, Cook and William Isbell argue that the imagery at Conchopata reflects a local
innovation that arranges the anthropomorphic deities inherited from Pucará into a hierarchical
assemblage.66 The staff deity and profile attendants that appear on the MH 1A ceremonial urns
from the Conchopata offering excavated by Tello in 1942, here on the MH 1B facenecks appear
rearranged into a composition that depicts the staff deity as the largest figure, standing in the
center on a stepped pedestal or pyramid, flanked by two rows of smaller, subservient winged
profile attendants.
In addition to the establishment of a new hierarchical relationship between the staff deity
and the profile attendants, Cook makes an important observation about the evolution of Wari
ritual objects in comparing the two offering deposits from Conchopata:
Iconographically, in the 1977 offering, fewer icons are employed in the principal design
field than in the 1942 Conchopata offering…, thus providing a repeated powerful image
that marks the human form as the central focus of this offering. It stands in contrast to
themes painted on the 1942 urns, which appear to have a more narrative content. As a
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result, mediation and interaction between the human and supernatural worlds are
restricted to a design structure that convincingly conveys centralized authority.67
In essence, she notes that the 1977 facenecks differ critically from the 1942 urns in that the
iconography on the chambers of the facenecks, rather than being displayed on a neutral surface,
are here presented as a layer of meaning on top of the meaning of the faceneck form itself, that of
the human body. While the staff deity complex communicates the concept of hierarchy and
authoritative power, the human figure is shown to wield this power by wearing it on his body. In
this way we see Wari artists replacing narrative with a more semiotic method of visual
communication.
Cook notes that Epoch 1 of the Middle Horizon must have been a period of “openness
and experimentation” that resulted in a broader range of iconographic and stylistic variability
concerning the staff deity complex compared with the later, more standardized renditions of this
theme on both ceramics and textiles. 68 Moreover, many of the faceneck vessels of the 1977
offering combine the SAIS imagery of the vessel body with Chakipampa styled humped-back
animals—a motif with coastal Nasca origins—facing each other across the center of the tunic,
either in pairs or in groups. While the colossal size of these vessels allows for especially complex
and finely detailed iconography, the theme of paired mythical animals facing each other is a
theme that seems to persist on Wari faceneck vessels in a far more abbreviated fashion during
Epoch 2.
The elaborate Epoch 1 ceramic offerings from Conchopata, with their varying
assemblages of SAIS, highland, and coastal iconography, points to the calculated effort made by
67
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Wari elites to establish a cosmological visual program that could be exported as a tool of state
expansion. In addition to the expressions of authority and hierarchy evident in the 1977
facenecks, Cook argues that an equally important motivation for the development and
implementation of the staff deity complex on Wari elite wares was the connection to a
cosmological tradition that is as ancient as the Early Horizon.69 As unique and distinct as Waristyle iconography appears on tunics and pottery, it is at the same time hauntingly familiar. Even
the most quintessentially “Wari” image is often also reminiscent of something else: Tiwanaku
and Nasca are the most commonly cited, but strong relationships to Moche, Recuay, and Chavín
are also present. Which emblems of the past were Wari artists and elites most interested in
preserving and absorbing into their own, new state-sponsored visual culture, and how did this
visual culture continue to adapt and evolve as more regions came under the influence of the Wari
state? Through her research into the origins and evolution of the staff deity complex, Cook finds
that symbols of death and regeneration—including trophy heads, domesticated plants, animals
that serve as mediators between earthly and spiritual realms—are represented time and again in
Andean art and culture from the earliest civilizations all the way to present-day indigenous
communities.70 By taking a concentrated look at faceneck vessels as objects that fuse the human
and spiritual realms of Wari cosmology, this study explores the question of how the esoteric
symbols expressive of the life-death continuum relate to images of humanity.
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Studies of Human Imagery in Wari Visual Culture
More often than not, studies of Wari iconography found on ceramics tend to focus on
religious or supernatural themes, such as the Southern Andean Iconographic Series discussed
above. In contrast, studies that look beyond the medium of slip-painted ceramics offer special
insight into how Wari artists represented the human form, and what aspects of humanity they
chose to emphasize. In 1992, Cook shifted gears away from the staff deity complex and
published a study that turned her gaze towards images of humans produced by the Wari state.
Her analysis of 79 tiny stone-carved figurines considers the relationship between Wari political
administration and ancestral cults.71 The figurines were discovered by looters in 1927 at the site
of Pikillaqta, near Cusco. They were reportedly buried beneath the floor in two caches of 40
figurines each, most likely in a niched hall in sector 2, near the center of Pikillaqta.72 The
figurines are carved from turquoise, or turquoise-colored stone, and range in size from 18 mm to
52 mm (fig. 13). One set of 40 figurines currently resides in Cusco, while the other set of 39
figurines resides in Madrid—one figurine was lost in Peru before this set was transferred to
Madrid. Each figurine is carved with a distinct tunic and headdress and several also wear ear
spools, nose plugs, and necklaces. The physical proportions of the figurines are far from natural,
with the head being roughly as large as the body. Although Cook describes the figurines as
having overly large and distinct facial features, she also notes that the eyes are blank and
expressionless.73 While an enlarged head can be an effective means for emphasizing individuality
through distinct facial features, the absence of individual facial expressions has the opposite
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effect. Instead, the oversized heads seem to act more as vehicles for oversized hats, with the hat
being the bearer of each figurine’s individuality. The hats and tunics display a wide range of
variability, which Cook notes is consistent with pre- and post-colonial Andean customs of using
dress as an indication of one’s community affiliation, and sometimes rank within that
community.74
Cook analyzed each figurine’s ensemble to determine if a correlation existed between the
attire of a figurine and its size relative to the rest of the group. The expression of wealth and
authority via elaborate garments, especially the layering of textiles and adornments, is well
documented among the Inka from colonial sources such as Guamán Poma de Ayala’s illustrated
text, and similar practices among the Moche are evident from archaeological sources such as the
tomb of the Lord of Sipán.75 Among the 79 figurines, Cook found that the figurines of each set
fell into a few distinct size clusters, and that within each size cluster the larger pieces tended to
wear the more complicated assortment of garments and décor: tunics layered with shoulder
mantles, collars worn over tunics, and the addition of ear spools and nose plugs. Nevertheless,
the presence of complex ornamentation is fairly uncommon across the two sets. Out of 79
figurines, only 23 are shown to wear layered textiles, and the presence of bodily adornments was
found to be especially rare. Only eight figurines are shown wearing ear spools, three are wearing
nose plugs, and three are wearing collars, and no figurines wear these items together.76 The rarity
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of bodily adornments supports the notion that these accoutrements signify special status, and
Cook concludes that expressions of high and low rank indeed exist within each size cluster.77
Following a previous analysis of the two sets of figurines by Luis Ramos and Maria
Blasco, Cook likewise found several cases of recurring tunics and hats, and instances of twins,
triplets, and quartets occurring within each collection and between the two sets.78 Like Ramos
and Blasco, she found that 20 figurines from the Cusco collection matched 20 figurines from the
Madrid collection, adding that a correlation between size and complexity of attire across the two
matching sets is similar to the correlation between size and attire within each of the Cusco and
Madrid sets. Cook further notes that, of the 14 figurines wearing high status accessories—ear
spools, nose plugs, or collars—10 of these are among the matching pairs that occur between the
Cusco and Madrid sets, emphasizing the significance of the matched figurines.79 Finally, she
posits that each offering of 40 figurines can be interpreted as two sets of 20, with the two
matching sets of 20 from each collection forming a third set of 40 that is comprised entirely of
pairs (fig. 14).80 The number 40 is arresting. The Inka state divided its four-part empire,
Tawantinsuyu, into units controlled by 40 lords, and Martha Anders has argued that the Wari
heartland was likewise organized into four quadrants.81 Cook suggests that the figurines could
represent the 40 founding ancestors of the Wari state, although it is unclear if she refers to the
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Cusco collection, the Madrid collection, either/both, or the third set of 40 paired figurines from
both sets.
Further analyses by Susan Bergh and, more recently, by Patricia Knobloch describe a
slightly different structure for the duplication of figures between the two Pikillaqta sets.82 Both
Bergh and Knobloch found 16 pairs of figurines between the Cusco and Madrid collections, plus
a triplet and two quartets, and Knobloch identified a second triplet. Thus, although Cook does
not specify precisely which figurines she determined to be duplicated across sets, it seems likely
that Knobloch identified the same pairs, only that two pairs actually form one quartet, and two
other pairs are each part of a triplet, such that the total number of figurines that are repeated
across sets is 42, not 40. And yet, even with this alternative structure, there is nevertheless a
conspicuous mirroring between the two sets. As Knobloch makes clear in a table specifying
exactly which figurines, or agents, are duplicated and which are unique, between the two sets
there are: 16 pairs, 2 balanced triplets (a Cusco pair plus a third in the Madrid set, and a Madrid
pair plus a third in the Cusco set), 1 quartet (2 pairs from each set), 1 Cusco-only pair, 1 Madridonly pair, 17 Cusco singletons, and 16 Madrid singletons—with the one missing piece possibly
being Madrid’s 17th singleton.83
What does it mean that 19 of the figurines from one set are duplicated in the other set—a
set that must have been manufactured at the same time for such precise duplication to occur—
and what was the purpose of burying the two interrelated sets in such close proximity to each
other? The tiny objects in their matched assemblages speak strongly of the notion of duality, yet
the precise meaning of this particular expression of duality is evasive. What remains clear is that
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there are two critical factors to the proper functioning of these human images: 1) the precise and
specific representation of clothing and accessories to communicate information about each
individual piece and 2) the repetition of the image to convey a meaningful relationship between
pairs, triplets, and quartets of figurines, both within each set and between the two sets. Many
more miniature stone-carved figurines, as well as others made from metal and shell, have
surfaced in public and private collections, few with such documented provenience as the two
Pikillaqta figurine sets.84 In the same way, while many Wari ceramic pieces are unprovenienced,
instances of matching pairs and groups of ceramics, especially faceneck vessels, have been
excavated from Wari burials and offerings. Like the caches of Pikillaqta figurines, human figures
with expressionless faces are often dressed in beautifully detailed garments and accessories, and
like the sets of figurines, the use of repetition is a critical aspect of the objects’ meaning.
Cook’s work on Wari human imagery continues through her focused analysis of a
specific personage whose image recurs in a variety of media, especially ceramics and textiles.85
This personage, perhaps a high-ranking lord or a ruler, is distinguished by facial decoration that
covers the entire face in a bilateral geometric pattern, a four-cornered hat with a diamond pattern
along the base, and either a tapestry woven tunic with a face-fret pattern or a tie-dyed tunic (fig.
15). Cook begins her discussion by identifying her subject in a fragment of a tapestry-woven
textile from Ocucaje in the Ica Valley, currently residing in the Phoebe A. Hearst Museum of
Anthropology (4-4556): “The main design field includes large profile birds in whose claws
dangle two profile human figures that face one another; the human on the right is referred to
The only other excavated cache of figurines also comes from Pikillaqta. See Arriola Tuni,
Carlos A. and Louis D. Tesar. “The Pikillacta 2004 Eastern Gate Offering Pit. Ñawpa Pacha 30
(2), 2011:1-44.
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hereafter as Figure A; below his foot, Figure A’s head is reproduced.”86 While Cook refers to this
personage as “Figure A,” Patricia Knobloch names him “Agent 100” in her more extensive and
ongoing study of Wari human faces, and she specifically names this iteration on the Ocucaje
textile fragment as Agent 100-1.87 It is clear from the distinctive pattern of facial decoration that
Figure A and Agent 100 are the same character, yet there is a slight discrepancy in the
interpretation of this textile fragment. Although there are certainly similarities between the head
of figure dangling from the raptor’s talons and the head reproduced just beneath his feet, namely
the hat and the geometric pattern on the upper half of the face, only the head on the bottom is
shown with the patchwork facial decoration covering the entire face. Thus, Knobloch recognizes
the bottom head as Agent 100 and the figure just above as a possible variant of Agent 100,
potentially a reference to the same role filled by someone of a different generation.88 For the sake
of consistency, I will follow Knobloch and refer to this personage as Agent 100 throughout my
study.
In the scene depicted on the textile fragment, two birds face each other just as the two
dangling figures and the heads below their feet also face each other. Both Cook and Knobloch
interpret this as a confrontational scene, and Knobloch hypothesizes that the scene could
represent a political power struggle between Wari factions of differing ethnicities.89 Cook is
principally interested in the link between the representation of Agent 100 on the Ocucaje textile
with similar representations in ceramic. She cites two full-bodied ceramic effigies that depict
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Agent 100 in the round (fig. 16). Both portray a figure with the same distinct bilateral decoration
covering the entire face, wearing a four-cornered hat and striking the same staff-bearer pose with
outstretched arms that likely once grasped removable staffs. Although the effigies mimic the
form and proportions of a faceneck vessel, neither of these can function as a container. Rather, a
hole pierces the entire figure from top to bottom and the objects’ curious function has yet to be
determined. Regardless of any utilitarian purpose, these pieces serve as images of a privileged
person whose status is broadcast across his face as much as through his hat and tunic. Cook
argues that the proliferation of this personage, found in Conchopata as early as Middle Horizon
Epoch 1A and later on throughout the highlands and the coast,90 along with his association with
the powerful staff-bearing pose, the use of a symbolic device she calls the “diamond in a square”
pattern, and the continuation of this pattern into the Late Horizon as an emblem of royalty for the
Inka all demonstrate that Agent 100 was likely a lord of especially high status, perhaps even a
ruler of the Wari state.
It is curious that Cook does not include the oversized faceneck vessels from Pacheco in
her study (appendix A: 91-107). These vessels, buried as a shattered offering and excavated by
Tello in 1927, reproduce the image of Agent 100 many times over, each with the same bilateral
facial decoration, a headdress with a diamond pattern around the base, and dressed in a tie-dyed
tunic.91 The presence of so many, almost identical copies of the same image in one offering
raises questions about the identity of this personage, and whether the images represent an
individual person, like the founder of the Wari Empire, or a position, such as ruler or one of
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several high lords. Knobloch’s interpretation of the Ocucaje textile as showing generational
variants of Agent 100 is reminiscent of certain conclusions drawn from the Moche tomb complex
of the Lord of Sipán. This tomb complex contained the remains of several bodies, the principal
and most elaborate of which is named the Lord of Sipán, while another is known as the Old
Lord. Walter Alva and his team determined that the tomb of the Old Lord is the oldest tomb
within the complex and that the occupant of this tomb held the same office as the Lord of Sipán
generations before. 92 Differences between the two tombs and their contents therefore
demonstrate the evolution of the emblems and accoutrements that were used to represent this
apex member of Moche society. Likewise, Knobloch suggests that the differences in facial
decoration between the two variants of Agent 100 may depict a similar evolutionary relationship.
She goes on to propose that this textile fragment may shed light on the history of Wari sociopolitical relationships, particularly between the highlands and the south coast.
Knobloch’s research on Wari human imagery continues to be updated on her website,
titled Who Was Who? In the Middle Horizon Andean Prehistory. The website serves as a
database where she identifies and numbers various Wari personages, mostly according to facial
decoration but also considering to some degree their dress and accessories. The database tracks
artifacts of various media (ceramic, textiles, stone, etc.) that feature a particular image, noting the
object’s provenience when possible, along with its current location and publications where the
object is pictured. Knobloch chooses the term “agent” because it is flexible enough to apply to
individuals as well as social groups, but also because it grounds the visual expression of a
person’s identity in his or her actions and decisions.93 She pays close attention to any agents that
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tend to appear together, whether in the same context or on the same object, and is currently at
work mapping the social network of the Middle Horizon.94
The motivation for Knobloch’s database is to discover the identities of individuals who
may have existed during the Middle Horizon. Acknowledging the challenge in tracking
individual identities according to artistic elements in their representations, which may change,
she cites the work of Donna McClelland and Christopher Donnan on the Moche as successful
examples. McClellend’s analysis of hundreds of fineline painted vessels led her to identify the
hands of several artists by recognizing similarities in painting techniques from one vessel to
another, thereby making the artist present in the work.95 In his work on portraiture, Donnan
tracks several portraits of specific individuals, including one with a distinct scar on his upper lip
whose image is made at different ages throughout that person’s life. Donnan argues that certain
facial characteristics, like a scar, identify all portraits with that characteristic as representations
of the same personage, regardless of differences in dress, headgear, and accessories.96 In both
cases, McClelland and Donnan show more interest in locating evidence for historic individuals—
a fineline artist in one case and the model for a series of head vessels in the other—with less
concern for the complexities of Moche of visual representation. Knobloch’s method for tracking
identities across their various iterations follows a similar logic to Donnan’s, however she is at a
unique disadvantage because Wari depictions lack the naturalism that allows Donnan to compare
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two images with similar facial features. With only dress and decoration to work with, she is
faced with the challenge of determining which decorative elements are rigid and unchanging, and
thus diagnostic of a specific personage and which elements are flexible and may vary from one
depiction to the next.
At the time of this writing there are 55 agents in Knobloch’s Who Was Who? online
database, plus another 120 agents that appear as miniature figurines, including the stone-carved
figurines from Pikillaqta discussed above. As thorough as Knobloch is in her observations and
documentation of each agent, it is not always clear how she determines which aspects of a given
agent are rigid and which are flexible. For example, Agent 102 is an interesting case. Knobloch
believes this to be one of the earliest Wari agents with many representations dating to Middle
Horizon Epoch 1, and she identifies this agent accordingly:
On Agent 102 jars, the [chevron] design most likely indicates an ancestral identity by
wearing a headband of chevrons. The jars are in two basic sizes: regular, or about .3-.5 m
and oversize, or over 1 m, as demonstrated by 27 oversize jars found [in 2000] at
Conchopata that were smashed and appear to have been buried as a ritual offering. The
most common identity mark occurs on the cheeks and is a rectangle divided into three or
more, multi-colored bands; some examples include wavy lines in the bands. Known as
the “pendent rectangle” this motif was painted from the lip to the base on the interior
surface of straight-sided open bowls. Other facial attributes include a band and side-burns
of black hair. In 1977 another buried offering of oversize Agent 102 jars were recovered
and inspected by Dorothy Menzel who assigned them to Epoch 1B. Zoomorphic motifs
replace the pendent rectangle and some faces have a small moustache and round chin
beards; others have only the moustache and beard or completely plain. All rim fragments
display the chevron headband motif.97
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In this case, Knobloch identifies the chevron headband as the most important diagnostic
feature of this agent. The headband works in conjunction with the decoration on the cheeks,
which are evidently a much more flexible feature according to her comment, “Zoomorphic
motifs replace the pendent rectangle.” She relates the pendent rectangle motifs to the Inka tocapu
designs woven into tapestry tunics, hypothesizing that these Wari tocapus, when worn on the
face, communicate information about the wearer’s ethnicity.98 Yet, as tocapus, it is unclear how
flexible these motifs can be and still represent the same person. The facial decorations on two
groups of oversized faceneck vessels from Conchopata—one group excavated in 1977 and the
other in 2000—are entirely different, or even completely absent in the case of some of the 1977
facenecks. In other examples of Agent 102 given on the Who Was Who? database, the bands on
the cheeks may be horizontal as well as vertical, they may appear as loose stripes or tear tracks in
addition to rectangles, and they may be renderings of tocapu 101 or 102, as cataloged in the Who
Was Who? tocapu database.99 It is not always clear why such variations are given such plasticity
and are considered representations of the same agent.100
The question of how Wari citizens used facial decoration as a communicative device
needs further exploration, as does the relationship between facial decoration and headdress. On
faceneck vessels in particular, it can be difficult to differentiate between what is meant to
represent a headdress and what is meant to be the decorative rim of the bottle neck. Albeit a
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Knobloch, Who Was Who? Tocapu database: https://whowaswhowari.sdsu.edu/
WWWTocapus.html.
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It seems that she begins each agent study with an instance of a human image on a particular
artifact, illustrates and names it, then looks for other iterations of that same image or ones with
striking similarities. A different approach in which identifying elements like hats, facial
decoration, etc. are considered in isolation may give a different result.
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subtle difference, the former identifies the person or agent represented in the image, while the
latter identifies the object itself. The chevron band is commonly used on ceramic wares of all
forms, many of which are not anthropomorphic vessels, complicating the question of how to
interpret this insignia. On her website, Knobloch illustrates each agent with a simple drawing
depicting a particular hat and facial patterning combination. In contrast, her tocapu database,
shows each tocapu in isolation. My study of facenecks builds on Knobloch’s tocapu database by
tracking how many different tocapus can be identified on facenecks, how common or rare they
are, and what geographic regions they are associated with. Furthermore, while the tocapus on
Knobloch’s database come from a wide array of contexts, only some of which are effigies, my
study focuses on tocapus that appear as facial decorations and thus function in a related manner.
I am hopeful that my faceneck study will be a benefit to Knobloch’s database of Wari agents,
and that the more we understand about how identity was represented during the Middle Horizon,
the better we will comprehend the nature of Wari influence on the societies it encountered.
The Middle Horizon is one of the most socially complicated eras of Andean prehistory,
with so much compelling evidence for a network of relationships that spread between societies
located near and far from each other across the Andean landscape. At the heart of these
relationships were the people who created them: people who advanced the agenda of the Wari
polity, people who resisted their cultural domination, and people who embraced the Wari brand
by marrying the Wari identity to their own. The trouble with determining which objects do or do
not represent the Wari is that so many Middle Horizon styles incorporate Wari elements into
local styles on a spectrum ranging from the masterfully authentic to the poor, uninformed
imitation. Present across this entire spectrum, and occurring in all regions within and beyond the
Wari map is the faceneck vessel. Despite the fact that faceneck vessels have featured
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prominently in broader studies of Wari visual culture—studies of the Southern Andean
Iconographic Series (SAIS), studies of Wari offering traditions, studies of social networks—they
have not themselves been the subject of any major study. What these objects say as a group will
undoubtedly provide a new window into the story of the Wari in the Middle Horizon.
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Chapter 3: Personified Pots of Interest
An important motivation for this study is to explore the notion that when an object is
given anthropomorphic qualities, it becomes a different kind of thing. The experience of using
and handling something is altered when that thing has a face, and that face returns your gaze.
This chapter now turns to the faceneck vessel itself, viewing it as a particular kind of thing
distinct from other categories of vessels, and even divergent from other ceramic effigies by
virtue the fact that it is both object and person. A faceneck in form looks like any other narrownecked jar and is equally capable of carrying out the same tasks. It is therefore not like other
effigies that privilege the human image above all else. And yet, a faceneck is certainly not just
another narrow-necked jar when it has eyes for watching and ears for listening, and the liquid it
carries fills its belly. I propose that a shared sense of personhood is attained by Wari facenecks
through their anthropomorphic qualities, yet it is there utilitarian objectness that identifies them
as material actors in the world. This fusion of vessel with body is what unifies the category
despite significant variation in other characteristics, like size, and even to some extent
differences in archaeological context. And while stylistic nuances differentiate facenecks from
one region to another, they all nevertheless express affinity with each other, as though they are
trying to look more alike than not. One objective of this chapter is to pin down which features
change and which stay the same, and then consider what makes the features that stay the same so
important for the Wari.
The faceneck vessels gathered for the current study are, with some exceptions, arranged
according to geographic origin. By moving through the corpus of Wari facenecks according to
location, the idea is to evaluate how changes in style reflect how different regions responded to
the imperial Wari style. Do the facenecks of a given area closely resemble those from the
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heartland, or are their features well combined with other, presumably local styles? In addition to
similarities and differences in the more anthropomorphic features of facenecks—their clothing,
accessories, and hairstyles—another consideration is how the iconography that decorates the
bodies of some facenecks shifts from place to place. Furthermore, much of Wari iconography
carries religious significance in the form of supernatural imagery, and the desire to adorn
facenecks with such iconography may also indicate what kind of relationship a given region had
with the Wari Empire. In an effort to present the catalogue of faceneck vessels in a manner
conducive to making comparisons, all Wari-style facenecks discussed in this study are illustrated
in Appendix A with an accompanying database, Appendix B.

Types of Faceneck Vessels
The category of the faceneck vessel has some variation, and certain subtypes first need to
be distinguished. While the overwhelming majority of Wari faceneck vessels represent humans,
there are also skeletal facenecks, zoomorphic facenecks, and a vessel type closely related to the
faceneck that depicts a seated bound prisoner. This last type diverges from the standard faceneck
especially in the form of the vessel body, which is shaped as a seated person with legs
outstretched in front and bound at the ankles. The vessel takes on an L-shaped form that stands in
opposition to the uniformly rotund vessel forms of most other facenecks. In addition, the head of
the prisoner, the vessel’s neck, is, in this type, usually about as wide as the body, whereas
standard facenecks typically have a considerably narrower neck in relation to the more
voluminous body. Due to these differences in form, as well as the portrayal of a bound prisoner
that is specific to this form, this type of effigy is not included in the present study beyond this
cursory reference. The other type of faceneck that will not be further addressed in this study is
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the zoomorphic faceneck. While there are instances of Wari facenecks that depict non-human
personages, the examples are few and fairly sporadic compared to human facenecks.
Finally, the skeleton faceneck will be included as it depicts a human skeleton and thus is
relevant to the greater focus of this study as an investigation into human representation in Wari
visual culture. These “skullnecks” follow the same conventions of form and proportion that
distinguish Wari faceneck vessels, only they depict a skull on the neck of the vessel instead of a
fleshed face. A handful of examples are included in this study, and none depict elements of the
skeletal body, only the skull itself.

Head Jars vs. Facenecks: An Ontological Difference
The long-lasting tradition of trophy head taking in South America is a powerful testament
to the significance of heads for ancient and modern Andean societies. Although facenecks are
related by their anthropomorphism to trophy heads and head vessels, facenecks are
fundamentally a different kind of object in that they have bodies as well as heads. This is an
important distinction because of the rich history of trophy head taking and head curation that has
persisted in the Andes for centuries, and the affect of this tradition on the loaded meaning of
images of heads. In Heads of State, Denise Arnold and Christine Hastorf discuss how the
transformation that a trophy head undergoes during the curation process marks a critical turning
point for the meaning and purpose of the head. Based on Arnold’s ethnographic fieldwork in
modern Qaqachaka, a trophy head, acquired by a male warrior in battle when he eliminates his
enemy, is later transformed by his wife through rituals involving wrapping the head in textiles,
pouring libations, and burning incense, until the enemy head eventually transitions into a benign
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symbol of regeneration.1 The trophy head and the curated head are thus regarded as two very
different kinds of things, despite being physically the same object. In a sense, the curated head is
converted into an image of the original trophy head, now imbued with a new range of power and
potential that the trophy head did not have. In its new role as an image, a curated head may now
operate within, and contribute to, a greater system of visual language about heads and human
imagery.
As images, curated heads can be compared with various other types of human-made
anthropomorphic objects and images, from the false heads placed atop mummy bundles, to the
stylized images of heads woven onto textiles, to ceramic head jars and cups (used perhaps for
toasting an enemy’s demise), or alternately as a substitute for a real head in the burial of a
decapitated individual.2 The Nasca, who are especially known for their highly enthusiastic
practice of taking and making trophy heads, are also known for their representations of trophy
heads on ceramic head vessels. These spherical jars are vibrantly painted with a face that can
frequently be identified as a trophy head from the two thorns that pierce the lips and pin the
mouth closed. Other head jars, usually in the form of cylindrical vases, may depict living heads,
as Proulx suggests, since they lack the thorns pinning the mouth closed and instead depict heads
adorned with elaborate headdresses. Moreover, the eyes on both trophy and living heads may be
open or closed, indicating that the state of the eyes do not necessarily express the depicted
person’s status as living or dead, although open eyes with pendent pupils likely symbolizes
death. 3
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Arnold and Hastorf, Heads of State.
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DeLeonardis, “The Body Context.” Conlee, “Decapitation and Rebirth.”
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Proulx, A Sourcebook for Nasca Ceramic Iconography, 124-25.
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The Wari, like the Nasca and many other cultural groups of South America, also
practiced ritual decapitation to some degree. A supernatural persona sometimes referred to as the
Sacrificer is represented in various media, and severed heads (and other body parts) are a
recurrent theme across Wari visual culture. While the Wari made head vessels not entirely unlike
Nasca head jars, they do not typically show clear evidence of being trophy heads. In this way
they are perhaps more like the Nasca living heads. These may be open at the top like the Nasca
head jars, or they may be closed with one or two tall spouts emerging from the top of the head in
a manner that likens them to the famous Moche stirrup-spout head vessels (fig. 17). It is possible
that these head vessels all relate to each other, in so far as they tap into the powerful meaning
attached to or represented by heads that make the taking and brandishing of trophy heads so
desirable to so many social groups. These vessels all function as containers, much like the skull
is a container for the mind, or for some, the soul.4 In this way they are fundamentally different
than faceneck vessels, which hold their contents in the depicted person’s body. The head,
meanwhile, is located on the spout, at or near the aperture of the vessel, and as such it is
positioned at the boundary between the interior space of the container, and the exterior space of
the outside world.
In a sense, the head of a faceneck is more akin to the stirrup spout on a Moche head
vessel, rather than the head itself. In a discussion of Moche stirrup-spout vessels in general,
including but not limited to head vessels, Ulla Holmquist states: “Given that this type of
container is associated with funerary rituals, stirrup-spout bottles present themselves as objects
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In their discussion of Nasca trophy heads, Proulx (A Sourcebook of Nasca Ceramics, 103) and
Silverman (Cahuachi, 223) make a reference to the Jívaro people of Ecuador who practice
trophy head taking for the purpose of capturing the souls of others.
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with a powerful symbolic charge referring to the link between the exterior and the interior
worlds, which occurs at the precise moment of death.”5 In a discussion that focuses on the spout
rather than the vessel body, Holmquist draws attention to the significance of the Moche stirrupspout as a conduit linking the (female) internal world to the (male) external world in a symbolic
expression of tinkuy, a Quechua word used to describe the ritual collision of two disparate, but
complementary parts.6
The vessel body, on the other hand, plays a distinct but equally important role. The body
of the vessel, which in the case of facenecks is also the body of the depicted figure, is what
contains the vessel’s most significant feature—its bounded void. For Heidegger, it is the void,
not the clay, that gives a vessel its “thingness,” its being: “The emptiness, the void, is what does
the vessel’s holding. The empty space, this nothing of the jug, is what the jug is as the holding
vessel.”7 A faceneck’s interior, its contents as well as its ability to contain, is therefore critical to
its ontology. And while the archaeological record does not yet provide secure data on what
substance these vessels contained, their nature as containers is an essential part of their story.

Parameters of the Faceneck category
The variability in craft and detail across the faceneck vessel category is substantial,
resulting in a wide spectrum of anthropomorphism. Frequently, Wari faceneck vessels carry
enough detail to represent a full human form, such that the body of the vessel doubles as the
body for the face represented on the vessel’s neck. The vessel body may be painted with only
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Holmquist, 66-68.
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Heidegger, “The Thing,” 169.
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scant references to a tunic or pectoral collar below the chin, or it may depict a full costume or
even a fully dressed figure, complete with arms and legs. Likewise, the faces may be rendered as
complete heads in the round with delicately sculpted ears and precisely defined hairstyles or
headdresses, or in the case of the most minimalist facenecks, there may be nothing more than a
pair of eyes peering over a protruding nose to distinguish the piece from any other nonanthropomorphic vessel of similar form. The eyes are always there, and for this reason, it is
worth paying special attention to the eyes of facenecks, and asking why the eyes are so
important, and how do they work to achieve a sense of unity across the sample.
A faceneck vessel, for the purposes of this study, is therefore any vessel wherein a face or
head is depicted on the neck or spout of that vessel, and that all contents must enter and exit the
vessel by passing through that spout. Moreover, it may be inferred that the body of the vessel
acts as the body of the personage presented on the neck or spout, due to: a) the explicit
representation of a body via body parts, b) the implied representation of a body via the depiction
of a pectoral, a tunic or tunic-like elements, or c) the association of a minimalist faceneck to
other more detailed facenecks by following conventions in overall form and proportion. As the
sample shows, the detail and elaboration given to the visual rendering of the head and the body is
unrelated to the size of the vessel. Thus, it is not for lack of space that the vessel’s maker chooses
to omit from the faceneck the details of a complete hairstyle, tunic, arms and legs. On the
contrary, it is some of the smaller facenecks that display the most fully realized human form.
Chapters 4 and 5 will return to the question of why some facenecks were evidently needed to
look more human than others, and whether or not these details might have given some facenecks
a greater degree of personhood.
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For the most part, the vessel body is globular or ovoid in shape, although a few examples
with slightly irregular body shapes are included in this study due to their adherence to the other
conventions of the faceneck. Such parameters, while limiting, nevertheless allow for a
tremendous range in size, quality, detail, and style. It is precisely the faceneck’s ability to
maintain its categorical status across such a broad spectrum of variables that makes this such an
intriguing object. An analysis of the different parts and variants of faceneck vessels is therefore
necessary in order to better understand the faceneck as an object. But first, it is worth asking how
the faceneck came to be part of the repertoire of Wari ceramics.

Antecedents to the Wari Faceneck Vessel
The Wari may have popularized the faceneck form, but they did not invent it. Effigy
vessels not altogether unlike facenecks were produced in Ecuador as early as the second
millennium BC. (fig. 18). Closer to the Middle Horizon, faceneck and faceneck-like effigy
vessels were prevalent during the Early Intermediate Period and were produced by people from
both highland and coastal societies. At the Wari heartland, the Huarpa culture preceded the
emergence of the Wari, and like the Wari, they also made faceneck vessels.
The Huarpa culture, while once believed to have been a consolidated state, is now viewed
as a conglomerate of smaller polities occupying a number of highland settlements, including the
sites of Wari, Conchopata, Acuchimay, and Ñawinpukyo which all eventually became home to
Wari occupations.8 Knowledge about the Huarpa people and style is fragmentary, and various
theories have been put forth to explain how the Huarpa culture was supplanted by or transitioned
into the Wari at the start of the Middle Horizon, c. AD 600. Menzel begins her study of Middle
8

Knobloch, “A Study of the Andean Huari Ceramics.” Leoni, “Funerary Practices in Ayacucho.”
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Horizon pottery styles with a brief overview of Huarpa designs, noting the similarities between
highland Huarpa ceramics and Nasca 7 and 8 styles on the coast.9 In the decades that followed
Menzel’s study, Knobloch undertook a more focused study of Early Intermediate Period and
Middle Horizon ceramics from the Wari heartland in an effort to shed light on how the Huarpa
style evolves into Wari.10 Because the elements from Nasca 7 and 8 that are incorporated into
Huarpa ceramics are decorative rather than mythical in nature, Knobloch concludes that a foreign
invasion was not the reason for the transition from Huarpa to Wari culture and style. Rather, she
proposes that Huarpa potters selectively incorporated Nasca design features into their own
productions of their own accord, then continued to develop and evolve their stylistic tradition
into the so-called Nasca 9 style that Knobloch, contrary to Menzel, views as a highland
innovation that the newly-designated Wari export to the south coast.11 In essence, the
Chakipampa and Nasca 9 styles are essentially the same style, with perhaps the only difference
being that the term Chakipampa is applied to pottery produced in the highlands, while Nasca 9
denotes its coastal iterations.12 Thus the shift from Huarpa to Wari was a gradual one that hinged
on the appropriation of foreign elements from Nasca, which the potters of the Ayacucho Valley
used as a catalyst to reinvent their stylistic tradition.
9

Menzel, “Style and Time,” 8-10.
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Knobloch, “A Study of the Andean Huari Ceramics.” 306-310. The emergence of Nasca 9
appears to herald the epoch of the Wari. While the Huarpa and the Wari were likely the same
people, the archaeological record shows a significant shift in their cultural traditions.
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Menzel (“Style and Time”) describes Nasca 9 ceramics as very similar to those of the
Chakipampa style, with only minor differences. Previously in the 1950s, Lawrence Dawson, who
established the Nasca 1-9 chronology still in use today, defined the period of Nasca 9 as one in
which Wari influences are evident. Proulx (A Sourcebook) agrees with Knobloch’s interpretation
that Nasca 9 is the same style as Chakipampa.
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Exactly what defines the Huarpa style beyond its resemblance to Nasca 7 and 8 is
difficult to determine. Fragments and potsherds make up the majority of published examples, and
often these are illustrated with drawings using a color key rather than photographs. Descriptions
tend to emphasize the use of black, red, and/or white paint on either an unpainted beige or matte
white surface, although Huarpa vessels may also be slipped in purplish-red or translucent brown
tones.13 Inventories of vessel forms typically include a reference to facenecks, however
photographs of these facenecks are not common.14 From what images are readily available, faces
are modeled fairly simply onto the vessel neck, with imprecise facial features, although eyes,
nose, mouth and ears are discernable, sometimes via incised markings.
A photograph of an intact Huarpa faceneck vessel, pictured in Luis Lumbreras’ The
Peoples and Cultures of Ancient Peru, shows a vessel body closely related to the oversized
facenecks from Conchopata and Corral Redondo, with a broad chest that tapers down to a narrow
base, two strap handles located at the widest section, and a flared spout that narrows near the top
and is adorned with facial features on the neck.15 The most pronounced difference is the
stylization of the facial features, which look nothing at all like the faces of Middle Horizon Wari
facenecks. Modeled ridges become eyes, brows, mouth, nose, and ears, forming a facial
composition that is considerably abstract compared to later Wari examples. Lumbreras notes
that, in other cases, “The eyes are painted rectangles; the mouth may be either a line or a
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rectangle, and the nose is often modeled.”16 An early faceneck in the collection of the Hipólito
Unanue Regional Museum of Ayacucho, and another at the Wari Site Museum likely both date
to the Huarpa period based on similarities in the tapered vessel body and flared spout to the
Huarpa faceneck pictured by Lumbreras (appendix A: 1 and 2).
Another Early Intermediate Period faceneck vessel in the collection of the Hipólito
Unanue Museum at Ayacucho is not Huarpa, but comes from the highland site of PomabambaWaychao, south of Ayacucho. Like the Huarpa vessels, however, this faceneck features black
paint on a matte, seemingly unpainted beige surface, and has a wide flaring neck such that the
aperture of the vessel is almost as wide as the vessel body (fig. 19). The overall shape and
proportions of this faceneck are in fact very close to a Huarpa faceneck illustrated by
Knobloch—proportions, particularly between the neck and the body, which are very different to
anything produced by Wari potters.17 Finally, despite bearing almost no decoration, the
Pomabamba-Waychao example appears unexpectedly lifelike and dynamic. A wide face spans
the entire width of the spout, with eyes that gaze out of half-closed lids and a mouth that gapes
open as if in mid speech. Crudely modeled arms and legs complete the image of a relaxed,
maybe even a touch sleepy, figure sitting contentedly with arms resting on a rotund belly. The
liveliness of the figure is especially startling when compared to the stoic rigidity of later Wari
faceneck manifestations.
Given the significant differences between Huarpa and other EIP highland faceneck
vessels to those produced by the Wari, it seems reasonable to suppose that the Wari faceneck
style may have alternately been influenced by coastal Nasca ceramics. And while Nasca potters
16
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did not produce many faceneck vessels, they did produce plenty of human effigy vessels that
may have served as models for early Wari potters.18 One particular type of effigy vessel favored
by the Nasca is the single-spout and bridge vessel. Like another popular Nasca form, the doublespout and bridge vessel, these effigy vessels have a short, very narrow spout at the top of the
vessel chamber with a small, flat bridge-like handle that connects the spout to another protrusion
coming off the top of the chamber: a small human head. Also sometimes referred to as a singlespout and head vessel, this form has its roots in the Paracas culture. A small head is modeled by
hand onto an irregular, dumpling-shaped vessel body that, like Wari facenecks, doubles as the
body of the depicted human figure (fig. 20). While some degree of modeling helps define the
human form, most of the image is achieved by finely detailed painting in vibrant polychrome
slip. The fact that Wari artists were successfully able to adopt this method of polychrome slip
painting is perhaps the most powerful link between Wari and Nasca ceramics overall. The Nasca
effigies usually have arms and/or hands, and sometimes legs and/or feet. Carefully rendered
garments and headdresses depict layers of textiles, woven belts, shawls, and head scarves, and
faces may show painted or tattooed markings.
Nasca effigy vessels of the single-spout and bridge variety tend to be smallish objects,
ideal for intimate handling. While the chambers are fairly generous, the spouts are so narrow that
filling and emptying these vessels was not a quick or easy task, lacking a funnel. In this way, the
Nasca effigies are not unlike many Wari facenecks, particularly the ones with similarly narrow,
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During the Middle Horizon, the Loro people occupied the same river valleys previously
inhabited by the Nasca culture, particularly the Las Trancas Valley at the southern end of the
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tapering spouts, which typically also have small, flat handles attached. And while the fully threedimensional heads and subtly modeled bodies of Nasca effigies certainly emphasize their human
likeness, Wari efforts to faithfully depict tapestry tunics and woven headdresses finds a parallel
in the detailed renderings of Nasca garments, both of which seem invested in the expression of
identity. Whether or not Nasca single-spout and bridge effigies fulfilled similar social and
functional roles as Wari facenecks remains an open question, one that is beyond the scope of the
current study.
True Nasca facenecks make a late appearance, first emerging during Phase 7 and
becoming more popular during Phase 8. Faceneck-like effigy vessels were produced by the
Nasca in earlier phases, but these differ from the late phase facenecks in that the entire vessel
takes on a human form. The facenecks that appear in Phase 7 are, as Donald Proulx describes
them, “globular jars [that] are surmounted with a short spout in the form of a modeled human
head.”19 Proulx credits influence from the Moche for this and several other innovations that arise
during this late stage in Nasca development.20 Although no direct signs of Moche activity have
been found south of the Huarmey Valley, Proulx posits that the Moche may have made contact
with Nasca people by sailing down the coast. The Moche are known to have had a welldeveloped fishing industry, sailing reed and perhaps also balsa rafts many kilometers out to sea.
This accounts for the possibility of isolated contact with Nasca on the south coast, in the absence
of any meaningful or lasting contact with the Lima, Miramar, or other societies of the central
coast in between Moche and Nasca territories. Proulx locates this potential period of Moche-
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Proulx, A Sourcebook, 11-12, 127. See Proulx, “Stylistic Variation in Proliferous Nasca
Pottery” for more on how Moche influenced innovations in Nasca pottery during Phase 7.
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Nasca contact to the earlier half of Phase 7, precisely when Nasca was also open to sharing
artistic conventions with their Huarpa neighbors to the east. During this period, facenecks with a
narrow neck on a larger, globular body make their appearance in the Nasca ceramic assemblage,
along with single spout bottles with a tall, narrow spout, a globular body, and a strap handle
connecting the vessel neck and body.21 This moment of Moche influence, however, is not long
lasting, petering out by the end of Phase 7 when innovations of Huarpa origin begin to surface.
By Phase 8, Nasca ceramics are rife with Huarpa characteristics, and vice versa.
Facenecks following the same neck-to-body proportions as the Nasca 7 facenecks
become quite standard in the Wari ceramic assemblage, as do facenecks that adopt the singlespout and handle form, with tall, narrow spouts that feature less modeling and more painting.
Thus, tracking the development of the faceneck form sheds valuable insight on relationships
between the Moche, Nasca, and Huarpa during a critical stage in the Early Intermediate Period
when the Huarpa/Wari were on the edge of a cultural revolution that would have tremendous
effects on their artistic traditions. The precise nature and direction of these relationships is,
however, a complex problem.
The last few decades have witnessed significant advances in archaeological methods and
technology, resulting in one reassessment after another of the dates previously assigned to
societies including the Moche, Nasca, and Wari. The Moche, once thought to have collapsed
around 650 AD, are now thought to have persisted until as late as 850-900 AD.22 This means that
the Moche culture, rather than being restricted to the Early Intermediate Period, were in fact
quite active well into the Middle Horizon. Were early Wari potters introduced to the globular
21
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faceneck form via contact with Nasca, or could they have adopted this form directly from the
Moche? A look at how faceneck vessels were made and used on the north coast during the Early
Intermediate Period begins to address this question.
Archaeologist Luis Jaime Castillo and others working at Moche occupied sites north of
the Pampa de Paiján have ascertained that Larco’s five phase seriation of Moche pottery styles
does not apply to the north Moche who inhabited the Piura, Lambayeque, and Jequetepeque
Valleys. Rather, north Moche artistic traditions followed a distinct trajectory from that of their
southern neighbors, and this evolution is broken into three phases: Early, Middle, and Late.23
While the south Moche were invested in the production of finely made stirrup-spout vessels—
some exhibiting fineline painted narrative scenes, others experimenting with ever more realistic
renderings of human heads—the north Moche mostly produced more crudely made pottery,
typically in the form of narrow necked jars. One particular form they returned to again and again
was the faceneck.
Facenecks have been found in burial contexts at sites including Pacatnamú and San José
de Moro. At Sipán, dozens of facenecks were found surrounding the body of the Old Lord, while
inside the main tomb of the Lord of Sipán, facenecks were found packed into niches around the
perimeter of the burial chamber and an additional cache full of facenecks was found just adjacent
to the tomb.24 Facenecks appear from all phases of north Moche occupation, although they seem
to have peaked in popularity during the Middle Moche Period, a time period roughly
contemporaneous to Moche III and IV in the south.25 Middle Moche facenecks tend to have a
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globular body with a small to medium neck, usually with a flared or slightly flared spout (fig.
21). Many of these vessels feature press-molded faces, sometimes with additional design motifs
painted in white-on-red slip or red-on-white slip. Alternately, the entire neck may be mold made,
or even the entire vessel. Some, like those from the Lord of Sipán tomb and the adjacent cache,
have a more fully anthropomorphic form, complete with hands and feet. These have a large head
in proportion to the body, and at least one such vessel from Pacatnamú bears an almost uncanny
resemblance to the miniature greenstone Wari figurines from Pikillacta (fig. 22).26 Like the early
Nasca effigy vessels, these Moche effigies are perhaps more faceneck-like rather than true
facenecks. Unlike the Nasca effigies, however, they share space and time with their globular
faceneck counterparts, appearing in the same burial contexts, in the same regions, during the
same time periods.
The faceneck category of Moche artistic traditions is bound up in its own complexities
that deserve their own dedicated study, apart from and beyond this one. Complexities aside, it is
nevertheless significant to consider the robust production of globular faceneck vessels issuing
forth from the north Moche valleys. It was these valleys, especially the Jequetepeque Valley,
which are known to have been inhabited by Moche people well into the Middle Horizon, and
who appear to have been far more open to forging relationships with foreigners than were the
south Moche. During the Late Moche period, ceramic production underwent a dramatic
transformation as influences from south Moche, Cajamarca, and Wari styles and techniques
made their way into pottery workshops. That the lines of communication were open between
Wari and north Moche societies is clear. What is much more difficult to determine is precisely
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when and how that communication commenced, how extensive it was, and what purpose it
served.

Provenience: Out of the Ground and Onto the Shelf
In the Andes, as in other parts of the world, the practice of looting predates the history of
methodical archaeology. And while looting still continues today, it likely does not compare to
the rampant sacking of ancient sites and tombs that began with the Spanish conquistador’s thirst
for gold in the sixteenth century, and which eventually gave way to the popular pastime of pot
hunting among wealthy antiquities collectors in the nineteenth and early twentieth centuries.
Both Peruvian and foreign antiquities enthusiasts succeeded in amassing impressive collections
of ancient pottery and other sumptuous artifacts through a combination of digging for themselves
and buying wares from local huaqueros (professional looters), who knew where to dig and were
happy to profit from the sale of stolen grave goods. Museum collections in Peru and abroad are
built on acquisitions of looted pieces donated by or purchased from such collectors, who may or
may not have made accurate notes regarding the site or valley from which they came. The result
is shelves upon shelves of ancient Andean pottery with no provenience, identified only according
to broad stylistic or cultural categories, which may be outdated, overly vague, or simply
incorrect.
By the turn of the twentieth century, museums in Europe and the United States were
eager to establish renowned collections of South American antiquities, whether by sponsoring
archaeological expeditions or through the purchase of unprovenienced artifacts. The Königliches
Museum für Völkerkunde in Berlin (now the Ethnologisches Museum of the Staatliche Museen
zu Berlin) succeeded in forming one of the largest collections of ancient American antiquities in
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the world in the early twentieth century. This accomplishment was due in part to the voracious
collecting practices of German citizen Wilhelm Gretzer, who lived in Lima from 1872-1904.
Gretzer began collecting antiquities shortly after arriving in Peru. In 1898, he sold his collection
to Arthur Baessler, a German anthropologist he met in Lima. The following year, Baessler
returned to Germany and donated this collection of some 11,000 objects to the Völkerkunde
Museum. Meanwhile, Gretzer continued his collecting practices, and upon his return to Berlin
sold a collection of 33,000 objects to the Völkerkunde in 1907.27 Nearly half of Gretzer’s second
collection reportedly comes from Pachacamac, a pre-Inka religious center and pilgrimage site
that was already well known in the nineteenth century as a rich source of antiquities due to its
close proximity to Lima. Given Pachacamac’s notoriety, Izumi Shimada casts doubt on whether
Pachacamac can really be trusted as the origin of all these objects.28 His suspicion is validated by
the fact that the Lurin and Rimac Valleys that surround Lima are home to many minor
archaeological sites—sites that lack the recognition and prestige of Pachacamac.
In the United States, the American Museum of Natural History (AMNH) sponsored
Swiss-born archaeologist Adolph Bandelier on an expedition to acquire antiquities from Peru and
Bolivia from 1892-1903. In some ways more collector than archaeologist, Bandelier did not
typically excavate the sites himself, but instead hired others to excavate for him or purchased
antiquities from other collectors. When he was present at an excavation site, he took more
thorough notes than most other archaeologists of his time.29 However, he was not always present
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during excavations, and many of the pieces he acquired for the AMNH’s collection lack details
regarding their origin or give only the name of the river valley.
Some of the best contextual information from this time comes from the expeditions of
Max Uhle, including his early excavations carried out from 1899-1905 under the patronage of
Phoebe A. Hearst.30 Uhle’s succinct but precise notes identify the river valleys and excavation
sites, sometimes even the graves, where he excavated. His 1903 report of Pachacamac includes
thorough descriptions of objects accompanied by insightful drawings that detail design motifs
and tomb compositions.31 Many of the objects Uhle collected now reside at the University of
California Berkeley, in the Phoebe A. Hearst Museum of Anthropology.32 The information on
provenience that accompanies the Hearst’s Uhle collection is invaluable and practically
unparalleled for this early epoch of Andean archaeology.
In Peru, it seems that the comprehensive archaeological museums, such as the Museo
Nacional de Arqueología, Anthropología, e Historia del Perú (MNAAHP), rarely recorded
source information pertaining to their earlier acquisitions, apart from the name of the
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donor/collector who provided the piece. Again, this is likely because their collections came from
wealthy antiquities enthusiasts whom, like Gretzer, purchased pieces from huaqueros and knew
little to nothing about the context of their origins. Many major archaeological sites, including
Wari, have their own site museums, which presumably display artifacts excavated from that site
or immediate area. Other museums maintain a regional focus and showcase primarily objects
from the surrounding area, many without provenience. These site and regional museums,
however, tend to be modest in size and resources, and thus lack effective records of
documentation and offer very little in the way of gallery didactics that would otherwise clarify
which objects were excavated and which were not. In the records at the Museo Regional de Ica,
for example, many of their pieces are identified according only to stylistic features rather than
excavation data, and the small site museum at Wari provides almost no label information at all,
particularly for cases that contain a multitude of objects.
Fortunately, the budding field of American archaeology was quick to develop in the
Andes once looters proved that there was indeed much to be found by digging in the ground.
Max Uhle’s pioneering work on the chronology and cultural diversity of the ancient Andes
motivated many archaeologists to follow his lead. Throughout the twentieth century, the looting
of antiquities was joined by methodical excavations that sought to recover the story of the preInka past. Some of the finest Wari pottery found to date has come from buried caches of
potsherds, the likes of which no huaquero would have given a second look. In 1927, Peruvian
archaeologist Julio C. Tello unearthed some three tons of shattered ceramics at the site of
Pacheco in the Nasca Valley.33 More offering deposits of ritually smashed pottery were found in
the decades that followed, at Conchopata, Ayapata, and Maymi.34
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Once Wari was firmly identified as an independent cultural polity and given credit for the
previously dubbed Tiahuanacoid or Coast Tiahuanaco style of the Middle Horizon, the city of
Wari and other important sites in the Ayacucho region came under extensive study. From 19801992, the Sendero Luminoso (Shining Path) terrorist organization made the highlands around
Ayacucho a dangerous place to conduct fieldwork, prompting archaeological studies of the
Middle Horizon to turn to the coast. With Sendero Luminoso now in remission, fieldwork on the
Wari has resumed all over Peru. Over the last 25 years, as discussed in Chapter 1, the picture of
what the Wari Empire was (and was not) has shifted, evolved, and continues to come ever more
into focus. A substantial body of scientifically excavated Wari visual culture is now available,
where once one found mostly looted artifacts. The present study thus turns to pottery with
provenience whenever possible, and aims to keep those pieces at the center of any inquiries.
Nevertheless, there is simply too much pottery already out of the ground by the huaquero’s
shovel to dismiss anything lacking archaeological context. The following analysis of the physical
features and stylistic characteristics of faceneck vessels will attempt to bring some clarity to the
complicated landscape of Wari artistic influence in the Middle Horizon.

Wari Facenecks by Style and Geographical Region
Wari facenecks vary considerably in the shape of their form, proportion of the spout,
number of handles, style of decoration, size, quality, and geographical distribution. And yet, an
uncanny sense of resemblance binds them together into a more or less cohesive group. Given the
expanse of the Wari sphere of influence, political and otherwise, this is to be expected. The
degree of stylistic variation is in fact quite consistent with Schreiber’s notion of the Wari

34

Schreiber, Wari Imperialism in Middle Horizon Peru, 108-112.
98

imperial “mosaic of control.”35 Just as evidence for varying degrees of Wari administration
suggests an array of conquest strategies, differences in artistic styles reflect the varying degree to
which Wari style was adopted. One of the goals of this study, therefore, is to tease out what
makes a faceneck “Wari.” Of course, the challenge with this task is that, as Menzel and others
have demonstrated, there is no singular Wari style. In truth, the Wari style may be just as much
defined by its plurality than by its unity.
The following section will address this through a formal analysis of the similarities and
differences between faceneck vessels set against the map of Wari influence. Geographically, this
study is concerned only with the presence of Wari culture in any given region or site, and not
with the degree of control the Wari may or may not have held over such areas. That ceramics
imbued with Wari stylistic features were being produced and circulated in these places is enough
to establish Wari presence and demonstrate that they had a significant impact on the local
population. Each geographic region will be anchored by pieces with provenience, with additional
pieces tentatively attributed to the same site, valley, or region according to stylistic similarities.
The result approximates an overview of how Wari facenecks look from region to region, how
their physical features shift under local conditions, and how they nevertheless express a desire to
be Wari.

The Heartland
The Wari heartland is the area surrounding the city of Wari, the capital and seat of the
Wari Empire, located in the modern department of Ayacucho. Not far from Wari is the site of
Conchopata, another major Wari city which likely served an important role as a center of
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religious activity and ceramic production. Wari has been recognized as an ancient city since Inka
and Colonial times and archaeological excavations have continued there on and off since the late
nineteenth century.36 While this has made it a target for looting, it has also helped Wari to remain
isolated and free from modern development. Conchopata, on the other hand, lies right on the
outskirts of the modern city of Ayacucho and has, unlike Wari, suffered greatly from the
encroachment of urban development.
The first excavations at Conchopata were carried out by Julio Tello in 1942. Although he
made an important discovery in excavating a deposit of shattered ceremonial pottery, he did not
publish a report and his discovery was overlooked until Menzel published her study of Wari
ceramic styles, which included pieces from Tello’s 1942 excavations.37 In the decades that
followed Tello’s discovery, Luis Lumbreras and others carried out various survey studies and
excavations, but found no new caches of ceremonial pottery. In the early 1960s, as the city of
Ayacucho expanded, the site of Conchopata was selected as the location for an airport, resulting
in irreversible damage to the ancient city. Lumbreras continued to undertake salvage excavations
during breaks in construction, and then in 1977 the airport was renovated and expanded.
Ironically, it was work related to the construction of the new runway that, finally, led to
the discovery of a second deposit of smashed ceremonial pottery at Conchopata. This deposit
was found accidently when construction workers digging a pipeline trench inadvertently
unearthed the offering.38 What followed was a three-week emergency salvage excavation,

36

Schreiber, “The Rise of an Andean Empire,” 35-36.

37

Isbell and Cook, “Ideological Origins.” Menzel, “Style and Time.” Menzel, “New Data on the
Huari Empire.” Menzel, The Work of Max Uhle.
38

Cook “MH Ceramic Offerings from Conchopata,” 52.
100

primarily for the purpose of recovering the potsherds for conservation so that work on the
runway could continue. In the process of excavating the offering deposit, a burial pit containing
the bodies of five young women was found just one meter from the deposit of shattered
pottery—likely also an offering given that the bodies were not arranged in any way and no grave
goods were found with them save for a handful of tupus, a few bone pins, and a spindle whorl.
Despite the discovery of such highly-charged ritual sacrifices, plus four other burials that
surfaced during construction, work on the airport continued. It was not until 1998 that
Conchopata was finally declared a National Cultural Heritage site by the INC. Since then,
William Isbell, Anita Cook, José Ochatoma, and Martha Cabrera, among others, have carried out
extensive excavations at Conchopata and have found many more instances of smashed
ceremonial pottery, resulting in the recognition of what Isbell and Cook have identified as the
Conchopata Oversize Ceramic Offering Tradition.39
In addition to Wari and Conchopata, other Wari heartland sites include Azángaro,
Acuchimay, Ñawinpukyo, Jargampata, and Aqo Wayqo. Early, MH 1 facenecks from the
heartland are typically in the Chakipampa style, while later facenecks, dating to MH 2, are often
in the Viñaque style.
Heartland vessel forms are fairly globular, although they tend to narrow slightly at the
base, which is flat. In the case of very large facenecks, the vessel body narrows dramatically at
the base, giving the vessel more of an ovoid or egg shape. The vessel necks are moderately short
with an aperture nearly as wide as the neck is tall. They may have two vertical strap handles,
located at or just above the widest point on the vessel body, and positioned slightly towards the
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back. This is most common on the larger vessels, but appears on smaller vessels as well. Smaller
facenecks may alternately have one vertical strap handle at the back, joining the neck to the
body, or no handle. A few facenecks feature a small, perforated lug at the back of the neck where
the neck meets the shoulder.
Vessels were typically hand built, but the faces were sometimes hand modeled and other
times made using press molds. Molds, including face molds, have been found at Conchopata, a
site known to have been a center for pottery production (fig. 23).40 A distinct class of
Chakipampa style facenecks stand out for their unique use of molds. Rather than placing the
mold against the neck of the vessel and pressing the clay from the inside of the neck into the
mold, then blending the perimeter of the face into the rest of the neck to create a seamless look,
in this case the mold-made faces are made separately and appliquéd onto the surface of the vessel
neck. The result is a plumply modeled face that protrudes from the neck in high relief (appendix
A: 7-10). Often, these faces are not as wide as the neck, and the ears, placed right alongside the
face, are therefore positioned much more forward on the neck than is otherwise typical. This
style of facture appears to have been popular at the site of Aqo Wayqo, but specimens have also
been found at Wari and Conchopata.41 In other respects, these vessels demonstrate close ties to
other Chakipampa style facenecks. The modeling of the ears, if not the position, is consistent
with the greater Chakipampa style. The ears appear like an upside-down letter U that extends up
and out from the temple, just behind the eyebrows. In many cases, the painted iconography on
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the vessel bodies is in poor condition, yet the Chakipampa fleur-de-lys is frequently present, as is
a two- or three- pronged motif reminiscent of goal posts that acts as a sort of boundary to
compartmentalize the visual field.
A different class of Chakipampa style facenecks predominate at Conchopata, although
related examples have been found at Aqo Wayqo and also at Huaro, near Pikillaqta.42 In 2000,
about 27 oversized facenecks were found shattered in a pit at Conchopata, including two
especially impressive pairs that have been partially reconstructed.43 About 85-90 cm tall, they
have an ovoid body shape that narrows considerably at the base, and they are brilliantly painted
in polychrome slip (appendix A: 28-31). The abstract Chakipampa designs show no influence
from Tiwanaku, an important turning point in Wari iconography that Knobloch dates to MH
IB.44 Furthermore, they were found towards the bottom of the pit, which may have accumulated
pottery offerings over time, and a piece of charcoal from the pit yielded a radiocarbon date of
AD 680 ± 40.45 The iconography and archaeological context indicate that this group of facenecks
date to the earliest phase of the Wari state. The vessel figures wear elaborate hats featuring the
Chakipampa fleur-de-lys, topped with a chevron band. Their highly standardized faces are
dominated by wide open, lozenge-shaped eyes with round pupils that float in the center of the
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eye. Rigidly modeled nose, ears, brows, and an incised mouth finish the face, which is adorned
with large tocapus painted on flat cheeks. Tocapu is an Inka term used for the square motifs
painted on pottery and woven into textiles and considered to relay highly coded information
about a person’s identity.46 Following Knobloch, the term is here applied to the square motifs
commonly seen on the cheeks of facenecks, suggesting that they may likewise encode
information about the figure’s identity.47 The iconography on the vessel bodies depicts a stylized
bird in profile on one pair (appendix A: 30 and 31), while the other pair repeats a large sun-like
motif of concentric circles rimmed with many wavy-line appendages (appendix A: 28 and 29).
Profile birds and rayed deity heads later become a hallmark of Wari identity. While the later
iterations of the bird and rayed deity head iconography are usually attributed to the relationship
between Wari and Tiwanaku, including the Southern Andean Iconographic Series (SAIS), this
group of facenecks suggests that perhaps some elements of the SAIS were already evolving for
Wari during their Chakipampa style period. With such limited evidence, such a suggestion is
highly speculative, yet intriguing.
As different as these oversized Chakipampa facenecks are to later Wari pottery featuring
SAIS iconography, fragments of these facenecks were found in the offering pit excavated in
1977, which contained pottery known for its explicit display of SAIS iconography. Moreover,
the 1977 offering was located just a few meters away from the 2000 Chakipampa pit, and Isbell
and Cook believe this suggests a close temporal relationship between the two.48 The 1977
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offering pit contained only oversized faceneck vessels, about 23 of them, of which only portions
have been reconstructed (appendix A: 26a-i). Nevertheless, they appear to be among the largest
facenecks produced by the Wari, about 150 cm tall, with cylindrical bodies that terminate in a
point rather than a flat base.49 Compared with the 2000 Chakipampa facenecks, the 1977
facenecks have much more naturalistically modeled faces with inset eyes, fully modeled lips,
realistically rendered ears, although they share the chevron hat with their Chakipampa neighbors
(appendix A: 26e-h). Their upper bodies appear elegantly dressed in finely woven v-necked
tunics that comprise the upper register of the vessel body (appendix A: 26i). The middle register
acts as a billboard for a dense scene of complex iconography that neither mimics the typical
arrangement of tapestry tunic imagery nor departs entirely from the overall look of a tunic
(appendix A: 26b-d, j). There are no allusions to body parts on the vessel chamber, like hands or
feet, and the bottom register of the vessel is blank. The overall expression of these vessels is one
of powerful, lifelike human figures dressed in extraordinary garments (fig. 24).
The 1977 group of facenecks is unique for, among other things, combining Chakipampa
and SAIS iconography. The SAIS iconography on these vessels, which depicts the frontal staffbearing deity with a rayed head flanked by profile attendants, is arguably the closest in
composition to the Sun Gate at Tiwanaku (appendix A: 26b-d). Yet while the staff-bearing deity
looks remarkably like its iterations from Tiwanaku, and it is even shown standing on a stepped
pyramid as it is on the Sun Gate, the profile attendants diverge dramatically from Tiwanaku
iconography and instead adopt a certain fanciful quality that is the trademark of the Chakipampa
style. In addition, the tunics of the top register are adorned with Chakipampa-style humpbacked
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animals and some of the faces have cheek tocapus that again depict Chakipampa-style creatures
(appendix A: 26a, e, g). Finally, a minority of the vessels, about five, depict a different scene on
the vessel body: instead of the staff-bearing deity and profile attendants, these vessels are
covered with Chakipampa-style creatures resembling the ventral animal (appendix A: 26j).
Knobloch dates both the 1977 and 2000 faceneck offerings to MH 1B, before the
Conchopata style where SAIS iconography dominates. The SAIS iconography in the 1977
facenecks is stylistically distinct from the Conchopata style and lacks some critical innovations,
most notably the split eye that would come to characterize supernatural personages in the
Conchopata and other Wari styles. The 1977 facenecks may very well document a turning point
in Wari development as Wari religious leaders embraced a new religion that was shared by the
Tiwanaku people to the south.50 This theory was actually put forward by William Isbell in an
article from 1984-85, shortly after the discovery of the 1977 offering pit, although he, following
Menzel, dated these facenecks to the same epoch as the ceramics discovered by Tello in 1942—
Menzel’s basis for defining the Conchopata style.51 Knobloch now dates the Conchopata style to
MH 2A, much later than the 1977 and 2000 facenecks, during a period when Wari influence was
spreading dramatically across the highlands and along much of the coast.52 By placing the 1977
facenecks earlier in the Wari chronology, and together with the 2000 Chakipampa facenecks, a
slightly new narrative emerges. The juxtaposition of Chakipampa and SAIS iconography on the
1977 facenecks represents a transition from one ceremonial iconographic program to another
50
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during what must have been the first stages of incorporating the staff-bearing deity and profile
attendants into Wari visual culture.
Another oversized faceneck vessel from Conchopata alludes to a different stylistic turn.
This vessel, RN 82489, is about 100 cm tall and was found shattered in an offering that included
mostly smaller, not so fine vessels of mixed forms, with an associated radiocarbon date of AD
700 ± 60 (appendix A: 27).53 This faceneck is in the Viñaque style, a style of highland origin that
is closely related to the coastal Pachacamac style. According to the radiocarbon date, however, it
must be a very early example of the Viñaque style, which traditionally dates to MH 2 (AD
800/850-1000).54 Since the radiocarbon date places this faceneck earlier, in MH 1B, stylistically,
it should fall after Robles Moqo but before Pachacamac.
The delicately modeled face of RN 82489 seems consistent with what Menzel describes
as “derived Robles Moqo,” with modeled eyes, nose, and mouth that are not as lifelike as true
Robles Moqo style faces, but instead express a more rigid, standardized appearance.55 The face is
painted dark red with heavy, vertical black lines that extend down the cheeks from just below the
eye, and also down the nose. The ears are simply modeled but detailed with lines that echo the
folds of the ear. A white chinstrap secures a tall but simple hat with a border of white circles with
center dots. The hairstyle is particularly unusual. Four distinct, black strands are pulled together
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at the back of the head into a column that could represent a braid. The stylized hairstyle is
difficult to interpret, and may alternately represent hair that has been gathered at the nape of the
neck and folded up so that it may be tucked into the hat. Whichever the case, the hairstyle
depiction is an anomaly that calls attention to itself as a distinguishing feature.
The body of the vessel is sparsely adorned with a bilateral bird head motif. A black-oncream fret band outlines the design field, and also divides it into two equal parts with a vertical
band down the center. Within the design field, two bird heads, raptors, face off on either side of
the central divide. The raptors are in profile, and another fret band, black-on-gray, wraps around
three sides of the head to frame the bird in a sideways U tipped with maize cobs. More maize
cobs extend from the back of the U, and other appendages extend from the top and bottom. This
method of using a black-on-cream fret band to outline a two-panel design field across the upper,
frontal quadrant of a faceneck vessel would become a signature feature of the coastal
Pachacamac style. Moreover, the theme of the two birds or bird heads facing off on either side of
a central divide would likewise prove to be an especially popular theme on the central coast.
Finally, the ovoid body of the Viñaque faceneck is finished with two vertical strap handles
positioned at the widest part, just behind the figure as was the custom for the oversized
Chakipampa vessels discussed above. This too would carry over to the Pachacamac style. In
many ways, this vessel appears to be not just a close relative, but perhaps a highland precursor
for the Pachacamac style that would sweep the coast during the next epoch of Wari development.
Another vessel, measuring just 21 cm tall, appears to be a smaller version of RN 82489.
This vessel, RN 81890, is reportedly from Wari and also features key elements of the Viñaque
style (appendix A: 16). Although the paint on the vessel is badly worn and only the fret band and
maize cobs can be clearly identified, the body appears to depict a similar image as its oversized
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counterpart. In addition, the face shows maize cob tear tracks, a feature typical of the Viñaque
and Atarco styles. The hairstyle on this vessel, which is painted as a solid black block of hair that
cascades down the back of the figure and flares out towards the bottom, is likewise typical of
MH 2 styles. Other small facenecks from Wari show likenesses to MH 2 styles and demonstrate
a relationship between highland and coastal styles. One small but finely made faceneck from the
site museum at Wari has ears and facial tocapus that reference the Chakipampa style, yet the
sensitive modeling of the face and the disembodied animal heads on the body are more
expressive of the Viñaque style (appendix A: 15). The tall, slender, tapering of the spout and the
single handle at the back (now missing) bridges the spout to the body in a manner highly
characteristic of the south coast.
The same type of handle is seen on a small vessel of lesser quality that nevertheless
depicts a finely dressed individual wearing a multi-strand necklace (appendix A: 23). The image
of the necklace likely represents actual necklaces found in the archaeological record made from
Spondylus and white shell beads (fig. 25). Thus, the handle type works in conjunction with the
material reference of the shell necklace to express a certain coastal identity, perhaps an
individual from the coast relocated to the heartland. Alternately, at just 16 cm tall, this piece
could easily have been made on the coast and transported from the coast to Wari. Another small
vessel from the Wari site museum also features a multi-strand necklace typical of the south coast
(appendix A: 22). This one, depicted as concentric white bands on a black background, is more
ambiguous as to the material it represents, but the string ties at the back of the neck indicate it is
also some kind of beaded necklace. Again, this type of necklace is very common on south coast
facenecks, so this piece may also allude to highland-coastal relationships.
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Finally, a small but ambitious faceneck from Conchopata demonstrates the virtuosity of
the Viñaque style. This vessel has three faces, each apparently press-molded onto the side of a
wide neck that is cinched just above the heads to form a more standard-sized spout (appendix A:
38). Each face presents a slightly different combination of face paint and headdress, giving each
one a unique identity. The body of the vessel is painted with an array of plant forms reminiscent
of those found on oversized urns from an offering of shattered pottery at Pacheco discussed
below.

The Far South
The far south encompasses the coastal and midland valleys south of the Nasca Drainage.
This region includes such sites as Corral Redondo in the Ocoña Valley, Tenahaha in the
Cotahuasi Valley, and Cerros Baúl and Mejía near Moquegua. While Tenahaha, Cerro Baúl and
Cerro Mejía have been the focus of much archaeological activity in recent years, very few
references have been made to faceneck vessels and I am aware of no images of facenecks that
have been published. Corral Redondo, on the other hand, is one of the most important sites for
facenecks as it was here that a major offering was discovered haphazardly in 1943.
The site of Corral Redondo is located near the village of La Victoria, where the Ocoña
Valley meets the Churunga Valley on the south coast of Peru. The site was unofficially
excavated in early 1943 after local people in the area struck through a hollow in the ground and
discovered an ancient feathered textile.56 Further excavations by local people resulted in the
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King, “Featherwork.” King, “The Wari Feathered Panels.” In fact, Linares Malaga writes that
the discovery was probably not a surprise. Eyewitness accounts say that for some time villagers
suspected there was something buried in the ground because of a distinct sound that could be
heard when their tools struck the earth. The area around the site had been used for cultivating
wheat and barley (Linares Malaga, Pre-Historia de Arequipa, 141-142).
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unearthing of presumably eight oversized faceneck vessels, each measuring approximately 80110 cm in height, in addition to a burial mound containing mummies, which were subsequently
burned by the local excavators before they could be examined. Heidi King’s research into the
published reports of this archaeological discovery reveals a discrepancy regarding the precise
number of faceneck vessels that were found. Out of three different reports, two say that eight
faceneck vessels were found, while one report mentions only seven, but specifies that all seven
measured about one meter tall by two meters in circumference.57 One explanation for this
discrepancy is that there were indeed eight faceneck vessels found buried at the site, but one
vessel was considerably smaller than the others.58 Through extensive archival research, King
ultimately confirmed the Corral Redondo provenience of seven vessels: six oversized faceneck
vessels plus one smaller faceneck that are now all in the collection of the MNAAHP in Lima
(appendix A: 42-44, 46-49).59 However, an additional oversized faceneck vessel from the
collection of the Museo de la Nación, 9562, most likely came from this offering as well, based
on the fact that it is an identical pair to vessel C-34729 (appendix A: 45).60 This vessel was
confiscated by Peruvian authorities on August 14, 1998 after it was discovered underneath a
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King, “The Wari Feathered Panels.” The following vessels are confirmed by King to have
come from the 1943 excavation at Corral Redondo: C-34729, C-34730, C-54799, C-54800, C54801, C-54802, C-64874.
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While C-34729 was found smashed and had to be reconstructed, 9562 is intact. This is
significant in light of the 1943 site photo that shows several vessels in situ (Linares Malaga, PreHistoria de Arequipa, 137). The photo includes either C-34729 or 9562, and it is noteworthy that
this vessel is shown intact. Although the photo appears to be a reconstruction of the excavation,
and it is impossible to tell if the vessel shown had been reconstructed, another vessel in the photo
that sustained less damage appears in its pre-reconstructed state.
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sheathing that attempted to disguise the vessel as a Shipibo ceramic. The Shipibo community of
the eastern lowlands around the city of Pucallpa are famous for their pottery and still produce
large faceneck vessels, often in male and female pairs (fig. 26). It appears that someone had tried
to smuggle the ancient Wari faceneck out of Peru by disguising it as a modern Shipibo piece but,
fortunately for Peru, the disguise was poorly executed. While the vessel’s history prior to 1998 is
unclear, its unauthorized disappearance may also account for the discrepancy in vessel counts in
the reports on Corral Redondo.
On closer inspection, five of the vessels, including the matched pair and the smaller
vessel, feature iconography that is closely related (appendix A: 43, 45-47, 49). The smaller C54801 depicts the same pair of hump-backed animals as the matched pair C-34729 and 9562.
The framed design field that occupies the top half of the vessel body and wraps only across the
front half, is divided into three sections: A narrow central column flanked by two larger panels
that feature the hump-backed animals. The use of this framed panel is typical of the Viñaque
style discussed above, among other MH 2 Wari facenecks, and is likewise used on C-54800 and
C-64874. These two vessels are linked by their central column, which depicts three profile
human heads stacked one on top of the other. C-64874 features what appear to be supernatural
winged llamas, while C-54800 shows a pair of spotted wildcats. In both cases, the animals have
human hands that grasp a special object: the llamas grip a short staff topped with a maize cob,
while the wildcats hold on to a long serpent with a human head.
Vessel C-54799 also has a framed design panel, but here the panel is divided into three
equal sections, each with an open hand (appendix A: 42). The open hand motif is unique, as is
the image painted around the body of vessel C-34730, which shows a full-bodied human in
mixed profile in combat with a wildcat, perhaps a puma (appendix A: 44). The
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uncharacteristically active scene shows the wildcat lunging with outstretched claws at the human
who appears to shoot the wildcat with a poison dart. A similarly active scene of humans carrying
trophy heads and axes is displayed across the body of vessel C-54802, which nevertheless bears
the same facial features on the neck as C-64874, C-34729, C-54800, and 9562. The two vessels
with slightly different heads are C-54799 and C-34730, which lack ears and sideburns and wear
headdresses with distinct motifs (appendix A: 42 and 44).
Menzel classifies the Corral Redondo vessels as an example of the Atarco style, which
includes facenecks from the Nasca and Ocoña Valleys and are derived from the earlier Robles
Moqo style.61 The facenecks from the Corral Redondo offering, however, appear to define their
own sub-style, albeit one closely related to the Atarco style. This sub-style, which I call the
Ocoña style, includes a few other examples that share an uncanny resemblance to the facenecks
from Corral Redondo, despite being of a more modest size and generally lacking provenience.
Critical components of the Ocoña style are a polychrome slip-painted ovoid vessel with a neck
about as wide as it is tall; two vertical strap handles; the division of the frontal design field into
three horizontal registers: a narrow central column flanked by two wider panels; a broad face
dominated by large, wide-set eyes, and a modeled nose and mouth; ears, when present, tend
towards one of two variants: tall, flat and rectangular ears that protrudes straight out from the
head at 90 degrees or tall ears with a curved upper portion and triangular lobes; a hat bearing
fancy motifs; hairstyle is usually long and spread out into several sections across the back, with
sideburns falling in front of the ears; faces may be marked with tear tracks or otherwise feature
no decoration.
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Two modestly sized vessels are so similar to each other that they were likely created by
the same potter or workshop and may have even have been made to be used together, although it
is impossible to know. One now resides at the Dallas Museum of Art, while its counterpart is at
the Museo de la Nación in Lima (appendix A: 51 and 52). The two vessels share identical
headdresses, triangular tear-tracks, and facial features. Each depicts a pair of animals on the
body—spotted felines on the Lima vessel and double-headed serpents on the Dallas vessel—
wherein one animal is pained in gray while the other is painted in red.
A faceneck in the collection of the American Museum of Natural History (41.2/7840)
depicts the same pair of red and gray spotted felines as the Lima vessel, with slight stylistic
variations (appendix A: 53). The central register and the figure’s hat both display four-pronged
Chakipampa fleur-de-lys motifs while the design field is bordered with S flourishes. The figure’s
face is adorned with maize cob tear tracks and the nose has a reddish line down the center. Some
unusual features of this piece include a stripped rim on the vessel’s neck, ears that are more
rounded than angled, lips that are painted red, and eyes that are more naturally positioned rather
than wide apart, as well as a matte finish. The result is a face that appears more naturalistic than
other Ocoña style facenecks.62 Otherwise, the facial modeling is consistent with the Ocoña style.
A faceneck vessel from the Denver Art Museum (1996.34) has a completely reconstructed head
that was presumably modeled after the AMNH faceneck (appendix A: 50). The Denver faceneck
was reportedly found at Pampa del Camotal in the Nasca Drainage with the neck entirely broken
62

According to Menzel (“New Data on the Huari Empire”), this vessel reportedly comes from a
burial containing seven ceramics, of which this one is the largest. The burial was looted by
huaqueros, who sold the pieces to a dealer and told him where they came from. Junius Bird is
said to have seen this collection of ceramics while they were in the dealer’s possession.
According to the records of the AMNH, the faceneck was later loaned to the AMNH in 1979,
then gifted in 1983 by Louis Slavitz. Junius Bird had seen the vessel in Slavitz’s home and
verified it had been in his possession for many years before it came to the AMNH.
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off, although the frontal design field and hair strands across the back support its identification as
a faceneck vessel.63 The design field is bordered by the same S flourishes as the AMNH
faceneck, perhaps prompting the AMNH faceneck to serve as its model for reconstruction.
Within the design panels appear two humpbacked animals facing off towards the center, similar
to three of the vessels from Corral Redondo.
Finally, a head fragment likely from a large faceneck vessel in the Museo Larco
collection has the same earless hairstyle as C-34730 and C-54799 from Corral Redondo, and
wears the same unusual headdress as C-34730 (appendix A: 55). While the eye shape is slightly
different, the pudgy modeling of the face is also similar to C-34730, suggesting that these two
facenecks were produced together, yet there is no archaeological evidence linking the head
fragment to the Ocoña Valley.64

The South Coast
The South Coast, particularly the Nasca Drainage, is an important region for Wari. As
previously discussed, contact between the Nasca Drainage and the Wari heartland goes back to
the Early Intermediate Period and it is likely that the Wari culture emerged from contact between
Nasca and Huarpa peoples. The best known Wari site on the South Coast is Pacheco, located on
the Soisongo estate in the Nasca Valley. In 1905, Uhle collected fragments of what was certainly
oversized pottery, given the thickness of the sherds. He found these fragments on the surface and
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The Museo Larco has no record of when or how this fragment entered their collection,
although their collection database identifies it as a South Highlands style from Wari.
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apparently did not investigate the site much further.65 Two decades later, in 1927, Tello would
make one of the most significant discoveries of the century when he unearthed a massive cache
of shattered ceremonial Wari pottery.
The Pacheco pottery smash is the largest known Wari offering deposit and consists of
some three tons of potsherds from a variety of vessel forms, one of which is the faceneck form.
Tello never published his notes from the excavation so there is little known about the context of
the offering, however it is now recognized as a classic example of the Wari ceramic offering
tradition that is typical of Conchopata and other sites.66 Although this offering tradition is most
commonly associated with oversized pottery, and many of the urns and keros from the 1927
Pacheco offering are oversized, the facenecks are only about 50 cm tall, and therefore fall into a
more midsized range on the faceneck spectrum.
The faceneck vessels from this offering are some of the most anthropomorphic facenecks
from the Middle Horizon (appendix A: 91-108). Evocative of small men, they are remarkably
naturalistic with delicately modeled hands and feet that are detailed with fingernails and toenails.
They are also elegantly dressed in finely made tunics and fancy hats. This greater attention to
naturalism, particularly realized through carefully chiseled facial features, is a defining
characteristic of the MH 1 Robles Moqo style.67
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My sample includes 19 reconstructed faceneck vessels, but fragments found in museum
collections throughout Peru and the United States alone suggest that there are more.68 In 1932,
after reconstruction efforts were underway at the Museo Nacional de Arqueología,
Anthropología e Historia del Perú in Lima, Eugenio Yacovleff estimated that there were about
100 faceneck vessels. At least two or three variants exist, and there is reason to believe there are
others. Several facial fragments executed in a remarkably similar style and in a comparable size
have been documented, but many of these wear headdresses that do not correspond to any of the
vessels that have been reconstructed (appendix A: 109 and 110).
The most published variant wears a tie-dyed tunic and a two-tiered hat with a band of
white diamonds topped by another band of geometric motifs (appendix A: 91-107). A large,
white panel pours out from the top of the banded headdress at the back of the head. Beneath the
white panel, a cascade of long black hair, separated into about a dozen skinny braids, fans out
across the figure’s back. The figure has no ears or sideburns, and the entire face is painted in a
manner that seems to mimic the tie-dye technique that is prominent in many elite Wari garments
(fig. 27). The face is divided bilaterally, as are several examples of Wari tie-dyed tunics. The
proper right side is divided into a few large color fields, while the proper left side is painted with
a more densely compacted geometric pattern of interlocking frets. This particular facial pattern
appears on other Wari images, and, as discussed in Chapter 2, the corresponding personage has
been named Agent 100 by Patricia Knobloch.69

68

The Art Institute of Chicago has several Pacheco face fragments, all catalogued as Tiwanaku.

69

Knobloch Who Was Who?, Agent 100. This is the most consistent and convincing agent in
Knobloch’s study. Unlike other agents that are identified according to one trait or another, with
shifting combinations of facial tocapus, headdresses, and tunics, Agent 100 always appears with
the same combination of tie-dye tunic, full face paint in the same fret design, and diamond
headdress, even when depicted in different media.
117

A second variant wears a tunic with narrow stripes, has just a few markings painted
across the face, and wears the pelt of a spotted feline as part of an elaborate headdress (appendix
A: 108). A possible third variant also wears a striped tunic, but the stripes are wider, as if
depicting a lesser quality tunic, and the figure wears no face paint and appears to lack the felinepelt headdress (appendix A: 109). All of these faceneck variants, as well as the head fragments
that include the top portion of the vessel neck, have a distinctive shape seen on other south coast
Wari facenecks. Above the banded hat, the vessel neck is partially closed and a narrower spout
emerges from the top of the hat. A midsize faceneck in the collection of the Metropolitan
Museum of Art has a similar spout, as well as other characteristics that Menzel attributes to the
Robles Moqo style, namely “small painted black mustaches and chin whiskers, [and] large
modeled nose and lip plugs.” (appendix A: 82)70
During Middle Horizon Epoch 2, the Wari style most affiliated with the Nasca Drainage
and the south coast region in general is the Atarco style—a style with many variants as
demonstrated by the Ocoña sub-style described above. Atarco ceramics are finely crafted
polychrome slipped vessels burnished to a high polish. Menzel characterizes Atarco pottery as
having a mix of features that show influence from the Chakipampa, Robles Moqo, and
Conchopata styles, as well as features that overlap with the contemporary Viñaque and
Pachacamac styles.71 One of the more consistent features across the Atarco style is a tall, slender,
tapering spout that appears on necked bottles, double spout and bridge bottles, and faceneck
vessels, sometimes with an extremely narrow aperture.

70

Menzel, “Style and Time,” 27.

71

Menzel, “Style and Time,” 47.
118

Atarco faceneck vessels are typically small in size, ranging between 10-20 cm. In
addition to having a tall, tapered spout, the bodies are mostly globular but slightly wider at the
top than at the base, and a large bridge handle at the back joins the body to the spout. The faces
are simply modeled. Most have only a modeled nose, no ears, and a painted or incised mouth. A
few feature a little more modeling around the lips and chin, in a manner derived from the Robles
Moqo style. The eyes, usually painted rather than modeled, are wide-open, almond-shaped eyes
with round pupils, typical for Wari across all regions, but the eyes are not as wide-set as they are
in other cases, such as the Ocoña style. The faces often have two or three vertical stripes on the
cheeks that are more like tear tracks than tocapus. Above the face, the top half of the spout is
painted and may represent a hat that may be solid in color, banded, or cross-hatched. The most
common hairstyle is a long, loose panel of black hair that either tapers out across the back of the
vessel, or is restricted to the handle.
Three stunning faceneck vessels in the Atarco style were most certainly made by the
same potter or workshop (appendix A: 86-88). Found today in the collections of the Metropolitan
Museum of Art, the Brooklyn Museum, and the I. Michael Kasser collection, they are as similar
to each other as they are distinct from other Wari facenecks, while still maintaining strong ties to
Wari iconographic trends. They are small, between 15-18 cm tall, but exquisitely crafted and
vibrantly painted. The modeled face on the slender, slightly tapered neck is delicately modeled
with careful attention paid to the eyes and brow in addition to the nose and mouth. As small as
the faces are, they are each painted with exceptionally detailed tear tracks depicting raptorial
birds and a spotted lizard is painted across the nose. Their coordinating headdresses feature
fanged profile heads with split eyes, each with a hand clenched grimly in its jaws. From beneath
their hats, a long, broad swath of black hair spreads across their backs like a cape, and a tiny,
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perforated lug is nestled where the vessel neck meets the body. The vessel bodies are ovoid, with
a broad chest that narrows towards the flat bottom. But perhaps the most distinguishing aspect of
these three facenecks that sets them apart from other Atarco facenecks is that the image painted
across the vessel body does not represent the body of the face on the neck. Although the face on
the neck is rendered as a head in the round, the vessel body does not act as an extension of that
head, but rather the surface of the vessel body becomes an independent visual field.
The faceneck from the I. Michael Kasser collection depicts two spotted wildcats on a
black background, each with a human leg hanging from its mouth (appendix A: 88). The felines
are naturalistically rendered and painted in contrasting colors. They face off towards the center
following a convention seen in other Wari facenecks, including a few examples in the Ocoña
style. The faceneck at the Metropolitan Museum of Art displays a large rayed head from the
Southern Andean Iconographic Series (appendix A: 87). The split eyes, fanged mouth, and rays
tipped in maize cobs, bird heads, and flower blossoms is consistent with the oversized urns from
the Pacheco offering.
The division between the head and the body is perhaps most explicit in the faceneck at
the Brooklyn Museum (appendix A: 86). Here an entirely new figure is depicted, complete with
his own head. This figure, painted in mixed profile, wears only a simple, white head cloth, but
his ear plug and tie-dyed tunic with its complex, interlocking pattern identifies him as a person of
status. He holds different staffs in each outstretched hand. The lower half of his face is painted or
tattooed with a geometric pattern in a manner periodically seen on other depictions of Wari
figures.
In fact, this same type of facial ornamentation, together with the prominent ear plugs, are
seen on a pair of matching facenecks that have been identified as Atarco style by Menzel
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(appendix A: 84 and 85).72 The pair is very different in form and execution than the Atarco trio
just described. In some ways, they are more like the facenecks of the Pacheco offering in that the
bodies are complete with modeled hands and feet, and the faces are on a wide neck that cinches
closed just above the head to form a narrow spout. The facial features, however, are more similar
to the Ocoña style, especially the large, wide-set painted eyes. The iconography on this pair of
facenecks shows no reference to the SAIS, and instead depicts Chakipampa style hump-backed
animals.
Atarco facenecks commonly use the vessel neck and body in conjunction to portray welldressed elites, usually adorned with a necklace or collar such as a multi-strand necklace or
pendent of carved shell, feathers, or other material. About half have open-palmed hands resting
across the chest, the fingers tipped with fingernails that may be square or rounded. One faceneck
features a very prominent Chakipampa fleur-de-lys motifs surrounded by horizontal S motifs in
place of any explicit representations of dress or adornments (appendix A: 73); another depicts a
full-bodied, elegantly dressed high-ranking official wearing a tapestry-woven, face-fret tunic and
silver pectoral and wrist cuffs (appendix A: 80).
A group of four facenecks share certain traits with each other that may help further define
the south coast Atarco style, as well as relate it to the Ocoña style (appendix A: 59-62). Two of
the vessels reportedly come from the Nasca Valley, while the other two have no provenience.
The vessels are midsize and fairly globular with necks only slightly taller than they are wide,
save for one which has a shorter neck. They all appear to be dressed in woven tunics, and they all
share a particular ponytail-like hairstyle, wherein the hair cinches at the nape of the neck and
then tapers out again as it falls down the back. The ears are tall and narrow as in the Ocoña style,
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and their heads are topped only by a slim, white band at the lip of the vessel. Their almondshaped eyes are large and wide open, also like the Ocoña style, but only the nose and ears are
modeled. Their mouths are painted as white rectangles with a thin black line to mark the part in
their lips. Two have striped tear tracks, while one has maize cob tear tracks. This one, X86.2871
in the Fowler Museum, also wears the most elaborate tunic, decorated with the bodiless profile
heads that are typical of both the Atarco and Viñaque styles, and also has hands that drop down
from beneath the tunic. A pair of vertical strap handles on this one only adds further to the
elements derived from the Ocoña style.
Four more facenecks, none with any provenience, may also relate to this group of four
(appendix A: 63-66). With similar proportions and surface painting, they share the large wide-set
eyes of the other group. Three have modeled mouths, tear tracks, and vertical strap handles and
wear either a clearly defined tunic or necklace. The fourth is adorned with geometric designs
separated by framed panels that wrap around the upper portion of the body, again in a fashion
reminiscent of the Ocoña style.
During Middle Horizon Epochs 3-4, the Wari Empire collapses and the heartland sites are
largely abandoned.73 Along the coast, many regions that were influenced by the prestige of Wari
style continue to produce images derived from the Wari expansionist styles of Middle Horizon
Epoch 2. In the Nasca Drainage, facenecks continue to be commonly produced, although their
quality diminishes substantially. An overall lack of oversized, ostentatious ceramics alludes to
simpler times, with limited access to resources and the collapse of elite sanctioned craft
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Although Menzel’s Middle Horizon chronology is divided into four epochs, few distinctions
are made between Epochs 3 and 4, and they are often treated together. In a recent recalibration of
Menzel’s chronology, Makowski and Giersz (“El imperio en debate”) group Epochs 3 and 4
together into a fifty-year period, which they date to AD 1000-1050.
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production. The facenecks of this era are fairly small, not finely made, unpolished, and highly
repetitive in decoration from one to the next. Nevertheless, their ubiquity demonstrates that, as
objects, facenecks were still in very high demand, most likely as ritual objects of personal use
and significance. They are scaled to fit in the palm of one’s hand, and they are almost always
intact.
The most common variety of faceneck from the Nasca Drainage from MH 3-4 is a small
vessel with a globular body, a short to medium height neck, and a single handle located at the
back of the neck that joins the neck to the body. Following Menzel, I refer to this style as the
Soisongo style, after the estate on which the Pacheco site is located.74 In many instances the
handle is a snug fit for 1-2 fingers, and sometimes none at all. Paired with the small stature of
these vessels, they appear poorly suited to function as serving vessels, despite their almost
pitcher-like form. Rather than serving a utilitarian function, the skeuomorphic handle appears to
work more as a reference to the single-handled facenecks that predominated along the central
coast during MH 2. Other formal characteristics link the Soisongo facenecks to those of the
earlier Atarco style that were produced in the Ica and Nasca Valleys.
One Atarco style faceneck, number 9513 from the Museo de la Nación, bears a close
resemblance to the Soisongo facenecks, indicating an intentional desire to imitate this once
prestigious emblem of the Wari Empire (appendix A: 57). It is a small piece, but very finely
painted in polychrome slip with white, cream, black, gray, and red on a red slipped surface.75
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I viewed this faceneck in the gallery and so I could not measure it, nor do its measurement
appear in any publication that I have found. Knobloch describes it as a miniature, however she
does not give dimensions nor offers a definition of a miniature faceneck. On the contrary, while
it is on the smaller end of the spectrum, it does not appear to be significantly smaller than many
other facenecks.
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The figure depicted has a modeled nose and mouth, with painted eyes and no ears. The eyes are
large and almond-shaped, with the characteristic round central pupil of Wari facenecks, and
maize cob tear tracks. The face is painted a slightly darker shade of red than the body, and a
white square “soul patch” appears just beneath the lower lip. The head is crowned with a simple
white band and a long, solid section of hair falls down the back in a flared wedge shape. The
figure wears a multi-strand necklace partitioned into sections of white, red, gray, and cream,
perhaps representative of tightly woven beads from different types colored shell. A narrow,
multi-colored zigzag line drops from the necklace down the center of the body, signifying a
tunic’s central seam. Two large arms with gray, perhaps silver, wrist cuffs and open hands rest
across the figure’s chest. Prominent white fingernails finish the hands in a signature Wari
manner. The vessel has been burnished to a high polish that is typical of the Atarco style, further
demonstrating the fine craftsmanship of this modestly-sized faceneck.
The Soisongo style facenecks tend to be 10-20 cm in height, and the figures often wear a
white or black multi-strand necklace. While few have provenience beyond a general reference to
the Nasca Valley, one from the Hearst Museum, which is identified as a MH 3 Soisongo style
ceramic, was reportedly found on the Hacienda Cabildo on the lower Rio Grande in the Nasca
region (appendix A: 112).76 This one bears an especially uncanny resemblance to the Museo de
la Nación faceneck described above, yet a few significant differences characterize it as more
Soisongo than Atarco. The maize cob tear tracks, white soul patch, beaded shell necklace, center
tunic seam, and large hands all appear to be painted in explicit imitation of vessel 9513, yet the
painting is not as finely executed and the surface finish is matte and unpolished. Finally, the
hands are painted as simple, un-outlined cream-colored brushstrokes with no fingernails in a
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manner that is characteristic of the Soisongo style. Typical Soisongo style facenecks are more
simply painted, with only two or three stripes as tear tracks, a modeled nose but only a painted
mouth, and the same schematically painted hands or no hands at all.
A second Soisongo style faceneck variant is identified by distinct triangular markings on
the face (appendix A: 131-138). These vessels are of the same size range, shape, surface finish,
and have a single handle at the back of the neck as the other Soisongo style vessels, but feature
different adornments. Inverted triangles painted in a contrasting color from the rest of the face
adorn the cheeks, just below the eyes of these facenecks. Often, the triangles are linked to a line
down the nose painted in the same color. Some wear simple red tunics with v-necks while a few
wear jester-like collars, and several have a stripped or lattice design painted in heavy black
strokes down the handle. Again, the only example in my sample with a more definitive
provenience beyond the Nasca Valley is one reportedly from a grave lot located on or near the
Hacienda Cabildo (appendix A: 131).77 This one features two avian profile heads framed by a
fret border in imitation of a standard Pachacamac style motif discussed below.

The Central Coast
The central coast is dominated by the Pachacamac style. This region includes the Lurin,
Rimac, Chillón, and Chancay Valleys. Prominent sites of the central coast with evidence of a
Wari presence include Pachacamac, Huaca Pucllana, and the cemetery at Ancón.
The Pachacamac style is one of the more difficult Wari sub-styles to define because of
the cultural diversity of the central coast. On facenecks, spouts can be tall and tapered, or short
and wide; many have no handles, while others have a single bridge handle, a tubular handle, or
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two side strap handles; the iconography can portray mythical themes, some tied to the SAIS and
some particular to the central coast, or the iconography may have no mythical basis.
A variant of the Pachacamac style especially close to the Atarco style discussed above is
one defined by its tall, tapering spout and tubular handle (appendix A: 167-181). The vessel
bodies are more spherical and the faces are slightly more naturalistic than their Atarco
counterparts: the eyes are painted in the same fashion, but both the nose and mouth are carefully
modeled, and the ears are modeled as well. The faces are topped by a simple white headband,
and the rest of the spout is most often painted black up to the rim. Most faces feature no
decoration, but some have tear tracks or tocapus while other show the entire face painted red.
Some wear collars with long pendants of what may be cut shell of different colors. Tapestry
tunics are not usually depicted, but a few feature symmetrical geometric panels separated by a
broad space that may signify a garment of sorts.
One distinct example of the tubular handle type depicts a face with the nose badly
wounded and bleeding, and the body is utterly unpainted as though to evoke nakedness
(appendix A: 175). Although no arms, hands, or feet are depicted, the figure may represent a
captured prisoner. The theme of the naked and bound prisoner, often bleeding from the face as
though struck by a war club, is common in Moche visual culture, and the very uniqueness of this
type of representation among Wari ceramics suggests outside inspiration. The site of
Pachacamac drew visitors from various cultures, and although Wari burials have been found in
the area, there is little to no evidence that Wari controlled Pachacamac or the valleys around it.78
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The examples of tubular-handled facenecks painted with tear tracks or tocapus also
feature more elaborate iconography on the vessel body with mythical connotations, including the
hump-backed animal, the frontal rayed deity head, the Pachacamac griffins, and the two-headed
serpent. The tubular handle that they all share in common is particular to the Pachacamac style.79
It is a hollow handle that is closed at the top, but open at the bottom where it connects to the
vessel body. A tiny puncture at the top of the handle perhaps functions as an air hole to facilitate
the pouring of liquid out from the tall, narrow spout. However, it should be noted that Atarco
vessels with equally tall, narrow spouts lack this air hole, which suggests there may be an ulterior
motive for this puncture.
The theme of two Pachacamac griffins flanking a two-headed serpent appears on a
faceneck of the tubular handle variety (appendix A: 179), but also appears on two other
facenecks in my sample that have a different form (appendix A: 182 and 183). One has a broader
neck with the partially closed spout typical of the Pacheco style and enhanced modeling around
the eyes and ears that resembles the Ocoña style (appendix A: 182). While the surface is smooth,
the polychrome paint is thinner and more translucent than is typical for Wari slip painted pottery.
The other faceneck has a gently tapered neck and slightly modeled nose, mouth, and ears
(appendix A: 183). The head is topped with a fret-band hat, and fret bands are used on the body
to outline and divide the image field as seen also in the Ocoña style. Human heads hang from the
beaks of the full-bodied griffins. Finally, a distinct facial design painted on the figure’s face is,
according to Menzel, a distinguishing feature of the Pachacamac style during MH 2, although it
can be traced back to the Robles Moqo style from MH 1.80 Two lines, one cream the other gray,
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draw from the tip of the nose up to the brow where they separate, arch over the eyes, and
continue down the outside of the face where they form into two triangles. Figures with this facial
patterning tend to also wear a plug through the septum of the nose, and at least two other
examples likewise feature the double Pachacamac griffins, although without the two-headed
serpent (appendix A: 146 and 147).
The Pachacamac griffin, as its name suggests, is a supernatural creature that is a hallmark
of the Pachacamac style. Always in profile, it may appear full-bodied or as only a head. The head
is distinctly avian with a raptor’s hooked beak, a feathered crown, and may or may not have the
split eye of the Conchopata style. When the body is present, it is always winged, has a feathered
tail, and either two clawed feet or a human arm and leg. The most common Pachacamac griffin
to appear on facenecks, according to my sample, is the full-bodied griffin on AMNH B-493 and
Berlin VA 49536 discussed above (appendix A: 146 and 147). This fairly schematic variant has
two clawed feet, a simply feathered crown, wings, and tail, and a white orb with a central black
dot and black appendages hanging from its beak. It is less ornate than some other iterations of the
Pachacamac griffin, which Menzel regards as indicative of a temporal difference between the
more conservative Pachacamac Phase A style and its derivative, the Pachacamac Phase B style.
Several examples of this faceneck type, with the Pachacamac Phase B griffin, are quite
consistent in form and detail. It is even quite possible they were made together and were
intended to function as a cohesive group, although this possibility remains speculative since the
vessels were collected by huaqueros and therefore lack context. Ranging about 18-24 cm tall, the
slightly ovoid body has no handles and is topped with a shorter neck that is about as wide as it is
tall. The griffins, one red and one gray, are always framed by the ever-present fret band. The
same fret band appears around the rim of the vessel neck, which reads as a hat or headband. The
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face, with modeled nose, mouth, and ears, wears a nose plug and ear plugs. As an alternative to
the facial patterning described above, this faceneck type may instead have a dotted band
encircling each eye, one in cream and the other in gray, with another dotted band down the nose
(appendix A: 148 and 149), or the more standard, rectangular tocapus on the cheeks (appendix
A: 150). Similar full-bodied Pachacamac griffins appear on other facenecks of differing forms,
which attests to the popularity of this zoomorphic personage.
Three facenecks in my sample feature only the profile head of what is presumably the
Pachacamac griffin, again framed in the same fret band border (appendix A: 58, 144, 145).81 One
follows many of the same conventions as the group with the full-bodied griffins described above,
with similar vessel proportions, a fret band hat or headband, rectangular facial tocapus, and ear
plugs (appendix A: 145). Another follows Atarco-style conventions and was perhaps produced
on the south coast, despite its central coast theme (appendix A: 58). It has maize-cob tear tracks,
a white soul patch below the mouth, cream hat or headband, and a single bridge handle at the
back of the neck.
The third faceneck with profile griffin heads presents some unique curiosities regarding
style and geographic origin (appendix A: 144). This faceneck from the Museo Larco (ML
018850) reportedly comes from the north coast, although it lacks secure archaeological
provenience. It maintains the same size and proportions typical for Pachacamac facenecks, but
has two vertical strap handles on the sides. The face has maize-cob tear tracks, a feature of
southern Wari facenecks, but its modeled ears wear ear plugs, a trend more typical of the central
and north coasts. But what is most unexpected is that the profile avian heads are executed in a
peculiar manner seen on just two other facenecks in my sample, one of which is an oversized
81
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faceneck from Conchopata that was excavated with an associated radiocarbon date of about AD
700 (appendix A: 27). The other is a smaller faceneck from Wari (appendix A: 16). Unlike other
griffin or avian headed variants, a U-shaped fret band tipped in maize cobs wraps around the
avian head, and two columns join this fret band to the greater fret band border that frames the
image field. The temporal and spatial gaps that separate the two heartland facenecks from the
Museo Larco piece are difficult to explain, especially given the rare specificities of this particular
motif, a problem that is only exasperated if the Museo Larco faceneck is indeed from the north
coast, which remains uncertain. At a minimum, the similarities point to powerful ties between
the heartland and the central coast, and further suggest that the Pachacamac griffin is a highland
innovation.
A theme that seems to be related to the Pachacamac griffin head theme is one that also
features supernatural profile heads, however these are not avian, but are rather some other animal
that has teeth and a snout instead of a beak. Nevertheless, many of the same conventions are
followed, including the feathered crest on the head, the tendency for one profile head to be red
and the other gray, and of course the fret band border. Tocapus on the cheeks and modeled ears
with ear plugs continue to be popular as with other Pachacamac style facenecks. The relationship
between these creature profile heads and the full-bodied or profile-head griffins is not certain,
and it is possible that their similarities may be more a matter of the stylistic conventions of the
Pachacamac style—fret band border, profile orientation, color scheme—than any close affiliation
between the two zoomorphic personalities. One suggestion is that the two types may represent
different ethnographic or geographic camps of people coexisting on the central coast. The
Pachacamac griffin, which is a very popular theme on ceramics attributed to the site of
Pachacamac but—with the exception of a few examples from Wari and Conchopata—is rarely
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found beyond that region, may represent a population that identifies as culturally Wari, but is
native to the central coast. The creature profile head, which has clear antecedents from
Conchopata, may represent a highland Wari population living on the central coast that maintains
closer ties to the heartland. More about what animal or personage this second profile head may
be depicting will be discussed further on in this chapter, on a section devoted to iconography.
A handful of facenecks identified as coming from Pachacamac, though lacking in precise
archaeological provenience, depict a full-bodied figure on the surface of the vessel. This figure is
rendered as a two-dimensional image on the front side only of the vessel, despite the fact that the
head of the figure is depicted in the round on the vessel’s neck (appendix A: 188-190). Of the
three in my sample, two picture the same type of individual, who wears a red tunic with a central
seam and a multi-strand necklace likely made of beads cut from Spondylus and some variety of
white shell. He wears a white hat secured with a chinstrap, and his hair is tucked up above the
nape of the neck. One has inverted red triangles painted on the cheeks (appendix A: 189), while
the other wears ear spools, carries an atlatl, and has the entire face painted red (appendix A: 188).
The third, painted with a bit less care, pictures a figure dressed in a plain, white tunic with a
central seam who wears no necklace and appears to have no face paint (appendix A: 190). This
group of full-bodied facenecks is consistent in form with other vessels from Pachacamac, with a
globular body that tapers just slightly towards the bottom, and a short, wide neck. However, the
particular manner of painting the figure as a full-bodied, two-dimensional representation can be
found on another type of faceneck form that is more flask-like, with a round, but flattened body
and a rounded base. These faceneck flasks have been found in sites from diverse corners of the
Wari sphere of influence, including Vilcabamba in the eastern highlands and Huarmey on the
coast.
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The Norte Chico
The coastal region from the Huara Valley up to the Huarmey Valley is generally referred
to as the norte chico, or little north. It is the northern end of the central coast—or, alternately, the
southern end of the north coast—also understood as the area just south of the territory dominated
by the southern Moche during the Early Intermediate Period. Wari imperial expansion into this
region is hotly contested, and sites in this area where Wari style pottery vessels and sherds have
been discovered, sites originally thought to be Wari settlements, have turned out to harbor scant
evidence of Wari control. Chimu Capac, a site located just north of the Supe River, on or
adjacent to the San Nicolás sugar plantation, was excavated by Uhle at the start of the twentieth
century. He encountered ruins and a cemetery filled with burials dating to all epochs of the
Middle Horizon. Based on his findings, Uhle concluded that Chimu Capac, along with
Pachacamac, were the two most prominent Wari settlements on the central coast.82 This theory
has not been upheld, and Chimu Capac is no longer considered a Wari site. Nevertheless, pottery
in a distinctly Wari style has been found at Chimu Capac and it is likely that Wari people were
present, even if they did not control the site or the valley.
While excavating in the Supe Valley, Uhle unearthed four faceneck vessels that feature
distinct elements of Wari style. One globular vessel from the site of Chimu Capac depicts an
elite individual whose status is marked by a tapestry woven four-cornered hat and large ear plugs
(appendix A: 191). The narrow spout rises up from the top of the four-cornered at in a matter
reminiscent of other Wari facenecks with a constricted spout. The figure’s nose, ears, mouth and
chin are modeled. The eyes, typical of Wari, are almond-shaped and painted white with a black
outline and a round, black pupil. However, the outline of the eyes are also incised in a matter that
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sets the norte chico sub-style apart from other Wari facenecks. Another faceneck, also from
Chimu Capac, likewise has incised eyes, however in this case the eyes are painted as the split
eyes usually reserved for supernatural beings (appendix A: 192). The split eye on an otherwise
very human looking figure is therefore perplexing, however it also signals an undeniable
Wariness. The split eye is a visual trope practically inseparable from Wari ceremonial imagery,
particularly the iconography of the SAIS. The use of it on this faceneck may be motivated by a
desire to be affiliated with the Wari and its state religion, even when its unorthodox application
suggests a certain outsider condition. The figure’s body is unpainted and plain, apart from a pair
of arms in low relief that rest across the chest, and the face is painted a solid red with no tear
tracks or tocapus.
A pair of identical facenecks excavated by Uhle from the same grave in the Supe district
again has incised eyes, but here this feature is accompanied by conservative Wari traits that are
fully consistent with facenecks in the Pachacamac, Atarco, and Viñaque styles (appendix A: 193
and 194).83 The polychrome painted vessels depict a figure wearing a collar held in place by tupu
pins that mimics the step fret pattern of tie-dyed tunics (fig. 27). The figure holds a cup in the
right hand while the left hand rests open-palmed across the chest.84 The hands are tipped with the
white, square fingernails commonly seen on Wari ceramics. A second pair of facenecks—one is
in the collection of the MNAAHP and its twin was recently sold at auction—is not identical to
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the pair from the Supe Valley grave but is nevertheless very closely related (appendix A: 195 and
196).85 The same figure is represented, with the tie-dyed collar secured by tupus, holding a cup
in the right hand with the left hand resting flat on the body. The hands (the open hand
incidentally has six fingers on both vessels of this pair—a trait not typical of Wari
representations) are again tipped in white, square fingernails, and the addition of a fret band cap,
profile animal tear tracks, and a border around the rim of the cup are all characteristic
adornments on Wari ceramics. A triple zigzag band that wraps around the bottom half of the
vessel further distinguishes this piece from the coordinating pair, yet also links it to another
faceneck thought to come from the norte chico. This piece, from the Larco Museum collection
(ML 018779), features the same triple zigzag band in gray, white, and amber over a straight
white band outlined in black (appendix A: 197). This vessel depicts a llamero, a llama herder,
carrying llamas on his back. The painting of the vessel is unrefined, the colors are washed out,
and the face is crudely formed and delineated.
While the llamero faceneck maintains ties to other Wari style facenecks, its lack of
refinement, especially in the type and application of paint, suggests a certain degree of removal
from the resources and traditions of Wari state potters. A series of faceneck vessels executed in a
similar manner of craftsmanship to the llamero faceneck suggests, however, that faceneck
vessels served a special purpose in the norte chico, despite their more humble appearance. My
sample contains four facenecks, all 18-20 cm tall, globular in form with two vertical strap
handles, and all depicting the same motif of two profile animal heads on a dotted background,
painted in red, white, and black (appendix A: 198-201). The image field is framed by a white line
outlined in black. These examples come from three different collections, each of which has
85
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assigned them a different geographic origin. The Larco Museum has two of these facenecks, plus
others not included in my sample, and describes them as coming from the north coast, one from
the Huarmey Valley in particular. A third faceneck at the MNAAHP is described as coming from
the central highlands or the south coast, a blanket designation assigned to nearly all Wari
ceramics, and the fourth at the Phoebe A. Hearst Museum reportedly comes from Pachacamac.86
None, however, have secure provenience or are associated with any specific sites. Given how
similar they are to each other, I find it unlikely that they were produced across a large regional
expanse, but rather they probably all come from the norte chico.
Another faceneck painted in a very similar manner, again in red, white, and black, depicts
another Wari-related motif: the frontal deity head with rayed appendages, presented here on a
dotted background (appendix A: 202). Like the others just described, this vessel is executed with
less care, the motif is imprecisely rendered, and again the same white band with black outlining
marks the bottom of the image field. What this faceneck shares with the above described group
of four facenecks is an attempt to imitate prominent Wari motifs loaded with powerful religious
significance, yet they are so schematically rendered that the true meaning of the religious images
may have been left behind. The once powerful icons are transformed into decorative motifs;
instead of exuding prestige, they merely allude to it. This style type, sometimes referred to as
“Wari Norteño” or Northern Wari, is therefore not a true Wari style, but more likely a late
Middle Horizon provincial iteration from the norte chico that bridges the Middle Horizon and the
Late Intermediate Period. Eventually, what remains of the religious imagery—the schematic
deity heads—will drop out entirely, leaving only the faceneck form and the framed pictorial field
with a dotted, or stippled, background as antecedents to the Late Intermediate northern dynasties.
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The Huarmey Valley is another region where pottery, textiles, and other fine items of
Wari production have been discovered, many without a secure archaeological context. Several
Wari style tapestry woven tunics and textile fragments in the collection of the Amano Museum
in Lima are believed to originate from the Huarmey Valley. The valley is home to a large
structural complex called the Castillo de Huarmey, which has been heavily looted since 1970
when an earthquake damaged the structure and made it easier for huaqueros to penetrate. In
2010, archaeologists from the University of Warsaw and the Pontifical Catholic University of
Peru (PUCP) launched the Castillo de Huarmey Archaeological Research Project (PIACH) under
the direction of Polish archaeologist Miłosz Giersz. After suffering forty years of looting, the
adobe and stone structures of Castillo de Huarmey were in exceedingly poor condition. Despite
this history of destruction, and much to the surprise of the PIACH archaeological team, an
undisturbed royal mausoleum was discovered at the center of the complex, beneath a floor of
adobe bricks.87
The mausoleum contained the remains of fifty-eight women of elite status, their flexed
bodies wrapped into individual mummy bundles with green and white woven cloth. Six
additional bodies of teenagers, unwrapped and in haphazard positions, have been interpreted as
sacrificial victims. The elite women were found with an extraordinary amount of wealth, with
finely crafted objects made from gold, silver, shell, bone, and wood, in addition to a quantity of
fine pottery including no less than eighteen faceneck vessels.
What makes Castillo de Huarmey an even more remarkable site is that the grave goods
appear to come from all over the Wari sphere of influence, with representations of nearly every
Wari sub-style from Middle Horizon Epoch 2. Some grave goods would hardly be associated
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with Wari if not for their archaeological provenience, and several are likely foreign imports.
Among the eighteen facenecks are three matching pairs and one matching set of six, all produced
in distinct styles. Such stylistic diversity from a single mortuary context raises many questions
regarding the production and transportation of prestige goods during the Middle Horizon.
Analysis of the clay compounds used in the production of the pottery found at Castillo de
Huarmey would likely show that the ceramics were produced in distant territories.
One pair of identical facenecks stands out for their portrayal of a full-bodied figure
painted across the surface of the vessel, as well as for the flattened, flask-like shape of the vessel
itself (appendix A: 209 and 210). Like the group from Pachacamac, the front of the flasks picture
the dressed body of a person with fully extended arms and legs. On the back of the flask, a long
mane of hair, separated into an abundance of thick, black tresses, takes up the entire visual field.
The slightly tapered neck, subtle modeling of the face, and shape and definition of the white,
square fingernails identify these vessels with the Atarco style. Moreover, the diamond headdress,
wrist and ankle cuffs, and garment with a black and red interlocking pattern—a reference to tiedyed tunics—are all signatures of Wari dress. Although the eyes and brow are more modeled
than most Atarco facenecks, this pair can be compared to the fine trio of Atarco style facenecks
discussed above, particularly to the one at the Brooklyn Museum (appendix A: 86). This
faceneck shares several features with the Castillo de Huarmey pair: the delicate modeling of the
mouth, eyes and brow; the ears that are modeled in low relief; the interlocking pattern on the
garment of the figure pictured on the body of the Brooklyn faceneck, as well as the ear plug
worn by this figure; the proportion and slight tapering of the spout. Were all five vessels
manufactured in the same valley? Perhaps. None of the three faceneck bottles have provenience
and the pair of flasks discovered at Castillo de Huarmey could have been imports.
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Another Atarco style faceneck flask, similar to the Castillo de Huarmey flasks, was
excavated from Espíritu Pampa, a Wari site located in the eastern highlands about halfway
between Ayacucho and Cusco—clear on the other side of the Wari sphere of influence (appendix
A: 89). Like the Castillo de Huarmey pair, this faceneck flask depicts a full-bodied figure, fully
dressed, with Atarco-style hands and feet. The neck is likewise slightly tapered, although this
example features the painted eyes more typical of the Atarco style. Another unprovenienced
faceneck flask also depicts a well-dressed, full-bodied figure, this time dressed in an elaborate,
tapestry-woven tunic with a fret-wave motif and a multi-strand necklace (appendix A: 90). The
rendering of the face, hands (oddly, with seven fingers each), and feet are of the Atarco style,
although the neck flares slightly out at the rim, rather than tapers in. Finally, a stunning, but
sadly incomplete faceneck flask presumably found at the city of Wari falls into this category as
well (appendix A: 25). The headless faceneck has a vibrantly painted figure wearing the most
elegant of tunics decorated with bands of the Pachacamac griffin. The griffins are interspersed
with bands of solid blue, a color used only in the most elaborate Wari tunics such as one in the
collection of the Cleveland Museum of Art, which likewise depicts supernatural bird-headed
personages in profile (fig. 28). The griffin figure, in addition to the vibrant and polished
polychrome surface, suggest that this flask may have been produced on the coast, despite
presumably turning up at Wari.
Returning to the mausoleum of Castillo de Huarmey, a pair of facenecks plus a singleton
faceneck are executed in a style reminiscent of the Robles Moqo style facenecks from Pacheco
on the south coast (appendix A: 204-206). Their large, fully modeled faces are topped with hats
secured by chin straps, and the paired vessels have the cinched neck spout of the Pacheco group.
This pair also has hands modeled in relief, with a flute in one hand and a Spondylus shell in the
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other. Their garments are plain, but their red-painted faces and ear plugs suggest they are elites.
The third faceneck also has its face painted red and wears ear plugs, but has no hands or any
suggestion of a tunic on its body.
A third pair depicts identical figures in contrasting colors, and the two were likely
produced from the same mold (appendix A: 207 and 208). The details in relief are all the same,
and neither vessel is painted, but one is a reduction-fired blackware piece while the other is
oxidation-fired redware. Contrasting colors, either within a single object or between two
corresponding objects, is an effective expression of dualism found in the visual culture
throughout the Andes. Here it is taken one step further: while the black vessel was found intact,
the red vessel was completely shattered and had to be reconstructed. The intact reduction-fired
faceneck was found in the tomb of the high queen, but its oxidation-fired twin may have been
among the ritually smashed pottery and other offerings of burned and broken objects placed atop
the mummy bundles when the entire tomb complex was closed and sealed.88 The final offering
culminated in the six human sacrificial victims laid across the royal tomb before it was sealed
beneath a layer of adobe bricks.
This pair of black and red mold-made facenecks are examples of a particular faceneck
type that is fairly common in collections of north coast Andean pottery, although very little is
known about them. Amanda Gannaway notes that, despite their ubiquity in collections, they are
unstudied, unnamed, and typically lack archaeological context and thought to date to the poorly
understood period that bridges the late Middle Horizon to the early Late Intermediate Period.89
Thus finding two in a controlled excavation is remarkable, and finding them in a Wari context is
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even more confounding. The narrative is complicated by the likelihood that these vessels were
made further north along the coast, where this faceneck type is more common, and imported to
Huarmey where they ended up as prestigious grave goods.
The set of six matching facenecks are also reduction fired blackware vessels, each with
the same press-molded face on a globular body. Reduction firing has a long history on the north
coast where the technique reached its apex during the Late Intermediate Period. Reduction firing
is fairly uncharacteristic of Wari, but not altogether unheard of. A few, albeit crudely modeled,
reduction-fired facenecks come from the heartland (appendix A: 36 and 37). Nevertheless, the
fact that nearly half of the ceramics from the royal mausoleum are reduction fired is
noteworthy.90 The Cupisnique style of the Early Horizon Period is known for their reductionfired pottery. The technique became less popular during the Early Intermediate Period, but then
made a major resurgence on the north coast when Lambayeque potters perfected the technique to
achieve a uniform, shiny, deep black surface. The group of six faceneck vessels, despite being
well crafted, reveals only a moderate degree of skill in reduction firing. The surface color is
uneven and three of the six have significant patches of red-orange fire clouds, caused by a poorly
controlled firing environment. Other reduction-fired ceramics from Castillo de Huarmey were
evidently more skillfully fired and many of these succeed in achieving a rich, even black finish.
According to the more recent dates ascribed to Middle Horizon Epoch 2, Castillo de
Huarmey was inhabited in the period from AD 800-1000. This places Castillo de Huarmey in
close temporal proximity to Early and Middle Sicán (aka Lambayeque). Izumi Shimada dates
Early Sicán to AD 700/750-900 and Middle Sicán to AD 900-1100.91 The conspicuous presence
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of blackware ceramics at Castillo de Huarmey may therefore be suggestive of contact between
Wari and Lambayeque. Moreover, Wari polychrome ceramics have been found in late Moche
tombs from the San José de Moro cemetery in the Jequetepeque Valley, indicating that the Wari
were also in contact with the north Moche, whose culture may have persisted into the tenth
century.92 The cache of blackware ceramics from the royal mausoleum therefore demonstrates
that Wari elites from Castillo de Huarmey were profoundly involved in the cultural transitions of
the far north coast that were fundamental to the rise of Lambayeque.
The stylistic differences across the forty-four ceramic vessels unearthed from the
mausoleum is so pronounced that they are most likely imported from all over the Andes rather
than produced locally on the norte chico. For Giersz, the inclusion of so many different ceramic
styles, in addition to the variety of materials from shell and turquoise to silver and gold, in a
single funerary complex is indicative of the significance placed on long-distance interaction. He
argues that Castillo de Huarmey likely functioned as a provincial capital of the Wari Empire,
positioned on the cusp of the northern coast where it could have direct access to the Spondylus
trade and control the movement of goods from the coast to the highlands.93 Laboratory analysis
of the clay, paste, and pigment compositions used in the production of ceramics buried at
Castillo de Huarmey could be compared with ceramics found at other Wari sites. In Addition, the
comparison of these material compositions with known clay deposits and ceramic workshops at
sites along the coast and at heartland Wari sites like Conchopata could aid in tracking the
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production and transportation of ceramic goods across the Andes. This data could indicate areas
that were either under direct Wari control or participated in Wari-controlled trade routes,
shedding considerable light on the extent of Wari imperial control during the Middle Horizon.94

The North Coast
A very unique and distinctive style of faceneck vessel appears to originate from the north
coast region that encompasses the Santa, Napeña, and Casma Valleys. In 1948, Rafael Larco
Hoyle designated this style as Huari Norteño B, and today they are often catalogued in
collections as Wari or Wari Norteño, or occasionally as Santa-style Wari.95 And yet the style is
not quite Wari, although some degree of influence from Wari cannot be denied (appendix A:
213-221). I prefer to call them simply Santa style to eliminate the suggestion that Santa style is a
sub-style of Wari and instead grant it its own stylistic designation. They are polychrome painted
but the colors are more washed out than what is characteristic of Wari pottery. They feature
classic Wari designs such as the chevron band and the fret band, and a derivative of the bodiless
profile creature is a common iconographic theme on the vessel body. However, the Wari motifs
are blended with foreign iconographic elements more characteristic of the north coast. For
example, the profile-head creatures feature the addition of a pair of high arches that emanate
from the top of the head (appendix A: 215 and 219). The head on the vessel neck consistently
wears a tall, flared crown decorated with a particular black and white checked pattern not found
elsewhere in the Wari realm. Finally, Santa style facenecks often have tiny monkeys perched on
the vessel shoulders. These monkey adornos become one of the defining traits of the Chimu
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society, a powerful kingdom that emerges in the Moche Valley at the end of the Middle Horizon
and eventually conquers much of the coast north of Lima during the Late Intermediate Period. In
essence, the Santa style, with its convergence of cultural stylistic influence, demonstrates the
complexity of the political situation on the north coast during the latter half of the Middle
Horizon. The visual culture of this region and period is tremendously understudied and much of
what has been attributed to “Wari Norteño” may come from the Casma State, a culture which is
only now beginning to come into focus.

Skullnecks
A relative to the faceneck is the skullneck. As the name implies, the face on the neck is
replaced by a human skull (appendix A: 222-227). Skullnecks have been found at both highland
and coastal sites. The facial features are modeled with considerable attention paid to the eyes and
eye sockets. Some have hair painted in a similar fashion to standard facenecks, and the skull is
often topped with a headdress, yet most do not allude to a body in the same way as other
facenecks. None that I have seen portray any reference to a skeletal body on the body of the
vessel.
A group of three skullnecks in the Atarco style likely all come from the Nasca Drainage.
One was found in a grave lot in Nasca and the close similarity between this one and at least two
others implies that they all come from the same district (appendix A: 224-226).96 The vessels are
slightly ovoid in shape, with a tall neck that is straight in two cases, and tapered in the third case.
All have a white, skeletal face with a broad grin. The eyes are round with round pupils and are
set into deep eye sockets. The head is topped with a chevron band and a wide panel of long,
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black hair fans out across the back. Beneath the hairline, two vertical panels with the split face
motif mimic a tapestry woven tunic. However, the tunic theme does not continue around the
front of the vessel. Instead, two staff-bearing winged profile attendants face off towards the
center of the skullneck. The winged creatures are depicted in the classic SAIS style, with split
eyes and fret noses.
A skullneck in the collection of the American Museum of Natural History is closely
related to this group in theme, but differs stylistically (appendix A: 227). Once again, the skull is
topped by a chevron band, and the body of the vessel depicts a pair of winged profile attendants
in contrasting colors, but on this vessel the profile figures are painted in a different, less
conservative style. The vessel’s diminutive size, slightly ovoid form, tall, tapered neck,
distinctive color palate, and extraordinary fine quality all place this vessel in the company of the
Atarco trio discussed above—the three facenecks now in the collections of the Metropolitan
Museum of Art, the Brooklyn Museum, and the I. Michael Kasser collection—and it would not
be a surprise if all four originated from the same workshop or location.
A very different type of skullneck in the collection of the MNAAHP departs from other
skullnecks in that the body of the vessel acts as a continuation of the skull head, although not
even here is the body portrayed as a skeleton (appendix A: 222). The body of the vessel is
painted a solid red and the somewhat elongated form is more anthropomorphic than most
facenecks. The base of the vessel is even modeled in the shape of a pair of feet. The figure wears
a multi-strand necklace, typical of south coast facenecks, which can be seen to tie at the back of
the neck, overlapping a long, tapered length of black hair. The facial modeling on this skullneck
is different than the Atarco examples described above, and the mouth is painted rather than
modeled. The eyes are sculpted in a manner in which the sockets and the bridge of the nose are
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fused into a unified plane that sits on top of the face almost like goggles, emphasized by a black
line that separates the eyes from the nasal bone.
A skullneck with similar, and even more pronounced goggle-like eye sockets was
recently discovered in 2017 at the Wari site of Espíritu Pampa in Vilcabamba (appendix A: 223).
This skullneck was found buried in a shaft with another ceramic vessel and a silver crown,
perhaps as an offering, although all three pieces were found intact. The vessel body has a very
unusual form that is flattened in one section on the front, a feature not found on any other
facenecks in my sample. Above the skull, a continuous row of pointed shapes likely represents a
feathered crown. Above this is a border of tiny skulls, a motif that is typical of the MH 2
Viñaque style.97 Thus, skullnecks were produced in diverse regions of the Wari Empire, at both
inland and coastal settlements, and carry through some of the same iconographic themes seen on
facenecks. Why these vessels depict a skull rather than a fleshed face remains an open question
and requires further study.

Variation in Size and Theory of Scale
One of the more remarkable things about Wari faceneck vessels is their broad spectrum
in size. The largest faceneck vessels come from various offerings at Conchopata, with those from
Corral Redondo reaching comparable statures. Most of the vessels in this oversize category range
from 83-110 cm in height, but some were even larger. The facenecks from the 1977 offering at
Conchopata—still awaiting reconstruction—likely once measured around 150 cm in height. A
practically colossal face fragment, also from Conchopata, is presumed to have come from a
faceneck. Although the size of this vessel is impossible to estimate, the head alone appears to
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measure some 80 cm (fig. 29).98 Alternately, an offering of miniatures from the Monqachayuq
sector of Wari includes facenecks as small as 3 cm tall, with slightly larger miniatures ranging
from 8-10 cm tall (appendix A: 11-13, 14a-d). Such a spectrum prompts the question of how
large a faceneck ought to be.
As a vessel, a faceneck is a functional object intended for a particular use, presumably as
a container for a given substance. Yet its tremendous range in size implies that it is not its
utilitarian function that defines the faceneck category. Furthermore, the strong affinity between
facenecks of such varying sizes suggests that they share an ontological status, a purpose for
being that defies their range in size. If this shared ontological status is not utilitarian in nature,
then the faceneck must serve a symbolic or ritual purpose. An important question to consider,
and one that will be explored further in Chapter 5 is how a difference in size might alter the way
a vessel is used in a ritual context. Was the ritual use of a miniature faceneck inherently different
from the ritual use of an oversized faceneck?
In his book Scale and the Incas, Andrew Hamilton explores the impact of scale on an
object’s meaning, stating that “scale indicates how a work of art is observed, how it is classified,
and what significance it is believed to have. Scale invests size with subjective interpretation,
allowing scale to become a fundamental part of meaning.”99 He distinguishes between scale and
size insofar that size is a constant that can be objectively measured while scale is relative and a
matter of perspective. He also likens scale to color in that both “exist in continuous spectrums”
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and yet are separated into discreet categories: red, yellow, blue, and small, medium, large.100
This raises the question of when an object can be defined as a miniature or described as being
oversized. Above, I referred to a cache of miniatures from Monqachayuq that includes facenecks
ranging from 3-10 cm in height, but in fact there is no obvious gap in size between miniature and
regular facenecks. Other non-miniature facenecks measure at 10, 10.5, 11.4, 11.5, 11.8, and 12
cm in height and so on until eventually reaching upwards of 110 cm with hardly ever more than a
few centimeters difference in height from one to the next. In short, facenecks come in every size;
they are not, however, common in every size.
Stressing the connection between scale and the external world, Hamilton suggests using
the categories of reduced scale, commensurate scale, and enlarged scale to catalog
representational objects according to the relationship between the representation and its referent.
Thus commensurate scale describes a representation that is the same size as its referent, while
reduced scale and enlarged scale describe representations that are scaled down or up
respectively.101 Vessels, as Hamilton notes, are an especially difficult object to classify as
reduced or enlarged.102 In many cases, function is a critical factor in determining whether or not
an object is commensurate versus reduced or enlarged. When an object ceases to function
because it is too small or too large, it can be considered reduced or enlarged. But what, precisely,
is the function of a vessel?
Consider the case of the smallest group of facenecks from Monqachayuq (appendix A:
14a-d). At just 3 cm tall, they lack an internal void and are incapable of acting as vessels. That
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makes them images of vessels, rather than actual vessels. Those from the same cache ranging
from 8-10 cm tall are more complicated (appendix A: 11-13). They have a void and can therefore
hold some liquid, but they might, at best, hold hardly a shot. On the other hand, their inclusion in
a cache of various types of reduced-scale objects bolsters their identification as miniatures. In the
absence of such a context, other similarly-sized facenecks are presumably functional and may be
considered commensurate scale. A small, Atarco style faceneck reportedly from Nasca that
hardly gives any indication of being reduced in scale is only 10.5 cm tall, just half a centimeter
taller than one of the Monqachayuq miniatures (appendix A: 56). And although it is possible to
argue that its skeumorphic strap handles are indicative of miniaturization, the inclusion of nonfunctional handles is not uncommon among Wari-style ceramics. Furthermore, while the design
on the vessel is simple, it is as finely crafted and finished as any Atarco vessel, and certainly
finer than many facenecks more than double its size.
The issue of scale is even more complicated for facenecks on the larger end of the
spectrum. When is a faceneck vessel considered enlarged or oversized? Since chicha is known to
have been brewed and served in vessels as large or larger than any faceneck, it is easy to imagine
even the largest of faceneck vessels being put to practical use—even before they were ritually
smashed and buried. Quite possibly, there is no such thing as an enlarged-scale faceneck vessel.
And yet, the fact that faceneck vessels more than 80 cm tall are frequently found in deposits of
shattered pottery certainly implies some difference between these and the average faceneck no
larger than a flower vase. The notion that there are no enlarged-scale faceneck vessels privileges
a faceneck’s capacity for holding fluids as its primary function. Moreover, placing the burden of
scale on utilitarian function undercuts the value of a faceneck as a semiotic device, and limits our
understanding of what a faceneck might be capable of.
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How big is a Wari faceneck vessel, or how big is one supposed to be? From my sample
of 156 Wari style facenecks (excluding the cache of miniatures from Monqachayuq) the mean
height is 25 cm, and the median is smaller, only 18.6 cm. Not so big, really—about the size of a
Starbucks Venti Frappuccino. The vast majority of facenecks are shorter than 30 cm. More
specifically, 94 range in height between 10-20 cm, and 41 range between 20-30 cm. These
facenecks make up 87% of my sample. By comparison, only 13% of my sample is taller than 30
cm. Of these, 10 (6%) range in height from 30-60 cm, 6 (4%) from 60-100 cm, and finally 4
(3%) are 100 cm or taller.103 The table below gives a breakdown of faceneck count and
percentage in height increments of 10 cm. See appendix C for individual measurements.

Table 1: Distribution of faceneck vessels according to height in cm.
cm

1-9

10-19

20-29

30-39

40-49

50-59

60-69

70-79

80-89

90-99

100-109

110+

N

1

94

41

4

2

4

1

1

2

2

1

3

%

0.6%

60%

26%

3%

1%

3%

0.6%

0.6%

1%

1%

0.6%

2%

Total number of facenecks: 156
Mean: 25 cm
Median: 18.6 cm

To determine my sample and obtain these numbers, I eliminated the cache of miniatures
and the Santa style facenecks in an effort to home in on the facenecks that best represent Wari
cultural use. I also eliminated any identical duplicates. By eliminating duplicates, my goal is to
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obtain statistics that reflect the production of facenecks. If a circumstance called for the
production of two matching vessels, or 20, I consider that as a single instance of production and
therefore count it as one faceneck. This prevents cases like the Pacheco offering facenecks,
which may have numbered as many as 100 vessels, from distorting the results. In the case of the
Corral Redondo offering, I counted each vessel individually except for the identical pair, for
which I have no data on the height of either one; the vessels used in this offering are not uniform
in size or decoration, and there is no clear evidence that they were necessarily produced together.
Objects, particularly ritual objects, have functions beyond the utilitarian. The bodies of
many facenecks are painted with complex iconography that ties them to the greater system of
Wari visual language. At the same time, the inherent anthropomorphism of faceneck vessels
lends them a profound sense of personhood that invites participation in an animate landscape of
humans and things. Without knowing precisely how facenecks were used, it is not possible to
determine if or when their bulk impedes on their ability to function. Unlike the term enlarged,
which implies an ontological disruption, the term oversized simply means larger than average,
the way an oversized book is just a book that needs a taller shelf. Any Wari faceneck more than
30 cm tall is indeed larger than average, and facenecks more than 50 cm tall are more likely to
turn up as shattered offerings. Were oversized facenecks, destined for destruction, inherently
different than their smaller, more common counterparts? Did they, as objects, mean something
different, or did their size determine how that meaning was manipulated through ritual acts?
These questions are difficult to answer with the limited information available about Wari ritual
performance. Theories about the function and purpose of facenecks will be explored more deeply
in Chapter 5.
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What this discussion of size and scale demonstrates is that the meaning carried by the
faceneck form transcended size because that the faceneck form was evidently appropriate at any
size. Thus, their shared ontological character operated outside of size difference. Yet this is not
to say that size did not matter. It must have, otherwise why go through the added strain of
making a faceneck, or a group of them, that stood over a meter tall. Furthermore, the practice of
making miniaturized objects is found in many ancient Andean societies, indicating that size, or
the change of size, was meaningful. It would seem that in some cases or some rituals, certain
objects had to be big or had to be small, yet they remain a certain kind of object. A miniature
loom still means the same as a commensurate scaled loom, even if it cannot make a tunic. Thus,
the inherent meaning of the faceneck form should be present at any size even when the way that
meaning is put to ritual use might shift for one size category versus another.

Ponderous Profile Heads: A Case Study of Faceneck Iconography
Wari facenecks are overwhelmingly representative of humans, with comparatively few
examples of zoomorphic faces modeled onto the neck of the vessel. However, Wari iconography
in general is rich in zoomorphic imagery and the bodies of faceneck vessels are frequently
adorned with representations of wildcats, birds, and such culturally specific animals as the
Ayacucho serpent, the humped-back animal, and the Pachacamac griffin. These images are
highly stylized, at times making it difficult to recognize or identify the animal being depicted,
and in many cases the features of various species, both animal and human, are combined to
create supernatural creatures with fangs, wings, hands, and feet. Other times, only the head of the
animal is shown, again hindering proper identification. Nevertheless, Wari style creatures are
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usually identified according to their dominant features, most often as either some variety of bird
or feline.
Fangs, particularly via the depiction of N-shaped canines in Wari iconography, are
typically attributed to some kind of feline (fig. 30). The puma, jaguar, and pampas cat are three
species of wildcat native to South America and commonly represented in the arts of various
ancient Andean civilizations, including Cupisnique, Moche, and Wari ceramics (appendix A: 43,
44, 52, 53). Stone-carved reliefs of spotted felines and staff-bearing raptors feature prominently
at the influential site of Chavín de Huantar, and pumas are known to have been a very powerful
animal for the Inka. While I recognize that Wari iconography makes important feline and avian
references, I believe that bats were also a very significant animal for the expression of Wari state
identity, and that bats appear in Wari imagery with much greater frequency than previously
suggested, if it has even been suggested at all.104 In the following analysis of ceramic
iconography, I propose that several zoomorphic characters identified as felines may instead be
bats, altering popular perceptions of the Wari pantheon.
Beginning with the group of oversized ceremonial faceneck vessels excavated from
Conchopata in 1977, the distinctive portrayal of the staff deity complex on these pieces is
perplexing: its faithful adherence to the Sun Gate and other monuments at Tiwanaku regarding
both the illustration of the frontal staff deity and to the structure of the staff deity complex as a
whole is dramatically countered by a most innovative portrayal of the profile staff bearers
(appendix A: 26b-c). This in itself is not so unusual. Indeed, through her work on the Southern
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Andean Iconographic Series (SAIS), Cook finds that the representation of profile attendants
varies considerably throughout their evolution from the Pucara sacrificer to their diverse
representations in the Middle Horizon, while the frontal staff deity figure on the other hand is
portrayed in a relatively consistent fashion from its Pucara origins to its Wari and Tiwanaku
iterations.105 Yet while the profile attendants on the 1977 Conchopata facenecks maintain certain
key attributes that link them to their counterparts on the 1942 urns illustrated in figure 8—
including a running/kneeling stance, a segmented staff topped by a floral motif held in one
outstretched arm, a crown with various appendages, fangs, and a segmented wing—the overall
form of the profile attendants become abstracted to such a degree that the figure hardly registers
as anthropomorphic. The bodily proportions are so severely distorted that there is no clear
division between the head and the body, and the figure’s snout is so large as to appear utterly
surreal. In Cook’s words, this rendering of the profile figure is, “completely unlike anything
found in other offering iconography.”106 In a recent volume dedicated to the SAIS, Isbell
describes the profile figures this way:

The 1977 offering Profile Attendants are the strangest in the entire repertoire of SAIS
profile beings. Other Profile Attendants, including antecedent forms like Pucara
Sacrificers or feline men, combine animal attributes in ways that do not occur in nature,
but the class of being is always fairly clear—a feline, a human, a bird, or a fish. But these
vaguely anthropomorphic beings are not obviously inspired by any class of real
animal.107
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Contrary to the above comments, I believe that this representation is more naturalistic
than previously imagined. It may not look very much like a feline or any other animal so far
suggested in the literature, but the wings, fangs, and especially the bizarre shape of the nose very
closely resembles certain kinds of bats, particularly from the Phyllostomidae family, also known
as American leaf-nosed bats (fig. 31). Thus, the seemingly bizarre rendering of these figures
perhaps provides an important clue to some of the supernatural iconography displayed frequently
on lay elite Wari ceramics, including other, more standard-sized faceneck vessels.
While the profile staff-bearers from the 1977 Conchopata facenecks are certainly among
the most unusual creatures found on Wari ceramics, the feature of an enlarged nose is actually
quite common. During MH Epoch 2, many vessels are adorned with a supernatural profile head
that is likely an abbreviated of the full-bodied profile staff bearer discussed above (figs. 8 and
30). This profile creature head, as I refer to it above in reference to a group of Pachacamac style
facenecks, appears frequently on ceramics of various styles: highland Viñaque style ceramics as
well as pottery of the coastal Pachacamac and Atarco styles. On a well-worn Atarco style
faceneck from the Nasca Valley, two profile creature heads face each other inside of a fret band
frame (appendix A: 166). Like the staff bearer, the heads have a split eye, prominent fangs, and
an enlarged nasal appendage.
A very fine, but tragically damaged, polychrome faceneck vessel in the Pachacamac style
depicts the same profile-head theme but with far more detail (appendix A: 156). Framed by the
same fret band motif, two supernatural profile heads face each other. One is red while the other
is gray, and both wear a crown like that of the staff bearer. Again, the tip of the nose is enlarged,
but instead of fangs there appears an appendage that protrudes from the creature’s mouth, ending
in a sort of donut topped with three prongs. The prongs are similar to the adornment at the center
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of the animal’s headdress, which is sometimes interpreted as a feathered crest, however the
addition of the circular donut base sets this motif apart. What this icon represents has not been
identified, yet it is ubiquitous on Wari ceramics. It is often perched on top of the staff bearer’s
multi-segmented staff. A potential variation of this motif appears on the outside of the oversized
urns from the pottery smash excavated at Pacheco, suggesting that this design depicts a type of
plant (fig. 32). In her analysis of Anadenanthera colubrina iconography in Wari visual culture,
Patricia Knobloch describes Wari artistic depictions of plants as being “highly simplistic as twodimensional, flat shapes symmetrically positioned rather than naturally rendered like a
photograph.”108 Given its form and its tendency to appear at the top of staff or post, I propose
that this icon represents a blooming flower at the top of a columnar cactus. The San Pedro cactus
(Echinopsis pachanoi) is found in the sierra of Peru, typically at altitudes of 2000-3000 m, and
produces a large, white flower at the top of its stalk that blooms at night (fig. 33).109
The Phyllostomidae family of bats includes some 6 subfamilies, 48 genera and 148
species found throughout the Americas, from the southern United States to northern Argentina.
Members of this diverse group include the famous blood-lapping vampire bat as well as the
carnivorous false vampire bat, bats that eat insects or fruit, and bats that eat nectar and pollen
from flowers such as those that grow on the tops of cacti. In fact, bats are an important pollinator
for columnar cacti like Weberbauer and San Pedro, whose large, fragrant flowers bloom at night
precisely to attract the attention of nocturnal fauna. While many species of the American leaf-
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nosed bat prefer the lowland tropics, others are found more broadly distributed.110 The spearnosed bat has been found in Peru at altitudes as high as 2600 m and its physical features make it
a potential model for Wari artists.111 Spear-nosed bats have a large snout with a pronounced,
triangular nose leaf that extends upwards and ends in a point (fig. 34). The ears are also pointed
and often feature several parallel ridges. Phyllostomus hastatus is one of several spear-nosed bat
species and is the second largest bat in the Americas. Spear-nosed bats commonly roost in caves,
and their omnivorous diet includes insects, vertebrates, fruit, and pollen.112 Such bats are
equipped with a long tongue which they use to extract pollen from flowers, not unlike the profile
heads on the Pachacamac style faceneck VA 49531 (fig. 35). Another contender is the Peruvian
long-nosed bat, Platalina genovensium (fig. 31). These bats are found across the western slopes
of the Peruvian Andes and most commonly inhabit the arid highland landscapes between 22002500 m in elevation, especially areas with columnar cacti. Around Arequipa in Peru’s southern
highlands, they are the most important pollinators of the Weberbauer cactus, evidence of the
important connection between bats and columnar cacti in the Andes.113
Given the relationship between bats and cacti, the staff grasped by the profile staff
bearers from the 1942 urns and the bizarre profile attendants on the 1977 Conchopata facenecks
may reference a blooming columnar cactus, possibly San Pedro, a highly significant,
psychoactive plant. Huachuma, as San Pedro is called in the Andean highlands, contains
mescaline and has a long history of ritual use by shamans who ingest it as a means of connecting
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with supernatural forces.114 Representations of San Pedro appear in the stone-carved reliefs at
Chavín de Huantar and the cactus itself grows thick in the landscape surrounding the site. One
relief panel in particular shows a winged supernatural figure in profile, holding a stalk of San
Pedro as if it were a staff (fig. 36). Such images of profile staff-bearing figures persist in the
highlands from the Early Horizon through the Middle Horizon, suggesting either some degree of
religious continuity in the central and southern Andean highlands, or at least the desire for later
civilizations, like the Wari, to link themselves to a powerful ancestral past.
While the faces of American leaf-nosed bats vary widely across the roughly 70 species
found in Peru, they all share the traits of large ears, sharp fangs, and flared noses that emerge
from deeply ridged nostrils.115 The intricately shaped noses necessary for echolocation may
likewise be the source for another distinctly Wari stylized feature, the step-fret nose seen on the
faces of what are usually identified as supernatural felines (fig. 30; appendix A: 225). Here, the
step-fret nose is a feature of a pair of winged zoomorphic profile staff-bearers that adorn the
bodies of two similar skull faceneck vessels, but the fret-nosed creature appears frequently on
Atarco and Viñaque style ceramics of many forms.
The step-fret nose feature also appears on two of four figures carved in relief on a wood
kero, or cup, identified as Wari despite strong affinities to the Tiwanaku Sun Gate (fig. 37). The
kero, reportedly found at either Cahuachi in the south coast Nasca drainage or at HuachoPativilca on the central coast, depicts two types of winged staff-bearing figures that are similar in
all ways except for the head. Two have a raptor’s beak and face straight ahead, while the other
two, presumably bats, have fangs and a step-fret nose and look upwards. Three of the staffs are
114
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topped with the same three-pronged flower discussed above, while the fourth is topped with a
two-pronged flower that Knobloch has identified as a highly stylized representation of A.
colubrine—a psychoactive plant related to DMT—on both ceremonial pottery from Conchopata
and on textiles that bear stylistic similarities to the iconography of Tiwanaku.116 Wari bat
iconography therefore seems to be of highland origin, seeing that it first appears on ceremonial
Conchopata pottery from MH 1 before migrating to the coastal pottery of MH 2, and given its
ties to Tiwanaku and Chavín.
Profile zoomorphic heads with step-fret noses are common in Pachacamac style ceramics,
appearing frequently on faceneck vessels as in the case of Berlin VA 49548 (appendix A: 157).
As is typical with Pachacamac style faceneck vessels, a design panel is demarcated on the upper
portion of the vessel body. A characteristically Pachacamac fret band border outlines the design
panel as well as divides it down the middle, creating two windows inside which the profile
heads, or other motifs appear. The step-fret nosed heads face each other and often, but not
always, have a split eye and N-shaped canine fangs. Finally, a large ear at the back of the head
competes in size with the step-fret nose, giving the profile head a sense of symmetry. The unique
icon created by the symmetry of a central eye flanked by an enlarged nose and ear can be traced
back to the Chakipampa style where it appears as an innovation on Chakipampa B pottery.117
Thus, Pachacamac style faceneck vessels have a strong relationship with the highland Wari
iconographic traditions of Chakipampa via the profile head icons, as well as Conchopata via the
bat-like features on these and other profile heads and profile staff-bearing figures.
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The two facing profile heads on Pachacamac facenecks are almost always painted in
different colors: one dark and one light. Dark red paired with light gray, or dark gray paired with
light cream are the most common. These heads, particularly the more schematic ones, and their
light-dark color pairing may be the source of another thread of conspicuous iconography that
repeats frequently on faceneck vessels as they crawl up the central and north coasts, reportedly
from Pachacamac to as far north as the Huarmey Valley. Collections including the Larco
Museum in Lima hold several faceneck vessels that feature a horizontal panel on the body of the
vessel with two stylized zoomorphic heads, one white and the other gray, against a red
background with black dots outlined in white (appendix A: 198-201). The faces on the necks
have modeled eyes, nose, mouth, and ears—possibly press molded—and the heads are typically
topped with a headdress bearing a motif of white circles with a with a white dot in the center.
The vessels, discussed briefly above in the section on the norte chico, are about 18 cm tall and
have two strap handles. Slight variations in facial modeling and adornment as well as hair and
headdress indicate that they were either not made together or that their manufacture was not
especially controlled, yet they demonstrate the production of a popular type.
One vessel in particular that I was able to examine had the addition of a nose ornament in
the form of a plug passed through the septum (appendix A: 201). This vessel is identified as
coming from the Huarmey Valley and is categorized as Northern Wari in style. 118 A similar
piece resides at the Hearst Museum in Berkeley, CA, having arrived by way of the American
Museum of Natural History in New York (appendix A: 198). This piece was collected by Adolph
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Bandelier in 1894 and reportedly comes from Pachacamac. A third example from the MNAAHP
in Lima is estimated to come from the central highlands or south coast, likely on purely stylistic
grounds (appendix A: 199). The profile heads on the Larco example are more cleanly painted
than the others and show a creature with a flared triangular nose, bared teeth, a centrally
positioned eye, and what looks like a pointed ear with parallel ridges. The motif is reminiscent of
the other Larco Museum faceneck in the group, despite being far more stylized (appendix A:
200). Nevertheless, the flared nose and the ridged ear recall the features of leaf-nosed bats
alluding to a relationship between the motifs, as well as their position inside a framed panel on
the upper half of the vessel body. The profile bat heads could therefore be a precursor for these
later, more stylized variants. Two Pachacamac style facenecks in particular demonstrate the link
between the highland-derived profile heads and their coastal derivations: vessel 1923.05.0094 at
the Museum of World Culture in Gothenburg, Sweden and vessel X91.178 at the Fowler
Museum (appendix A: 162 and 163). The Gothenburg faceneck depicts profile heads with split
eyes, folded back noses, and feather crests that hark back to the Pachacamac iconography of
phase A that has the most direct references to Conchopata staff-bearing figures, while the Fowler
faceneck emphasizes the symmetry of the profile head icon with an enlarged, pointed nose to
match the pointed ear. Another Fowler Museum faceneck, X86.2871, likewise features this
highly schematic profile head icon, depicted as a design element on a woven tunic (appendix A:
61).
Although the super stylized profile heads of the later coastal facenecks tend to face in the
same direction rather than face one another, the fact that on the Larco, Hearst, and MNAAHP
facenecks, one head is always dark gray and the other is always light cream appears to be of
special significance. This pattern of opposing two matching motifs in different colors, one dark

160

and one light, across a bilateral divide occurs again and again in various circumstances. It is a
trend of not only bat profile heads on Pachacamac facenecks, but also those that feature avian
heads (or whole bodies), and at other times the light/dark dichotomy is played out across a pair
of vessels. The pair of identical red and black facenecks from Castillo de Huarmey are one such
case: one fired in an oxidized environment is red, while the other is black due to its reduction
firing (appendix A: 207 and 208). Another pair of facenecks at the Dallas Museum of Art are
identical but for certain motifs that are red on one vessel and black on the other (appendix A: 84
and 85). The pairing of light with dark, or red with black, is likely an expression of dualism. One
interpretation is that it speaks to the concept of tinkuy, a word usually associated with the
collision or joining of two entities, as discussed above, but which can also be used to describe the
opposition between two entities.119 In her book Signs, Songs, and Memory in the Andes, Regina
Harrison explores the way words like tinkuy are used to express certain cultural concepts that are
difficult to translate linguistically. She quotes Diego González Holguín’s Colonial period
translation of a Quechua phrase into Spanish to demonstrate the use of the verb tinkuy as an
expression of opposition: “‘yana huan yurak huan tincun’ (‘lo negro es contrario de lo blanco’
[blackness is the opposite of whiteness]).”120
Faceneck vessels, therefore, functioned as important iconographic carriers that allowed
elements of Wari religion—or whatever meaning resides in the images of the profile bat and
bird—to travel vast distances. Changes to the details and stylistic rendering of this iconography
make it difficult to know how much of the meaning stayed true to its origins and how much of it
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changed along the way. Nevertheless, something about these iconographic messages was
important enough to persist across centuries of Wari presence and expansion, and that the
faceneck vessel was chosen to carry such messages is not insignificant or incidental.
A message needs authority to be heard and repeated, and one way to view the marriage
between the faceneck form and the depiction of politico-religious iconography on its surface is
that the faceneck provided authority for the Wari iconographic message to spread. In this way the
faceneck’s agency is made evident in its ability, at least potentially, to effect change on the
beliefs and practices of distant communities that eventually fell under Wari’s influence. Precisely
what degree of agency remains an open question, yet facenecks produced in large editions like
the Pachacamac style facenecks with facing profile heads likely operated with a distributed
agency similar to the multitude of Gudea statues discussed in Chapter 1. Would the facing profile
heads have held the same meaning, or would that meaning have traveled as far if they were
circulated on plain jars instead of facenecks? The fact that they were not suggests that the
faceneck form was an important factor in the power and significance of the iconography. The
two likely reinforced each other in their expression of Wari authority.

Conclusion
This review of the faceneck vessel across the Wari sphere of influence has, hopefully,
illuminated significant similarities and differences across the sample. Despite considerable
variance in style, key references to Wari visual and material culture persist to reinforce ties back
to the Wari heartland. Bodies dressed in garments with Wari motifs; chevron headbands that rim
the vessel’s aperture; the control and containment of the iconographic field framed by fret bands;
a proliferation of distinctly Chakipampa designs and creatures; the use of various expressions of
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dualism through doubling, mirroring, and color contrast—these devices, used in isolation or in
combination with each other, bring continuity to an otherwise chaotically eclectic horde of
ceramics. They are what allow one style to bridge another. Finally, they are how an array of
provincial styles can somehow all communicate with each other, and why they all exert some
degree of Wariness to outsiders, including modern viewers.
These devices are effective in drawing such a diverse group of vessels together, but their
interchangeable usage is also what makes Wari visual culture so complicated to track. One very
distinct feature that runs consistently from style to style is perhaps the most unifying device of all
in terms of a faceneck’s propensity to look Wari. With few exceptions, nearly all Wari facenecks
have large almond-shaped eyes, with round black pupils suspended in the center of a stark white
background. The wide, starring eyes on Wari facenecks are reminiscent of the equally large eyes
on the votive images of worshipers found in the ancient Sumerian temple at Eshnunna. These
alabaster statues were carved to act as stand-ins for devotees, allowing them to attend to the god,
looking at and being looked upon by the god in perpetuity. Eyes and their power to gaze back on
the viewer are a powerful aspect of art from many parts of the ancient world. In Hindu art, the
concept of darshan, or auspicious sight, is a physical act in which a devotee is meant to see and
be seen by the deity via the deity’s image at a temple or shrine.
In ancient Andean art, eyes have a history of acting powerfully. Mary Weismantel’s
discussion of the stone monoliths at Chavín de Huantar plays close attention to the multitude of
eyes that appear all over the fanciful images carved on these monoliths. She approaches the
material from a sensorial perspective, arguing that the senses were of profound importance to
how ancient Andeans constructed and consumed complex imagery, and how their experience of
the visual sense differs significantly from our own. Stressing the importance of the materiality of
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the Chavín stone monoliths, Weismantel notes that “sensory perception was a reciprocal, rather
than unilateral, activity.”121 She argues that visitors to Chavín de Huantar were not passive
viewers of the images, but active lookers who had to engage physically with the monoliths to see
their carvings, placing their bodies in close confrontation with images that looked back at
them.122 For the Wari, the eyes were certainly a powerful orifice. Supernatural figures are
distinguished by their round, split-eyes, painted half black and half white (figs. 7 and 8). The
split-eye is generally interpreted as an indication of the divine, although the precise meaning
behind this mode of depiction is not fully understood. Furthermore, they are a distinct marker of
Wari visual culture, which suggests that the manner in which human eyes are depicted was
equally meaningful to the Wari artist.
A faceneck’s Wariness is most contested when the large, almond-shaped eyes become
small, or their pupils less round, or when the whites of the eyes are not actually painted white,
dulling the radiance of their gaze. Thus, their powerful stare is tied also to their ability to express
cultural identity. The Wari are not unique in controlling the depiction of the eyes to convey
identity. Chavín pupils hang like pendants from the top lid or else rise from the bottom like
moons on the horizon, Nasca faces are distinguished by narrow slatted eyes with pupils that span
from top to bottom, and Lambayeque eyes are unmistakable with their comma-shaped outlines.
In this way, the rendering of the eyes is an essential aspect of what gives a body of human
imagery a certain sense of ethnicity, or of belonging, regardless of the physical features of their
makers. In effect, anyone could be Wari, whether they were from the highlands or the coast, so
long as they made and used images that looked and felt Wari—and evidently many did.

121

Weismantel, “Inhuman Eyes: Looking at Chavín de Huantar,” 21.

122

Weismantel, “Inhuman Eyes,” 27-30.
164

Still, many facenecks also appear concerned with expressing more particular kinds of
identity through the brandishing of specific motifs, facial painting, bodily ornaments, and
hairstyles. The next chapter looks more carefully at these expressions—decidedly human
expressions—which are details that in some ways seem to communicate the identity of an
individual, even when that image is produced in pairs and groups.
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Chapter 4: Portraiture and the Expression of Identity
Ancient Andean visual culture is not usually celebrated for its human representations.
Compared with the artistic traditions of Mesoamerica, Africa, Southeast Asia, and Europe, the
human form may appear, by comparison, marginal in the milieu of the ancient Andes. However,
Andean visual culture is actually rife with human imagery, even if how this imagery works and
what it expresses is rarely straight forward. With the exception of the Moche, the human body is
often presented as rigid and still, offering little information on the role or purpose of the human
actor. Yet it appears again and again, on pottery and textiles, carved in stone and cast in precious
metals. Semiotically, how precisely does the image of a human—of a head, a face, or an entire
human body—signify a sense of personhood? Moreover, when does an image of a human signify
a specific person, as in the case of a portrait?
This chapter will consider how faceneck vessels project a sense of personhood through
their anthropomorphism, taking stock of the variety of identifying traits that they may feature. It
will also explore the question of whether or not facenecks could have represented specific
individuals, thereby qualifying as portraits. To answer this question, I first begin with an
exploration of the conventions of portraiture and how portraiture may have worked in the ancient
Andes. Following this, an analysis of the trappings of faceneck personages will examine the
diversity of dress and adornment across my sample, digging into the methods Wari artists used to
achieve anthropomorphism. Relevant to this question is the matter of gender difference. Gender
markers are not well defined for Wari visual culture and the question of whether or not Wari
facenecks are gendered or inherently male has not been well addressed in the literature. The
recognition of gender on faceneck vessels may shed light on who they were meant to represent
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and how specific this representation was meant to be. Ultimately the goal is to determine whether
Wari faceneck vessels appear to represent particular people, or alternately, if their
anthropomorphism serves instead to animate and enliven the object in a manner that is
indifferent to individual representation.
Central to the following investigation of portraiture is the problem that portraits are
generally understood to represent an individual person, but attitudes towards the self and notions
of individual identity may have operated differently for ancient Andeans. This chapter will
consider how multiple representations of identical personages communicate identity, and if the
identity or identities represented still fit the parameters of portraiture. I begin with a deep dive
into the definition of a portrait, thinking through how the techniques of naturalism and mimesis
contribute to conventions of portraiture, as well as the way in which other methods of expressing
identity play an equally important role.
At stake throughout this discussion is whether or not the human characteristics of
faceneck vessels are meant to be representational of someone else, or presentational of only
themselves. Does their power as affective objects lie in their ability to reference another, or are
they persons of their own accord? If facenecks do not fit the definition of portraiture, even one
flexible enough to accommodate the idiosyncrasies of Andean visual culture, then the alternative
is that they are their own people, their own bodies. As their own bodies, their social status,
expressed through the depiction of fine garments and adornments, can be viewed as also their
own. In this way, they are not just persons, but persons with social positions in a ranked society.
The formal analysis of the faceneck vessels in this sample will demonstrate the spectrum
of anthropomorphic qualities across the sample, from full-bodied humans to brief facial features.
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Such a spectrum suggests that the degree of anthropomorphism, or the specificity of the person
described, was at the discretion of the vessel’s maker, and that perhaps some realizations of
personhood were better suited for certain ritual purposes than others. Yet simple or complex, the
majority of the sample draws clear parallels between vessel and body, indicating that this
metaphor was a critical feature of the faceneck category. Moreover, it is not simply their
appearance as bodies that is noteworthy, but also how they can also act as bodies. In cases where
some context is known, whether made in pairs or groups, or buried in a special way, facenecks
can be seen to act and interact as bodies in the world. In this way, they are more than just
pictures, but clay human bodies.

Portraiture as a Device for Depicting Identity
The question of whether or not facenecks are portraits must begin with a careful
consideration of how portraiture works, particularly in the ancient Andes. Discussions regarding
Andean portraiture have tended to gravitate towards Moche head vessels, sometimes referred to
as portrait-heads, while other instances of human imagery, like faceneck vessels, have received
less attention. It is plain to see why: Moche head vessels are compelling for their vivid
naturalism. The delicately hooded eye-lids, softly modeled lips, and asymmetric features lend
these images an uncanny sense of realism (fig. 38). And while these life-like images would
indeed be at home among, for example, the portrait busts of ancient Rome, the brief turn towards
such high degrees of naturalism—limited temporally to Moche Phases III and IV and
geographically to the Chicama, Moche, and Virú, Valleys—calls for a consideration into how
naturalism as an artistic strategy fits into the broader domain of visual culture in the Andes. In
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some ways the visual culture of the Moche stands apart from most other ancient Andean
societies. As Esther Pasztory has observed, the imagery found across the large and varied body
of Moche art is often filled with action, imbuing the scenes with a strong sense of narrative, and
there is more attention to the natural world and the story of humanity.1
Nevertheless, Christopher Donnan’s thematic approach to the interpretation of Moche
imagery has shown that many seemingly straightforward images—an owl, a boat, a hand
gesture—can in fact function as abbreviations for more complex themes or narratives, and thus
operate within a greater system of symbolic imagery.2 In essence, Moche visual culture was not
limited to the production of images that functioned according to a basic, one-to-one
signifier/signified mode of representation, but rather, images participated in a complex system of
visual language.3
In his study of Moche ceramic head vessels, Donnan posits that these highly naturalistic
images are examples of “true portraiture,” which he defines as “showing the anatomical features
of a person with such accuracy that the individual could be recognized without reliance on
accompanying symbols or texts.”4 Donnan’s hypothesis is grounded on two assumptions: first,
that the images were intended to serve as mimetic representations of real individuals such that
the viewer should have been able to recognize the person represented in the image, and second,
that the true identity of the individual was the same identity being represented by the artist in the
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ceramic image, even when the same face is presented in a variety of guises. His interpretation
demonstrates a commitment to the idea that physical characteristics, such as scars and facial hair,
are more important expressions of identity than accessories indicative of rank or social status,
such as headgear, ornamentation, and face paint. This commitment is made explicit by the
conclusions he draws from his observation that, in a number of cases, groups of several head
vessels feature identical faces, but each head vessel is made unique through variations in head
gear, face paint, and the addition or subtraction of accessories. Donnan interprets these groups as
being multiple portraits of a single individual who is shown dressed and adorned throughout
various life stages.5 But is the meaning of the image grounded in the features of the person or in
the emblems and adornments? What does the history of Moche visual culture tell us about how
images worked in Moche society?
Consider a comparison of two head vessels with faces that come from the same mold, or
at least from the same mold matrix (fig. 39). The one on the left is a jar from the Fowler Museum
collection, and the one on the right is a stirrup-spout vessel from the Yale University Art Gallery.
While the faces are identical, the headdress of the one on the left is far more simple than the one
on the right, and the one on the right also wears large ear spools, a sign of status and prestige.
Are these meant to depict the same individual, in two very different styles of dress (perhaps
indicative of different status levels), or two different people with distinct identities built on the
same head mold? Through her work at Cerro Mayal, Margaret Jackson has argued that the
primary reason Moche ceramicists used molds was not to speed up production, but to standardize
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and control the production of imagery.6 Complex ceramic figures and vessels were assembled
from smaller iconographic components, each made from a particular mold. In this sense, the
naturalistic face of a head vessel is just one of several mold-made components that work together
to create a meaningful image, all of which trended toward greater and greater naturalism during
Moche Phases III and IV. The question then becomes, what aspect of the image is more
meaningful in the context of Moche visual culture: the resemblance of the facial features to a
specific individual, or the significance of certain types of headgear and ornamentation? Facial
features aside, the distinct headgear of the one on the right is echoed in another stirrup-spout
vessel of a very different style (fig. 40). In both cases, a prominent spotted pom-pom tops the
proper left side of a head wrap decorated with feline-headed serpents, and both are shown
wearing large ear ornaments. According to Jackson, Moche artists replicated and combined
iconographic elements to form discrete phrases that functioned as a type of visual language. This
visual language relied on the viewer’s familiarity with a conventional sign system in order for
the image to be meaningful.7 Thus, the identities portrayed by the second two vessels are more
similar to each other than the Fowler and Yale vessels that share only the same facial
construction.
While the faces of Moche head vessels may have, and likely were, modeled on actual
individuals, the stance that, as images, the variations are all meant to represent the identity of a
single individual in different guises rests on the notion that Moche portraiture privileged
anatomical mimesis over other modes of visual communication. Given the complexity of Moche
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visual culture, including the tendency to replicate and repeat iconographic signs with great
precision and the way these iconographic signs participated in an intricate system of visual
communication, I believe there is considerable potential for head vessels to have functioned as
something other than mimetic portraits. If, in fact, it is the adornments that carry the burden of
representing identity, the degree of naturalism of the human face that wears those adornments
becomes less significant to the image’s function as a communicative device. The images are
therefore capable of expressing a particular identity without relying on individual facial features.
While more work is certainly needed to explore how identity was expressed through the
iconographic systems of human imagery in Moche ceramics, I argue that there is a place for
portraiture in ancient Andean art in the absence of naturalism.
As an alternative to Donnan’s view of portraiture, Richard Brilliant locates the definition
of portraiture in the critical link between the image and the identity of the real individual
referenced by the image, with less emphasis on how that link is achieved. He states: “The very
fact of the portrait’s allusion to an individual human being, actually existing outside the work,
defines the function of the artwork in the world and constitutes the cause of its coming into
being.”8 In essence, a portrait is a representation of a real individual: a person with a name.
Beyond that, the manner in which that person’s identity is represented is up to the conventions of
portraiture for that society, and ultimately in the hands of the artist.
Within the European artistic tradition, this critical relationship between image and subject
has historically most often been achieved through mimesis, relying on formal resemblance to
immediately call to mind the identity of the subject in the portrait. As long-time consumers of
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this artistic tradition, it is easy to default to mimesis as an interpretive method when viewing the
image of a human being, especially when that image is naturalistically rendered. We presume the
portrait of an individual to be a faithful record of his or her physical likeness, and when faced
with the artistic strategy of naturalism, we expect it to be employed in the service of creating an
ever more faithful record. Yet this interpretive method is undermined by the use of convention in
portraiture, both within and without the European tradition.
Brilliant’s work on European portraiture explores a number of conventions used by artists
to achieve affective portraits suitable to their subjects. He draws on representations of Socrates
as an example of a convention of portraiture that is based less on mimesis and more on
physiognomy. Socrates is described by Plato and Xenophan as having the unrefined features of
the satyr Silenos, an appearance that paired poorly with the idea of Socrates as an intellectual.
Faced with the dilemma of how to picture this extraordinary person, the artists of ancient Greece
strayed from his physical description and liberally altered his physique—the size of his cranium,
the shape of his nose—in an effort to give him a more venerable appearance. As Brilliant
explains:
Socrates [was] made to “look better” than [he] actually appeared because, to the artist
and to the admiring public as well, [he did not look] as good or as distinguished as he
should have done [sic]. Under these circumstances it is quite conceivable that a portrait
could bear the subject’s name but have a face not wholly his own, or even someone else’s
face, and still retain some slight resemblance to the original.9
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Thus, in the case of portraits of Socrates, rather than simply reproducing his physical features,
Greek artists turned towards physiognomic conventions about distinguished intellectuals to guide
the construction of his image. In so doing, they added more examples of this type of
conventional portrait—the stereotypical intellectual—further advancing the construct of
Socrates’ likeness for future artists to follow, such as Jacques Louis David in 1787 for his
painting The Death of Socrates. In the end, portraits of Socrates are less about his true
appearance and more about European ideals of intellectual identity.
Outside the European artistic tradition, however, portraiture is openly achieved without
mimesis, relying instead on other conventions for expressing identity. Consider again the
portraits of Gudea, governor of Lagash during the third millennium B.C. (fig. 41). As Irene
Winter has argued, Gudea’s physical characteristics are better understood as “signature traits”
that act iconographically to illustrate certain ideals of rulership, rather than as the description of
his likeness. His broad chest signifies his vitality, his large ears communicate that he is wise and
attentive, and his muscular arm depicts him as a strong ruler.10 Following ancient Near Eastern
conventions of kingly portraiture, portraits of Gudea participate in a visual language that
communicates the expectations and ideals of rulership.11
In the absence of any of Gudea’s skeletal remains, Winter regards all of his features as
iconographic, rather than physical. Laura Filloy Nadal makes an argument regarding the portraits
of K’inich Janaab’ Pakal that is similar to Winter’s, only Filloy Nadal is able to match some of
Pakal’s traits to his actual remains, that despite being in poor condition, help confirm that at least
10
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part of his image is rooted in mimesis (fig. 42).12 Measurements taken of Pakal’s skull were
compared to craniometric studies performed on two stucco head sculptures and a jade mask, all
found inside his burial chamber in the Temple of the Inscriptions. The three sculptures were
found to exhibit the same proportions, bone structure, and asymmetrical details, with
measurements that corresponded to Pakal’s skull. Drawing on the three sculptures, plus other
known, named portraits of Pakal, Filloy Nadal observes that certain reoccurring attributes,
including a peculiar hairstyle and jade body jewelry, contribute to Pakal’s identity as a ruler. She
describes these signifiers as Pakal’s “idiosyncratic traits,” proposing that these traits, along with
the physical features of his face and head can be used to identify any unnamed portraits of Pakal
in the absence of a patronymic glyph.
Filloy Nadal’s approach speaks to the function of portraiture as both a physical and
conceptual reflection of certain aspects of an individual’s identity, yet portraits can be just as
effective in their ability to construct that identity as well. The images of Gudea and K’inich
Janaab’ Pakal are undoubtedly portraits because they represent named individuals, regardless of
whether the images are symbolic, realistic, or a combination of both. More importantly, their
images are more than mere copies of an individual’s likeness, but also serve to construct the
identity of that individual as a great ruler.
Considering the weight placed on “naming names,” so to speak, in Brilliant’s definition
of a portrait, the study of Andean portraiture is deeply hindered by the fact that ancient Andean
civilizations never developed a written language. After all, the only way to really differentiate
between images of Gudea and those of Gudea’s son, Ur-Ningirsu, is by reading the inscriptions
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on the statues (fig. 43). Unlike the labeled images of Gudea and K’inich Janaab’ Pakal, no
inscriptions exist to link Andean images of humans to specific individuals. Brilliant’s definition
of portraiture, and his insistence on being able to name the person pictured, poses the problem of
how to address portraiture from non-literate societies.13 Surely the practice of portraiture can
exist without written inscriptions, and in fact there is evidence to suggest that ancient Andean
societies did indeed practice portraiture, in so far as they produced objects and images meant to
signify actual people.
Maarten Van De Guchte writes about a category of Inka sculptures called huauques, a
Quechua term meaning “brothers” or brother-statues.14 These statues were usually made of stone
or gold and functioned as direct representations of the Inka, though they likely bore no natural
resemblance to his image. According to sixteenth- and seventeenth-century sources, some are
described as having human traits, while others had either animal traits or no identifiable shape at
all. Nevertheless, they are consistently associated with specific rulers and both Pedro Sarmiento
de Gamboa (1572) and Barnabé Cobo (1653) provide lists of brother-statues with their
corresponding Inka rulers.15 These examples of non-mimetic effigies that represent specific Inka
rulers go a step further as reproductions in that they could even be consulted in the absence of the
Inka himself. As representations that were specific to individual, historic Inka rulers, these
effigies can be described as portraits according to Brilliant’s definition, yet without their
interpretation by colonial sources they would likely never have been recognized as such by
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modern viewers. Thus, when considering the nature of portraiture in the ancient Andes, it is
necessary to reconsider how an image or object might come to signify a person’s identity in ways
that act independently of mimesis.
The highly stylized, even generic appearance of Wari faceneck vessels poses an
intriguing opportunity to study notions of portraiture in a broader sense as non-mimetic
representations of identity. As with Moche head vessels, it is impossible to say if these objects
functioned as true portraits as defined by Richard Brilliant, but they nevertheless have a lot to
show us about how identity itself was expressed visually, and more importantly, what aspects of
identity were the most significant. By letting go of the need to name the individual in the portrait,
or even to see or recognize the individual person in the material image, my approach instead
places focus on portraiture as the expression of identity itself. Identity is a complicated issue, but
one way to begin is with identity binaries, such as male/female, rich/poor, or us/others. By
examining identity binaries, I hope to shed light on how Wari artists used systems of visual
communication to depict the members of their societies.

Wari Identity and Adornment
Five categories of adornment can be observed on facenecks: 1) the headdress, 2) the
hairstyle, 3) the tunic or garment, 4) some variety of ornamentation worn on the ears, around the
neck, or occasionally through the nose, and 5) face paint.16 The more elaborately painted
facenecks may display three to five of these characteristics, while the more simple ones will still
often display at least one or two. Some very minimalist facenecks do not display any of the
When present, hands are usually empty and either lay on the belly or straight down at the sides.
Feet, which are more rarely shown, tend to be bare with usually just the toes visible.
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characteristics described above, having only their facial features—eyes, nose, maybe ears—to
identify them as facenecks. Such a spectrum of detail, as discussed in the last chapter, is not
always a matter of size or room for elaboration. Rather, facenecks, like people, seem to exhibit a
diverse range of social status. While reasons for this are unclear, they are in a sense consistent
with the preoccupation of social status that is evident for Wari culture in general.17 Actual
examples of the kinds of fineries depicted on facenecks have been found in the archaeological
record, from tapestry tunics, to four-cornered hats, to shell necklaces. Evidently, some faceneck
personages likewise needed, or were permitted to flaunt their own elite status and access to
valuable resources.

Headdress
The headdress usually appears as a solid or decorated band around the head that wraps
across the forehead and rises straight up to form the spout of the vessel. While the shape of the
headdress is predetermined by the vessel form, the patterning on the band sometimes alludes to
the woven four-cornered hats that are believed to have been worn only by elite Wari men (fig.
44). This category is complicated by the fact that the shape and proportions of the spout
inherently influences how the headdress is perceived. A taller spout appears more like a fourcornered hat, while a shorter spout tends to look more like a headband. To curtail this
complication, I will focus on the types of design motifs represented on the headdress irrespective
of whether they may be full hats versus headbands.

17

Esther Pasztory, personal communication, September 20, 2019.
178

Headdresses fall into four main categories: geometric patterns, figural motifs, solid
colors, and no headdress. There are twelve types of geometric patterned headdresses in my
sample. Among the most popular are the fret band, present on 16 facenecks, and the chevron
band, present on 9 different facenecks, plus the shattered 1977 Conchopata group (appendix A:
26) and the two pairs from the 2000 Conchopata group (appendix A: 28-31), which combine the
chevron with the Chakipampa fleur-de-lys. While the chevron band appears predominantly on
highland facenecks in the Chakipampa and Viñaque styles, the fret band, while also present on
Viñaque facenecks, becomes most popular on the central coast and where it establishes itself as a
signature of the Pachacamac style. A third highly popular geometric pattern is the chain-link
diamond band, which appears on 9 facenecks as well as all the Agent 100 facenecks from
Pacheco. When the band of chain-link diamonds is paired with a second band of interlocking
double-peaked forms, the resulting headdress is a marker for Agent 100, in addition to a tie-dyed
tunic and distinctive facial patterning. The chain link diamond band appears frequently in
isolation, sometimes enhanced by dot patterns in and around the diamonds, as on three facenecks
in the Ocoña style as well as the head fragment in the collection of the Metropolitan Museum of
Art. It should be noted that the chain-link diamond band appears on the black and red pair of
facenecks from Castillo de Huarmey, here in the unpainted relief typical of the north coast.
Solid color headdresses are perhaps the most popular as a group. They are usually white,
red, or black, and in one case gray. On these facenecks it is particularly difficult to distinguish
between the headdress form and the spout, with many exhibiting only a narrow band of color
around the rim of the spout. In other cases a wide band of color edged in black wraps around the
spout. Are the black edges part of the headdress, mere outlines, or an indication of hair peeking
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out above and/or below? Since it is difficult to differentiate between such possibilities, I have
grouped the facenecks with such variations together according to the most prominent band of
color. The most common is white (or cream), which is present on 64 facenecks, red is present on
22 facenecks, and black on 17 facenecks.
The figurative motifs are more rare, appearing altogether on 11 facenecks. Human heads
and avian heads appear on 4 Ocoña style facenecks, while split-eyed creature heads with hands
coming out of their mouths appear on the fine Atarco trio. A skullneck and 2 facenecks have
what may refer to crowns of feathered plums (appendix A: 21, 83, 223). A few appear to wear no
headdress at all, which again is difficult to determine for certain because of the spout. Still, the
spouts are unpainted and the head just below can be seen to curve just slightly beneath the spout.
Finally, the Santa style facenecks all wear a very particular checked headdress, with columns of
black staggered squares against a white background. This is one of the most distinguishing
features of the Santa style and it is not found on any other style of faceneck.

Hairstyle
When the back of the head is painted, the hairstyle depicted can vary considerably. There
are twelve distinct hairstyles. The hairstyles and their corresponding number of facenecks are as
follows: long hair divided into several sections (18 plus the Pacheco group); short hair divided
into several sections (3); long hair divided into two sections, like braids (2); a block of long hair
that fans out across the back (38); a block of hair that tapers inward (5); a block of long hair
cinched at the nape of the neck, like a ponytail (6); facenecks with a strap handled painted black
in place of hair (6); facenecks with a strap handled painted with stripes of black, like a braid (9);
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short hair that stops abruptly at or above the collar (11); hair that appears bound up (4); hair that
appears tucked beneath a mantle (4); and finally a unique hairstyle that shows four thin sections
of hair curved around the back of the head with a thick section of hair down the center (1). This
last hairstyle may represent long hair pulled together at the back of the head into a single braid
(appendix A: 27). In addition to the back of the hairstyle, the figure very frequently has what are
best described as sideburns—locks of hair that fall just in front of the ears (fig. 5).

Garment
The garment can either be depicted as a very literal rendering of a tapestry-woven or tiedyed tunic; a floating iconographic panel that alludes to a tunic through its bi-lateral symmetry;
or sometimes nothing more than a tunic’s center seam.18 Thirty-four facenecks plus the 1977
Conchopata group are painted with either fully realized tapestry tunics that in some cases
reference actual tunics known from the archaeological record, or in other cases are rendered as
woven garments with a V-neck, arm holes, or fringe border. In addition to all the Agent 100
facenecks from Pacheco, only one other faceneck wears a tie-dyed tunic (appendix A: 17). There
are six facenecks that have only a central seam, which may represent simple, solid-colored
tunics. Seventy-one facenecks, including many in the Pachacamac style with fret band framed
panels, feature iconographic panels that are tunic-like in their bi-lateral composition, but are not
precise representations of tunics. Four facenecks appear dressed in another type of garment that
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Andean tunics were woven as two long panels that were later sewn together with a seam down
the center of the front and back of the body. Even when the seam is not highly visible, a tunic is
always understood to have two lateral halves. Even tie-dyed tunics, which are constructed from
many smaller pieces of woven cloth, have a definite bi-lateral composition. For more on Middle
Horizon tapestry woven tunics, see Bergh 1999.
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is not a tunic—a garment with no center seam or allusion to any bi-lateral order. Seventy-two
facenecks have no reference to any kind of garment, either because the vessel body is used as an
image field rather than as a human body, or because the vessel body is plain. However, in the
case of the plain vessels, a tunic may be implied by the depiction of a necklace or a pair of hands
resting on the belly that serve to identify the vessel body as a human body.

Bodily Adornments
Many facenecks are shown wearing a necklace or pectoral that often ties at the back of
the neck. Eighteen depictions likely correspond to necklaces made from strands of shell beads,
while eight may reference a more sophisticated variant of shell necklace in which the shell beads
are woven into a beaded mosaic. Six wear long pendants that appear as though made of cut
sections of shell, like Spondylus, while another six wear large pendants or pectorals that may be
made of gold, silver, or shell, such as the one excavated from the tomb of the Lord of
Vilcabamba. Two similar pairs all wear the same unusual multicolored collar that resembles cut
and sewn pieces of tie-dyed fabric (appendix A: 193-196). Two facenecks wear sheets of small
squares that may represent metal mosaic plates sewn onto a fabric garment like a layer or armor
(appendix A: 56 and 89).
Ear spools, or ear gauges, are known to have been a status symbol for both the Moche
and the Inka—the two most studied cultural groups that thrived before and after the Wari. For
this reason, it is surprising that ear spools are not customary on Wari faceneck vessels, even
when the ears are so commonly rendered three-dimensionally. When they do appear, they are
nearly always associated with coastal settlements, usually along the central and northern coasts.
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In my sample, sixteen facenecks are shown wearing ear spools, including ten in the Pachacamac
style and five found at Castillo de Huarmey where many pairs of actual ear spools were found
among the grave goods in the tomb of elite women. Nose plugs—a cylindrical ornament that
pierces the septum of the nose—are even more rare and only occur on two very similar
examples, both in the Pachacamac style.

Facial Decoration
Many of the faces on the necks of faceneck vessels feature designs of one kind or
another. These designs may appear as tear tracks, like those seen on the frontal and profile deities
from the SAIS; as designs that stretch across the jaw, temples, and/or brow line over the eyes; or
as square emblems on the cheeks. In many cases, these designs are accompanied by a stripe
down the center of the nose. It is unclear if these designs represent tattoos or face paint, or a
combination of both, so for the sake of simplicity I will regard the decorations as face paint.
Additionally, in seventeen cases, the face is mostly or completely painted in solid red, not unlike
the face of the high queen’s mummy from Castillo de Huarmey.
As tear tracks, I am including both faces with fully rendered motifs that descend from the
bottom of the eye, as well as those with once, two, or three stripes down the cheeks. Several,
including some of the 1977 Conchopata group, have full tear tracks, which tend to either end in
animal heads (7) or maize cobs (9), some others have double triangle tear tracks (2) or pairs of
arrowhead tear tracks (3), while forty-seven have the simply painted cheek stripes, usually
straight but occasionally wavy or curved. Nine facenecks have inverted triangles on the cheeks
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and one has an X on each cheek. Instances in which the designs cover other parts of the face—
forehead, temples, or jaw—are more rare and only occur in ten cases altogether. Of these, two
have circles around the eyes, one gray and one cream, two matching facenecks have geometric
designs covering the jaw and mouth, three have a pattern with a double-peaked form on the
cheek that connects to an arch over the eye and down the nose, again gray on one side and cream
on the other, and three have unique designs that cover the entire face in a bi-lateral, asymmetrical
composition. Finally, there is the Agent 100 group from Pacheco with their distinct bi-lateral,
asymmetrical pattern that covers the entire face in a thick blanket of colored shapes (appendix A:
91-107).
The square emblems on the cheeks can, following Knobloch, be thought of as tocapus,
(also spelled t’oqapu) the Inka term for the square, coded emblems woven into tunics. These
abstract, geometric designs, which usually appear in groups arranged in a rectangular block
across the equator of a tunic, were seemingly capable of communicating information about the
wearer of the tunic’s identity (fig. 45). As many elements of Inka culture have Wari
antecedents—khipus, roads, agricultural terracing—Knobloch posits that the concept of tocapus
likely comes from the Wari as well.19 Through her ongoing research on Wari identity systems,
Knobloch tracks the array of tocapus that appear throughout Wari visual culture, noting which
ones appear on human faces in an effort to link these tocapus to specific agent identities.
To date, Knobloch’s online tocapu database includes fifteen tocapus, which she numbers
T100-T114. Not all of these tocapus are associated with human imagery, and only two have been
identified on the faces of Wari faceneck vessels: T101 and T102. While in principle there may

19

Knobloch https://whowaswhowari.sdsu.edu/WWWTocapus.html.
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very well be a link between facial tocapus and identity, there are several inconsistencies in
Knobloch’s database that make it difficult to recognize the relationships. To begin, both T101
and T102 are associated with Agent 102, and appear to be used interchangeably. Secondly,
Knobloch’s criteria for what constitutes a Wari tocapu is not well defined. Some Wari tocapus
are squareish, like Inka tocapus, but others appear as broad vertical bands or as the borders of
vessel rims. In short, it is not clear how Knobloch distinguishes a tocapu from any geometric
motif. Finally, the role of color in Knobloch’s typology is uncertain.
Rather than rely on Knobloch’s database, I therefore prefer to define my own typology of
Wari facial tocapus as observed on faceneck vessels and track them accordingly. Most tocapus
appear as squares divided into three equal, vertical sections, like flags. It can be a red band
flanked by two white bands (6), a white band flanked by two reds (3), or a tricolor tocapu with a
red, white, and gray band (6). In three cases, the tocapu only has two sections, white and gray, or
in one case white and beige. A Chakipampa faceneck from the MNAAHP that is distinct in a
number of ways has a unique tocapu with seven bands of color that alternate between red, white,
orange, and gray (appendix A: 4). The two pairs from the 2000 Conchopata excavation share a
distinctive tocapu divided into five sections: a central white band with a wavy black line down
the center, two red bands on either side, and two orange bands on the outer edges. Finally, some
tocapus extend all the way from the eye, like tear tracks, and may even continue above the eye,
as in the case of the faceneck with three faces (appendix A: 38), a Chakipampa-Ocoña faceneck
(appendix A: 41), and a Pachacamac faceneck with a tubular handle (appendix A: 178). Tocapus
on a whole appear on some of the earliest facenecks and are popular in the highland Chakipampa
and Viñaque styles, but they are also popular on Pachacamac style facenecks. On Pachacamac
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facenecks, tocapus, along with the fret band motif, may have been a way for coastal inhabitants
to show their connection with the Wari heartland.
The above analysis shows few patterns in the expression of identity and adornment in
facenecks as a category. There is a broad spectrum in the depiction of details, and many
variations arise in everything from tunic design to hairstyle, yet the differences do not appear to
be applied with consistency across the sample. Essentially, facenecks do not appear to depict any
particular office or any person of a specific social ranking. Overall, there is no real indication
that they represent any specific people at all, indicating that they did not likely function as
portraits at all. The only specific personage that can be said to surface is Agent 100, a character
found with the same assemblage of tie-dyed tunic, fancy hat, and patchwork face paint on a
variety of objects in diverse media. And yet, this personage is not represented as an individual in
faceneck form, but appears instead as a large group. The multiplicity of this personage is
remarkable, but not altogether out of character with the production of Wari facenecks, many of
which I will show were made in groups.

Status and Craftsmanship
Faceneck vessels from the Middle Horizon varied tremendously in terms of quality and
complexity. While some appear professionally made by expert hands, featuring delicately thin
walls, perfect proportions, smooth surfaces, and precisely painted iconography, others are
crudely formed or poorly painted by less skilled craftsman. While some are large and
ostentatious as though designed for public ceremony, others are small and intimate, fitting
comfortably in the palm of the hand. The broad spectrum of quality across the faceneck category
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implies that this type of object was used by people of varied means and resources. Moreover, the
diversity in both the style and caliber of regalia depicted on these effigy vessels represents an
assortment of identities ranging in wealth and status.
Variations in quality and complexity are not necessarily correspondent. Many examples
exist of small, roughly painted facenecks that feature some of the same iconographic themes as
others that are more masterfully crafted. Likewise, some facenecks that appear fairly simple at
first glance regarding the regalia of the personage are very finely crafted with a certain quiet
sophistication that reveals the hand of a highly trained artist. Consider, for example, the subset of
Atarco and Soisongo style facenecks from the South Coast that depict a similar type of
personage who wears a multi-strand necklace tied at the back of the neck. Although several
examples of this personality type are known, the range in quality makes it unlikely that they were
created together as a unified group. Furthermore, there is no record of them having been found
together and the pieces themselves are currently found in a number of different collections.20 All
together, there are 24 facenecks, and 1 skullneck, in my corpus that belong to this subset, but one
from the Larco Museum stands out from the rest in terms of quality of craftsmanship (appendix
A: 67). At just 12.5 cm tall, this vessel is exceptionally small, and yet the care with which it was
made is extraordinary. Its lightweight, spherical form is so regular it hardly seems hand made,
and the brushstrokes are so precise that only a very practiced hand could have painted it. Finally,

The scattering of pieces across different collections is not in itself a clear indication that they
were not originally excavated from the same site. For example, faceneck vessels and fragments
from Julio Tello’s excavation of an offering of smashed pottery at Pacheco now reside in more
than one collection. However, unlike the Pacheco excavation, the majority of Wari facenecks
lack provenience. Without excavation records, the dispersal of pieces across different collections
certainly does not help make a case for these pieces belonging to a single, unified group, despite
certain formal similarities.
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the smooth surface is finished to as high a polish as any ceremonial vessel, relaying the
additional time and patience required to craft this piece. Of the hundreds of ceramic objects I
examined during the course of my research, the craftsmanship of this tiny vessel took me by
surprise. How did such a master craftsman come to make such a humble and understated piece?
According to Menzel’s stylistic typologies, this faceneck may qualify as a lay elite
ceramic: a finely produced object that abbreviates or lacks supernatural iconography and is
downsized for personal use.21 And yet if not for its fine craftsmanship it could easily be
categorized as a provincial style, given the simplicity of the figure’s adornment. Could it have
been produced by a master ceramicist for personal use, pairing an artistic refinement fit for the
most prestigious ceremonial wares with a style and stature appropriate for the station of a
craftsman? The question of how and by whom such facenecks were used will be explored further
in Chapter 5.

Gender Difference
A deep sense of humanity or personhood is present in the most elaborate faceneck
vessels, but through certain consistencies of form across the faceneck category, this sense of
personhood carries through to even the simplest of facenecks, those without corporeal decoration
and which may instead rely on nothing more than a pair of eyes and a protruding nose to
communicate their humanity. Of the ones that do depict more complete human figures and
display carefully detailed garments and hairstyles, scholars often comment that the personages
overwhelmingly appear to be male, including Schreiber who says she has never seen a Wari

21

Menzel, “New Data on the Huari Empire.”
188

female faceneck.22 Certainly, this raises questions about the connection between Wari faceneck
vessels and gender identity.
In the absence of a clear female representative, are we to assume that, for the Wari,
faceneck vessels were inherently a male-gendered object? Alternately, since many of the more
plain vessels simply lack the potential to express any gender at all, namely those with unadorned
heads and bodies, could it be that gender difference was simply less important compared with the
other kinds of identity markers that faceneck vessels were intended to express? The root of this
problem is the fact that gender difference is difficult to recognize in Wari visual culture: there are
few confirmed representations of women and the markers of female gender remain largely
unexplored, clouding our sense of the feminine, the masculine, and the gender neutral.
Compared to the highly sexualized imagery of the Moche, which favored graphic
representations of male and female genitalia, Wari imagery appears austerely asexual. One of the
few instances of Wari visual culture where an argument for gender difference has been made is
on a collection of oversized urns excavated from the coastal site of Pacheco in the Nasca
drainage (fig. 46).23 These ceremonial urns are elaborately painted inside and out with
representations of the frontal staff deity, a prominent figure throughout Wari visual culture. The
insides of the vessels show four staff deities, all facing towards each other as if standing in a
circle. Of these four figures, two pairs emerge based on variations in their garments and
accessories, with each figure facing its twin. Dorothy Menzel has suggested that the pairs are
22
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Some of these large vessels currently reside in the collection of the Museo Nacional de
Arqueolgogía, Antropología e Historia de Perú in Lima (S/C). They were excavated from
Pacheco by Julio Tello in 1927 as part of the largest offering of smashed pottery known to date.
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meant to represent both male and female variations on the staff deity according to differences in
their garments and accessories.24 The two figures that Menzel argues are the male variants wear
sleeved tunics tied around the waist with a belt tipped with bird heads. Faces, possibly trophy
heads, hang from their belts, and similar faces appear as tear tracks under the eyes. The staffs
carried by this pair of figures are topped with animal heads resembling felines or bats. The
bottoms of the staffs end in a hook like a hoe. The other two figures wear tunics decorated with
two types of plants—corn and perhaps a type of flower—and they wear a cape or mantle draped
over the shoulders. The staffs that this pair holds are also topped with the same plant motifs seen
on their tunics, while the bottoms of their staffs end in what appear to be trophy heads.
The distinction between male and female gender may still appear rather subtle here, but
the variation in garments appears to indicate gender difference. In colonial depictions of Inka
women including the illustrations of Guamán Poma de Ayala and paintings by artists of the
Cuzco School, elite women are often seen wearing a large mantle over their shoulders, usually
affixed with one or more tupu pins (fig. 47).25 The tupu—a slender metal spike several inches
long with a disk or other ornament on one end—is an adornment typically associated with female
dress. Tupus can be worn with the ornamental disk facing either up or down, and they are used to
affix the mantle either at the center of the chest or at the shoulders.26
The iconographic style of the staff deity urns from Pacheco is reminiscent of the
supernatural imagery found at the Middle Horizon site of Tiwanaku, particularly the central deity
24
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Guamán Poma, The First New Chronicle and Good Government, “Mamavacocoia” (Inca
sister-wife) or Ninth Inca Queen.
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on the Sun Gate. One explanation for this similarity in style is that both Wari and Tiwanaku draw
on the ceremonial imagery of Pukara, a culture that was an important antecedent of Middle
Horizon religious imagery. Two principle reoccurring themes of Pukara visual culture are the
Camelid Woman and the Feline Man.27 While the Camelid Woman is associated with images of
plants, pastorialism, and weaving, the Feline Man’s axe and trophy heads align his character with
notions of sacrifice. At times, the Middle Horizon staff deity images of both the Wari and
Tiwanaku cultures appear to combine traits from both the Camelid Woman and the Feline Man,
conflating the two into one image. However, in the case of the Pacheco urns one variation of the
staff deity wears more trophy heads while the other, the one with the mantle, appears to be
covered in emblems of plants. This suggests that the significance of gender dualism which is so
prevalent in the imagery of Pukara remains present for the Wari as well.
Menzel’s proposal that the two variants of staff deities on the Pacheco urns represent
male and female counterparts is, nevertheless, problematic in its translation to the human image.
Turning to the archaeological record, tapestry-woven tunics that are identified as male garments,
including those with sleeves, tend to not show any signs of belt wear around the midsection. This
places some doubt on whether the belted deity is male while the un-belted deity is female, or at
least on the belted garment as a marker of male gender identity. Yet the belt worn by the deity
figure is not a regular belt, but rather a belt tipped with avian heads that does not correspond to
any archaeologically excavated belts. It is, however, reminiscent of the snake-headed belts worn
by supernatural figures found throughout ancient Andean visual culture. Such belts have firm
roots in the relief imagery from the Early Horizon period site of Chavín de Huantar, and continue
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to be popular accessories in the attire of Moche supernatural figures. Ultimately, it is problematic
to extrapolate human gender markers from images of supernatural beings.
Perhaps a better place to begin is with a rare example of a nude human figure from the
Museo Histórico Regional Hipólito Unanue in Ayacucho (fig. 48).28 Unlike the staff deities from
the Pacheco urns, this figure shows no indication of any supernatural status. Of note is her lack
of any head covering and her precisely shaped hairstyle that covers her ears and is parted in the
middle. As Virginia Miller notes in her research on Maya hairstyles, the distinctive ways that
hair is cut and styled is often an effective indicator of gender and other social identities.29
A Pachacamac-style figurine of a well-dressed woman from the collection of the
American Museum of Natural History in New York offers another example of the female image
in Wari visual culture (fig. 49). This figure is very similar in style to the nude figure above, even
holding the same pose with arms bent at the elbow and hands laying flat on the torso with the
fingers pointing towards each other. Notably, she also wears the same hairstyle as the nude
figure, again with ears covered and a prominent central part. Her femininity is further signaled
by the long length of her garment that is belted at the waist, and the three tupus pinned at each
shoulder. The long garment on the AMNH figure, with horizontal rather than vertical banding, as
well as the same prominent central hair part and lack of headdress are again seen in the female

Stylistically, this nude figure is most similar to the oversized facenecks excavated from
Pacheco by Julio Tello in 1927.
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figures of a vessel from the coastal site of Maymi in the Pisco Valley (fig. 50).30 From these few
pieces, a pattern of Wari female markers begins to surface.
Between 1899 and 1900, the German archaeologist Max Uhle was excavating in the Supe
district of Peru where he unearthed many ancient tombs containing grave goods. Among his
findings, from a grave possibly in Las Selinas de Huacho, was a ceramic faceneck vessel, which
he described as a “red vase representing a seated man holding cup.”31 Yet given the figure’s
centrally parted hairstyle that covers the ears and the pair of tupus at each shoulder, the piece
emerges instead as an expression of female identity (appendix A: 193). Her pectoral ornament
and the double lines painted on her cheeks are similar to those of the AMNH figure, and the
gentle curvature of the vessel body mimics those of both the standing figurine and the three
figures on the vessel from Maymi. When seen from the side, her loose hair and the pectoral
ornament appear to be tucked beneath an implied mantle, and from which her arms emerge
below. Evidently, Wari artists did produce female faceneck vessels, nor is this the only example
of a female faceneck. A very similar faceneck vessel in the collection of the Museo Nacional de
Arqueología, Anthropología, e Historia del Perú in Lima maintains many of the same
characteristics as the Hearst Museum faceneck, including the cup she holds in her hand
(appendix A: 195). As similar as these two facenecks are to each other, they are not identical.
They were, however, made in pairs and each has its own identical mate (appendix A: 194 and
196).
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Given the examples above, I argue that another faceneck vessel from the Hearst Museum
also depicts a female body (appendix A: 192). While this piece at first glance is quite simple and
lacks any bodily decoration, the sharp central hair part stands out as one of a few identifying
characteristics in this representation. Here, it is less clear if the ears are covered or exposed, but
the figure lacks the sideburns that appear so often on Wari facenecks that they are one of the
diagnostic features that help identify those facenecks as belonging to the Wari culture.
Furthermore, the gentle curves of the vessel body and the positioning of the arms echoes the
form of the AMNH figurine, and the sloping of the top of her head is just visible beneath the
neck of the vessel as is the case with the two examples from the MNAAHP. The same hourglass
figure, cinched at the waist by a woven belt, is seen again in a Nievería style faceneck vessel
from the Hearst Museum. Holding a nursing baby at her breast, this figure is undeniably female
(fig. 51).
Working from these full-bodied examples of figurines and faceneck vessels, I believe that
the traits of the central hair part and the exposed crown of the head indicate that a Wari head
vessel excavated from the Jequetepeque Valley likewise depicts the head of a woman (fig. 52).
Her hair appears to be worn in braids at the side of her head, much like the figurines from the
Maymi vessel, and she looks to be wearing an elaborate tapestry-woven headband, perhaps
similar in caliber to an example from The Textile Museum in Washington, DC (1965.32.1).
Incidentally, this head vessel was discovered in the tomb of an elite Moche priestess in the San
José de Moro cemetery (tomb M-U1242).32 This site was established by the northern Moche that
went through a transitional period during the Middle Horizon, wherein a wide variety of ceramic
32
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styles, including Wari and Wari-Moche fusion styles, were incorporated into burial assemblages.
While there is still much to discern about the relationship between the identity of the buried dead
and the assemblage of tomb offerings in Moche burials, there is nevertheless an intriguing
correlation between the gender of the principle tomb occupant and the gender represented in the
head vessel.
To date, the only faceneck vessels that have been even tentatively identified as female
have been a pair of Viñaque style vessels from the Dallas Museum of Art, which Patricia
Knobloch describes as effigy jars that may depict women (appendix A: 84-85). While
acknowledging their lack of tupus, she writes, “the protuberances on their chests may refer to
breasts, beneath which a vagina-like motif appears.”33 Yet the graphic depiction of genitalia, or
even of nudity, is incredibly rare in Wari visual culture, casting doubt on Knobloch’s
iconographic analysis. The breast-like protrusions could instead be an object, perhaps something
like a round, seeded fruit that has been sliced in half, with one half held close against the figure’s
body in a gesture of possession, while the other half is held out as a gesture of offering. This
give-and-take gesture is exhibited in another pair of Wari faceneck vessels from Castillo de
Huarmey, only in this case each figure holds one half of a Spondylus shell. In this case, one
figure holds the shell with the hand facing towards the body, while the other figure holds the
shell with the hand facing away from the body, and only when viewed together do the two
vessels jointly communicate the notion of reciprocity (appendix A: 205 and 206).
The V-shaped motif on the Viñaque pair is difficult to interpret but I hesitate to identify it
as a vagina. Subtle modeling on the body of the vessels indicate that these figures appear to be
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seated with knees pressed up against the chest, which places the V-shaped motif in an awkward
location if it is meant to represent a woman’s genitalia. Knobloch also views the two braids as a
marker of the female gender, and it is actually this trait that I find the most convincing. While
Wari male figures are also often shown wearing their hair in braids, their hair is typically divided
into many smaller braids that spread across the back, rather than two side braids. Nevertheless,
the sideburns and the way the braids are pulled back behind the head before coming forward over
the shoulders make it difficult to interpret whether this hairstyle is intended to be male or female.
Notably, there is no discernable center part in the hair and the crown of the head is completely
covered, again alluding to the male gender.
Two other prominent adornments that should be addressed are the facial markings, either
painted or tattooed, and the white earplugs worn by both figures. It is not yet clear how to
interpret facial makings or tattoos in regards to gender but it is likely that both men and women
wore facial markings of some kind. Finally, while large ear ornaments have generally been
associated with men, the mausoleum that was excavated at Castillo de Huarmey in 2011
contained the bodies of fifty-eight elite women, most of which were found with one or more
pairs of ear ornaments. Ear ornaments, therefore, may not be good indicators of gender, but may
rather have more to do with regional or ethnic identities. Among the Moche, ear ornaments are a
principle marker of status and nobility and appear constantly on images of elites, usually men,
and much later the men of the Inka nobility were also known to stretch their ear lobes and wear
large ear ornaments, earning them the nickname orejones (a Spanish term meaning long-eared)
during the Colonial era. However, ear ornaments are not commonly seen on Wari faceneck
vessels, even when the ears are clearly depicted and the figure is otherwise very finely dressed.
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Notable exceptions are faceneck vessels from the northern coast, including those from the
Huarmey Valley, just south of the Moche territory. This suggests that during the Middle Horizon
large ear ornaments were a north coast fashion, and perhaps only later during the Late
Intermediate Period or the Late Horizon Period of the Inka did the trend spread southward and
into the highlands.
Faceneck vessels therefore cannot be considered a solely male-gendered category of
object. Furthermore, even the occasional female faceneck vessel opens the door for facenecks of
indeterminate gender to be either male or female, or perhaps gender was not always the most
important factor of one’s identity. In many cases there are no apparent gender markers, or a
combination of male and female gender markers that may point to a third gender or a gender
neutral category. Bat-ami Artzi’s research on the feminine image in Andean visual culture has
led her to a similar conclusion that there may be more than two genders, based on her analysis of
many images that she describes as indeterminate genders.34
Artzi has identified many female images that depict a woman during her time of
menstruation, linking the feminine image to the reproductive cycle.35 While it is true that a
woman is not actually fertile during the days of her menstruation, having a regular menstrual
cycle indicates that a woman is of reproductive age and has the potential to be fertile for as long
as she continues to menstruate on a regular, monthly basis. In this sense, the male/female gender
binary is not simply a matter of genitalia, but of one’s place and potential in the reproductive life

34

Artzi, “Beyond the Image.”

35

Artzi, “Tendencias regionales en el arte antiguo andino.”
197

cycle. If so, people outside of the reproductive cycle, namely children, the elderly, and the dead
may be considered as being of different genders than men and women of reproductive age.

Communal Identity
Moving beyond matters of individual variation regarding gender, status, and ethnicity,
this study now turns to a different type of identity binary: the individual versus the communal, or
the difference between “I” and “we.” Through an analysis of pairs and groups of faceneck
vessels that considers their multiplicity as a semiotic device, I hope to show how these objects
are capable of expressing a sense of communal identity.
The tendency in studies of Andean portraiture to focus on more naturalistic
representations, such as Moche head vessels, has resulted in a fixation on the desire to express
individual identity. And while less naturalistic renderings of human faces admittedly do seem
less expressive of individuality, identity as an aspect of personhood need not be rooted in the
experience of the individual. Thus, non-mimetic images may also function as portraits in the
sense that they express identity, even while they may not privilege or be driven by individuality.
The Wari civilization provides an alternative case study for investigating images of
human heads and faces that act as representations of identity. Wari imagery is notoriously nonnarrative, preferring instead to communicate through standing figures and sometimes even
isolated body parts, with human heads and faces being an especially prominent category of
representation. In the absence of narrative context, however, many of these images have been
overlooked in discussions of ancient Andean portraiture. How might such enigmatic images
serve as devices of communication and expression?
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The faceneck vessel as one particular category of human imagery may provide a unique
window into Wari representations of identity that appear to actively resist the strategies of
naturalism and mimesis. In approaching such seemingly static images, the questions we ask of
these objects must be different than those asked of images that more readily exploit conventions
of naturalism. Before asking who these images represent—a warrior, a ruler, a prisoner—I prefer
to focus on how they represent, and on how they make meaning. This study considers primarily
pairs and groups of faceneck vessels as instances of multiplicity that may provide special insight
over singular objects. A focus on multiple images not only draws attention to the numerous and
varied ways that Wari artists made use of repetition, but moreover, examples of faceneck vessels
made in pairs and groups depict a way of identifying oneself that is outside or beyond the
individual experience and instead these works function as signifiers for community.

Pairs of Faceneck Vessels
In the Andes, instances of paired objects and images become fast indicators of dualism,
the philosophical framework that permeates Andean political and social organization. However,
materialized duality can be an expression of difference or it can convey a sense of sameness—
two ontologically diverse concepts. The Tello Obelisk from Chavín de Huantar is an early
example of duality articulated through the pairing of male and female iconography. Centuries
later, the sumptuous peanut necklace from the Moche tomb of the Lord of Sipán exhibits a
similar impression of duality through the pairing of ten gold and ten silver beads.36 In both
instances, two opposite but complementary elements—male/female, gold/silver—are brought
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together to make one visual statement. Another frequent example of dualism in Andean material
culture are pairs of matching keros—a type of ceremonial drinking cup distinguished formally by
having a narrow base with straight walls that widen from the bottom to the top, often flaring
gracefully at the rim. Many identical pairs of keros are known from the Inca Empire, but a
remarkable pair of keros comes from Castillo de Huarmey on the north coast. The ceramic cups
are decorated with a scene of battling warriors shown in relief (Giersz and Pardo 2014: Figures
80a, 80b, and 80c). The image, achieved via mold-stamping and accented with painted details, is
the same on both cups. On each cup, two pairs of warriors are shown as if facing off in battle.
Although each warrior is individualized by the weapon in his grasp, a strong sense of dualism is
expressed through the nested duplication of like elements: two pairs of warriors depicted on two
identical keros for a total of eight warriors. Such pairs of matching keros were likely used for
ritual drinking or toasting, perhaps between two leaders of different communities sealing a pact.
In this kind of ritual context, the sameness of the cups performs the bond between the
participants.
There are several known instances of pairs of faceneck vessels from all areas under Wari
influence. Some of these are identical duplicates, while others are better described as matching
sets of non-identical pieces. As mentioned above, the female faceneck from the Hearst Museum
discussed above (4-7659) is one of an identical pair, the mate to which is now at the American
Museum of Natural History (41.0/4745). This pair of facenecks came from the same grave
excavated by Max Uhle and were only later separated when the Hearst Museum made an
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exchange with the AMNH.37 Although the AMNH faceneck is badly faded, the two pieces are
utterly identical, down to the uneven spacing of the painted shoulder pins. The only difference is
that the opening of the Hearst faceneck is rimmed in white. It is quite likely that the two vessels
came from the same mold, as there is some indication that the Hearst piece may have been moldmade. The use of molds was common enough for Middle Horizon potters, and on the coast the
practice of mold use dates at least as far back as the Early Intermediate Period with the Moche.
However, the motive behind using molds is an open question. The obvious advantage of molds
in pottery production is to increase production speed and quantity, yet each mold seems to have
only produced a handful of pieces. To further complicate the role of molds in pottery production,
Moche potters more often than not added unique details to their mold-made works, resulting in
vessels that were completely distinct despite having been made from the same mold. Margaret
Jackson argues that, for the Moche at least, molds were more useful as a tool for controlling the
image, rather than for ramping up production.38 The presence of identical facenecks in a single
burial further argues for a practice of mold use that is less about quantity and more about
fulfilling a need for matched pairs and sets in special circumstances. The significance of context

Regrettably, it was once common practice for museums to separate identical pairs of vessels in
an effort to diversify their collections. No mention of vessel 4-7659’s twin is made in the object
files at the Hearst Museum and the details of the exchange were never recorded. Until as recently
as June 19th, 2018, a search on the Hearst Collections Portal for object 4-7658 pulled up an
image of the original type-written note card recording the object’s precise provenience. By
August 30, just two months later, the portal was updated and now a search for 4-7658 yields no
results. It is by pure chance that I became aware of this identical pair, and there is no telling how
many other such pairs have lost their mates, critically obscuring the practice of paired vessels
being buried together.
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for such pairs and sets will be explored in the next chapter, but for now the focus will consider
how these matched facenecks operate as expressions of personhood.
Another example of an identical duplicate pair is a pair of twin faceneck vessels in the
collection of the Museo Nacional de Arqueología, Antropología, e Historia del Perú in Lima
(appendix A: 76-77). The personages depicted on these pieces are identical in every detail. Both
figures are bearded, with three vertical yellow streaks painted beneath the eyes and another down
the center of the nose, and each wears a four-stranded necklace. The figures appear to be
bareheaded, as the solid black section at the top of each spout cascades seamlessly down the
back of the vessel, taking the form of an uninterrupted shock of long black hair. Given that facial
hair is infrequently represented on Wari faceneck vessels, the notable mustache and goatee on
this pair of facenecks stands out as a predominant indicator of their sameness. Do these vessels
represent one person, or two individuals? What can be drawn from the doubling of such a
distinguishing feature like facial hair? While it would not be impossible for this pair of facenecks
to represent actual twin brothers, this interpretation rests on the assumption that faceneck vessels
are meant to be mimetic representations of individual people. Were this the case, one would
expect that faceneck vessels would often portray the distinguishing physical characteristics of
their real-life counterparts. On the contrary, what this pair of facenecks shares most with other
pairs of facenecks is their sameness to each other—the repetition of imagery across two
vessels—a sameness likewise shared with the pair of warrior keros described above.
Consider another pair of identical faceneck vessels that were, like the keros, also found at
Castillo de Huarmey and are notable for their matching costumes (app. A 209 and 210). Similar
to the bearded facenecks described above, these vessels are highly anthropomorphic vessels that
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depict figures “in the round” in so far as they have a front and back. Each figure of this pair is
shown wearing a black headpiece with white diamonds, a netted tunic belted at the waist with a
bold, black and red interlocking pattern below the belt. Miłosz Giersz and Patrycja Przadka
Giersz interpret this elaborate garment as perhaps a tie-dyed tunic covered in metal plaques that
have been sewn onto the tunic above the belt.39 In addition, the figures wear large ear ornaments,
bands around their wrists and ankles, and a dramatic mane of long hair divided into multiple
sections spreads out across the reverse of each vessel. In contrast to the bearded facenecks, the
faces of this pair are generic, no different than the standard Wari type, and can easily be
interpreted as representing two completely different people who are dressed in the same way.
Although they hold no weapons, Giersz and Przadka Giersz identify these figures as warriors,
perhaps viewing their matching garments as military uniforms.40 This identification alludes to the
representation of two distinct individuals who identify under the same office or profession.
A comparison between the pair of bearded faceneck vessels and the pair of faceneck
vessels wearing matching garments that privileges mimetic representation will easily view the
bearded twins as sharing a physical likeness, while the garment twins may instead share an
occupational likeness. However, this interpretation discounts the fact that the bearded twins also
don matching necklaces and face paint, and the garment twins possess not only matching
clothing but matching hairstyles as well. Rather than privilege one kind of shared trait over
another, I propose that what both pairs of facenecks convey most powerfully is the repetition of
like features. Through the strategy of duplication they ultimately communicate a message of
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duality, wherein two of something become one of something. In other words, the inherent sense
of doubling given in each case by the presence of two identical figures ultimately gives way to
the being of one pair.
In Gary Urton’s study of what he describes as “a Quechua ontology of numbers,” Urton
investigates the language of numbers and numeric expressions used by modern Quechua
speakers as a means of gaining access to deeply rooted Andean notions about the meaning of
numbers. He stresses how important it is to understand the meaning of numbers when working
with a society so preoccupied with numerics that, with the khipu, it developed a complex system
of numerical notation but never invented any kind of phonetic script. While scholars are divided
over the question of whether the people of the Wari Empire spoke a variant of Quechua or
Aymara, many linguistic concepts overlap between Quechua and Aymara, even though they are
distinct languages.41
Urton’s inquiry into the nature of odd and even numbers reveals that, in the Quechua
language, even numbers are conceived of as complete pairs, while uneven numbers are seen as
“one member of a natural or potential pair.”42 The terminology for odd and even is therefore
particularly relevant to gaining insight into the practice of doubling and pairing in ancient
Andean imagery. What meaning might a pair of images or objects carry when viewed within the
framework of an Andean ontology of numbers? As Urton has observed, the Quechua language
has several terms that describe there being two of something, demonstrating the complexity and
the importance of pairing in the Andean worldview. According to Urton, ujnintin means two, as
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in “one thing that is divided into two parts,” a term not to be confused with iskaynintin, which
also means two, but specifically “two things that are separate, each of which is a complete unit”
and thus not a pair. Meanwhile, ch’ullantin, denotes “the two together that make a pair” or “a
pair of similar persons or things.”43 This term accurately describes the two pairs of facenecks
vessels described above—the bearded twins and the garment twins. But yet another term that
may add even more color to the meaning expressed by these two pairs of faceneck vessels is
khalluntin, meaning “the one together with its mate/pair.”44 Subtly different from ch’ullantin, a
term that seems to describe the act of two beings becoming one pair, khalluntin seems to push
the meaning of a pair towards a state of being in which one is incomplete without its other. For
clarity, Urton gives as an example of khalluntin two halves of a textile that have been sewn
together to create a single garment, such as a tunic or unku.45 In addition to the idea of
completeness embedded in the term khalluntin, there is the added notion that the meaning carried
by a khalluntin pair breaks down when the two halves of the pair are separated; one half of an
unku is no longer an unku. Likewise, if one of a pair of twin facenecks is viewed by itself,
removed from the context of its other, its ontological state changes. It becomes stripped of its
identity as being half of a pair, and it fails to signify duality.
In other cases of paired vessels in which the specimens are not identical, the expression
of dualism is not one of doubling, but of complementarity. This concept of pairing is described
in Quechua as yanantin, discussed briefly in Chapter 3, which Urton defines as “two opposite but
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complementary things intimately bound together.”46 In the case of another pair of facenecks
vessels from Castillo de Huarmey, the figures at first glance seem completely identical, but on
closer inspection they differ in one very meaningful detail. Each figure holds a Spondylus shell in
his left hand, but one holds his palm facing inwards, with the shell pressed to his chest, while the
other holds his palm facing outwards, as if pushing it away (appendix A: 205 and 206). Together,
the gestures seem to express the concept of reciprocity—the complementary actions of giving
and receiving. For ancient Andean civilizations, it was the co-dependency between communities
and their economy of reciprocity that engendered the paradigm of dualism that persists
throughout Andean material culture. This idea of reciprocity is expressed by the Quechua word
ayni, a term perhaps best understood through the Spanish expression “hoy por ti, mañana por mí”
or “today for you, tomorrow for me.” Ayni succinctly communicates the idea of mutual
obligation intrinsic to the reciprocity of gift giving and receiving. In this way, ayni describes the
cooperation between families on a local scale, and on a larger scale it extends to the practice of
feasting—a form of gift giving—as a political strategy for imperial expansion. By hosting lavish
feasts for the elite members of other societies, the Wari gained their allegiance along with access
to desired lands and resources. This included the necessary labor to grow more crops, build more
settlements, and produce more sumptuary goods for elite consumption, ultimately allowing the
Wari Empire to expand well beyond their highland origins. In a sense, this pair of faceneck
vessels is not simply a depiction of individual figures, but rather figural representation is acting
in the service of signifying the greater idea of reciprocity.
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The way in which these two vessels function semiotically as a pair is made even more
clear through the term khalluntin, but in contrast to this term as applied to the previous pairs of
identical facenecks, here we see this term fully realized. Not only is each vessel “together with
its mate,” but here the two vessels, with their complementary actions, depend on each other to
make meaning. Like half an unku that ceases to function as an unku, either of these vessels alone
cannot communicate the idea of reciprocity, and therefore cannot function properly as a sign. In
the exhibition catalog Castillo de Huarmey: El Mausoleo Imperial Wari, Krzysztof Makowski
notes that compared to the Moche, Wari figurative imagery is lacking in action and narrative,
and instead prefers isolated figures, further stating, “the limitations in figuration specific to
textile decorations were never overcome.”47 Perhaps this fascinating pair of faceneck vessels
provides a key to how Wari artists used figural representation as a semiotic device, rather than a
mimetic one, to communicate complex ideas. The two vessels work in tandem to express
reciprocity, effectively performing its meaning through bodily gesture.
What the Spondylus faceneck vessels share with the bearded twins and the garment twins,
beyond the strategy of repetition, is the pairing of bodies, specifically human bodies, to make a
statement. The anthropomorphism of the vessels alludes powerfully to a sense of identity, but in
the place of individual identity we are instead faced with the identity of the pair. Having seen the
pair together, the individual vessel, separated from its mate, appears mute and incomplete. The
nature of these images as expressions of identity therefore depends on their coupling, wherein
the bond between two individuals supersedes the significance of either one alone.
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Groups of Faceneck Vessels
The notion that the individual is supplanted by the multiple is perhaps more evident in
groups of coordinating faceneck vessels. At least four instances of groups of faceneck vessels are
known from archaeological excavations. Two come from offerings of ritually smashed pottery:
one from the highland site of Conchopata and one from Pacheco on the south coast, both from
Middle Horizon Epoch 1 (A.D. 600-850).48 A third offering from the south coast site of Corral
Redondo from Middle Horizon Epoch 2 (A.D. 850-1000) consists of several oversized faceneck
vessels that were found to contain dozens of fine, feathered panels.49 Finally, a group of six black
faceneck vessels were found in a tomb at Castillo de Huarmey on the north coast, which also
dates to Middle Horizon Epoch 2.50 The fact that these four cases are widely dispersed across the
geographical region under Wari influence, and date from all periods during which the Wari
civilization was active, speaks to the pan-Wari significance of pottery groups, particularly of the
faceneck variety.

Conchopata
Conchopata, as mentioned above, is an important site located in the Wari heartland, very
close to the capital city of Wari. About 23 oversized faceneck vessels that were shattered in
antiquity and buried together as an offering were found in an oval shaped pit, slightly more than

For the Conchopata offering see Cook 1984-1985 and Isbell 1984-1985. For the Pacheco
offering see Menzel 1964.
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2 m below the surface. The pottery smash at Conchopata that was excavated in 1977 as part of a
salvage excavation was a joint effort by the Huari Urban Prehistory Project directed by William
Isbell and the Huari Project of the Instituto Nacional de Cultura directed by Abelardo Sandoval.
The offering of shattered faceneck vessels dates from Middle Horizon Epoch 1B (A.D. 700-850)
and Isbell has argued that the iconography on the vessel bodies is thought to confirm an
innovative turn towards centralized hierarchy in Wari religious ideology that occurred earlier at
the same location of Conchopata during Middle Horizon Epoch 1A (A.D. 600-700).51
Originally standing roughly four feet high, the stature of these vessels is extraordinary, as
is the iconography painted on them (appendix A: 26a-j). Nearly all the vessels feature the staff
deity complex around the barrel-shaped body of the vessel. In the center, a large deity stands
atop a stepped platform, facing forward and holding a staff in each outstretched arm. The
stylization of this staff deity (also called the front face deity) bears close resemblance to the
iconography of the Sun Gate, among other stone monuments at Tiwanaku, although the
Tiwanaku monuments may date to a later period of the Middle Horizon.52 The staff deity is
flanked on either side by two rows of smaller, winged profile attendants, which alternately face
towards or away from the staff deity. Above this very powerful scene, a rather naturalistically
modeled face is sculpted into the neck of each vessel, with hooded eye-lids, a plump face, and a
carefully shaped nose and full lips. The overall effect is of a human figure wearing a tunic that
depicts supernatural iconography.
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Across the 23 or so facenecks, there are four variants of facial types: one type has no
facial hair or additional facial markings beyond the painting of the eyes, one type has a mustache
and small beard on the tip of the chin but no other facial decorations, one type has no facial hair
but has decorations painted on the cheeks and nose, and lastly, one type has a mustache and
small beard and the same decorations on the cheeks and nose (fig. 24).53 Cook hypothesizes that
the four distinct variants have to do with a hierarchical ranking system, perhaps one that is
related to age based on the theory that a plain face represents youthfulness, while facial hair is
meant to represent maturity.54 Again, this theory slips towards a mimetic interpretation, whereas
Wari artistic production—including this group of facenecks—seems to operate in a more
systematic manner. Instead, the four variants may be viewed as operating within a binary system
that works according to the presence or absence of two possible attributes: facial hair and painted
decorations. These two types of attributes perform the four possible combinations, or perhaps
four possible identities. As a group, the variations potentially hold more meaning in the context
of each other than any individual one can hold on its own.
Several factors single out this group of faceneck vessels from other Wari ceramic works.
First, standing originally at about 150 cm tall, they are the largest known Wari faceneck vessels.
Second, the style of the iconography is very unusual. While the staff deity complex remains
paramount for Wari ideology and artistic expression throughout the Middle Horizon, and the
staff deity and profile attendants are depicted again and again in both textiles and ceramics,
nowhere else are they rendered in such a stylized manner as they are on this group of faceneck
53
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vessels. Third, the variation between faces within an otherwise related group is unparalleled. In
addition to the four types of faces discussed above, Cook describes each face as “distinctly
different” in a way that diverges from the standardization of the staff deity complex depicted on
the vessel bodies, as if striving for individuality.55 Yet it is not clear that such irregularity from
one face to the next was the desired effect. Other examples of faceneck groups do not exhibit this
sense of individuality in facial features, and in fact the face tends to be the most generic feature
of the faceneck vessel on a whole. The desire for facial conformity is further enhanced by the use
of ceramic molds, which were used at the same site of Conchopata, although the degree of
difference from face to face indicates that they were not used on the faceneck vessels from this
particular cache.56 Perhaps the sense of individuality that arises from such naturalistic modeling
was, like the unusually stylized figures of this particular instance of the staff deity complex,
ultimately viewed as undesirable within the Wari artistic tradition.

Pacheco
The Robles Moqo style pottery smash from Pacheco also dates from Middle Horizon
Epoch 1, but may post-date the Conchopata offering, and in fact Richard MacNeish dates the
Robles Moqo style later than Menzel does.57 Here I will focus only on the most prolific variant,
the one Knobloch calls Agent 100.58 Many identical copies of this model found in the Pacheco
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have been reconstructed, most of which reside in the collection of the Museo Nacional de
Arqueología, Antropología e Historia del Perú. A total of 17 facenecks of the personage Agent
100 are in my sample, however it is difficult to know exactly how many of this particular variant
was originally included in this pottery smash (appendix A: 91-107).
While many Wari faceneck vessels feature some facial markings, and most often on the
cheeks, face paint that covers the entire face is unusual and acts less like decoration and more
like a mask. Masks are historically used to conceal a person’s identity, allowing the wearer to
project an alternative identity.59 Moreover, face paint that covers the entire face is an effective
technique for transforming several identities into one. Even a solid color of face paint, as long as
it covers the entire face, will obscure any differences of facial structure from one person to the
next, enhancing the effect of resemblance. Take for instance the popular performance troupe
Blue Man Group as a modern example of this strategy, wherein three men who do not
particularly look alike become indistinguishable beneath a layer of blue paint. Thus, the
complexity of the pattern on the Pacheco faceneck vessels, and the fact that it covers the entire
face, overwhelms the identity of its wearer, effectively acting more like a mask compared to
more typical Wari facial markings that are confined to the cheeks. When this effect is multiplied
across several bodies, the identities of the individuals all but vanish, displaced by the presence of
the pattern and whatever meaning it evokes. In short, individual personhood is supplanted by the
collective.
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Corral Redondo
This sense of sameness is carried through in the offering deposit of several large faceneck
vessels found at Corral Redondo, discussed in Chapter 3. Unlike the offering deposits from
Conchopata and Pacheco, the faceneck vessels were found mostly intact and each was filled with
several feathered panels (fig. 62). Apart from the one identical pair, of the group of eight vessels
each is painted with a different image across the body, and each wears a distinct headdress
(appendix A: 42-49). However, the current of sameness that runs through this group is more fully
expressed in their coordinating faces, whose features vary stylistically from most other faceneck
vessels. The large, staring, wide-set eyes that sit just beneath the brim of an exceptional hat, the
sharply pointed nose, the tight-lipped mouth, the overall blocky shape of the head with a chin
that sits directly atop the vessel body evoke the heft of a heavy-set man. Uniquely pointed ears
project like wings from the side of the head in all but two of the vessels. These features are
explicitly standardized across the group, giving the figures an almost familial resemblance. The
sense of cohesion among these vessels is therefore the opposite of that of the earlier Conchopata
group. Rather than differing faces on matching bodies, here the designs on the bodies is what
varies, while the faces maintain a uniform likeness. In fact, because the faces are so similar, the
designs on the bodies can exhibit a considerable degree of freedom without hindering the sense
of unity across the group.

El Castillo de Huarmey
The effect of uniformity achieved by the faceneck group from Corral Redondo is typical
of Wari faceneck vessels in general, and is furthermore consistent with the pattern across Wari
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artistic productions in all media in that a certain degree of standardization seems to have been
desirable. With the exception of the Conchopata group, which is an anomaly in more ways than
one, the effect achieved by producing a highly standardized face was apparently successful
enough to repeat on faceneck vessels throughout the realm of Wari influence. This effect is in
full display among the final group of faceneck vessels, a set of six medium-sized, reduction-fired
blackware vessels, all smiling together in unison (appendix A: 212a).60 Compared to some other
Wari faceneck vessels, these works may appear plain. They have smooth, globular bodies with
no handles or protrusions, although some have a small, perforated lug at the base of the neck.
Unpainted, they are devoid of any design elements, and their press-molded faces give them an air
of redundancy. These vessels were found buried in pairs, along a row of ten carefully constructed
miniature “tombs” in the royal mausoleum of Castillo de Huarmey. In addition to the six
faceneck vessels, four somewhat larger, non-anthropomorphic vessels were also found buried in
the same row of tombs.
This row of mini tombs lies just outside of, but in close proximity to, the main burial
chamber where the bodies of fifty-four elite women were found interred. The vessels’ tombs are
shallow and lie just below the surface of the burial chamber’s cap of trapezoidal adobe bricks. It
is interesting to note that buried in the main burial chamber and at approximately the same level
as the vessels—in a layer of fill below the top most layer of rubble, but above the layer of elite
funeral bundles—archaeologists found the bodies of six teenagers presumed to be sacrificial
offerings.61 Implicit in this comparison of six vessels to six bodies, likely buried around the same
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time when the mausoleum was sealed, is the parallel between vessel and body. Although the
smiling facenecks are minimally rendered, concretely they act as bodies via their placement in
tombs and through their numerical pairing to the six human sacrifices. The nuances of this
relationship are more difficult to articulate, and there are various possible interpretations. One
interpretation is that the facenecks and the bodies act as a doubling of offerings: six bodies of
flesh to six bodies of clay.
Like the group from Corral Redondo and Pacheco, these facenecks appear to discard all
sense of individuality in favor of adopting a group identity, and yet their carefully separated
tombs allude to the significance of their number, articulated through the separateness of their
bodies. The precise meaning of the number six in the context this royal burial is not easy, and
perhaps impossible, to discern. What is worth noting is the potential for numerical quantities to
be themselves carriers of meaning, much like the way in which the pairing of objects can evoke
complex notions about relationships and reciprocity.

The notion of group identity is an important one in the Andes, where a person’s
community, or ayllu, can hold sway over his or her ritual, economic, and cosmological realm.
Ayllu is another Quechua term, a language that explicitly underscores the importance of
community and group identity through the suffix –ntin. When added to the end of a word, –ntin
expresses the concept of “together as one” as in the name for the Inka Empire, Tawantinsuyu.
The Inka conceived of their empire as consisting of four regions or suyus—Cuntisuyu,
Collasuyu, Chinchaysuyu, and Antisuyu—and the term Tawantinsuyu means more than just a
conglomerate of four regions, but specifically four regions bound together as one. Essentially,
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when the four suyus are brought together with the suffix –ntin, they relinquish their
independence and become one kingdom, even while their boundaries, or bodies, remain intact.
The concept of “together as one” seems integral to the faceneck groups of Pacheco, Corral
Redondo, and Castillo de Huarmey, and even to some extent in the case of Conchopata, although
these facenecks seem to subtly resist the sense of unity by simultaneously projecting a sense of
individual personhood. Perhaps this group only became fully united once the vessels were
smashed and buried together, their fragments intermingling for eternity like an impossible jigsaw
puzzle. In the decades since their discovery in 1977, archaeologists and conservators are still
struggling to reassemble their discrete bodies.
In writing about the relief sculpture at the Assyrian palace of Nimrud, Zainab Bahrani has
lamented the fact that the repetition of images in Assyrian visual culture is too often overlooked,
or at worst, criticized for being uncreative.62 Ancient Andean visual culture is likewise teeming
with instances of repetition, notably in collections of Wari faceneck vessels. Unfortunately,
looting and otherwise incomplete excavation and collection practices, not to mention past
museum exchange policies, likely occludes many more instances of faceneck vessels that were
produced as multiples. Recent excavation projects like the Castillo de Huarmey Archaeological
Research Project (PIACH) demonstrate that faceneck vessels, among other types of ceramics,
were commonly produced in pairs and sets, and that these sets were meant to work together, even
in burial.63
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Conclusion
As images, there is the notion that Wari faceneck vessels have the potential to serve as
portraits because they express identity through specific elements of dress and adornments.64 The
diversity of garments and a certain insistence on bodily adornment, especially shell necklaces
and pectorals, demonstrates how facenecks were individually dressed just as their human makers
and users were individually dressed. And yet this alone is not sufficient evidence that facenecks
are representations of specific, historic individuals. On the contrary, in many cases any sense of a
faceneck’s individuality is tempered by their stark, generic facial features, or the repetition of
identifying features like garments, which work more to project a sense of belonging to a group.
Even when differences between members of a group are apparent, as with the Corral Redondo
group, the difference between members gets washed away by conformity. They may be viewed,
not so much as portraits of individuals who are related to each other, but as reproductions of the
very nature of the relationship itself.
The communal identity expressed in groups of faceneck vessels becomes ever stronger
the more the individuality of each vessel is suppressed. The effect is perhaps most powerful in
the Pacheco group of multiple Agent 100s, wherein the discrepancies between the vessels’ faces
disappear amidst a sea of geometric patterning. Most commonly, faceneck vessels produced by
artists working within the Wari sphere of influence apparently preferred to keep the features of
the face as generic as possible, at times using molds to better achieve this goal. A desire to
control the human image and limit its independence comes through even when details in dress
and adornment work to give the facenecks a powerful sense of personhood. Ultimately, the
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argument for facenecks as portraits is unsatisfying, and alternatives for their personhood are
called for.
Turing away now from the faceneck as image, a different approach to understanding
these vessels is to consider how they show up in the world by concentrating on those with
archaeological context. The Spondylus pair from Castillo de Huarmey show up as two bodies
that create meaning only in the presence of each other. It is there physical gestures, not their
appearance, that communicates reciprocity. The group from Corral Redondo, harboring a
treasure trove of feathered panels tucked inside their massive bodies, is exceptional for their size
and their contents. Mute witnesses of an event long past, their clay bodies served as guardians of
the fragile featherwork for a millennium. And finally, returning to Castillo de Huarmey, are the
six smiling facenecks and their human doubles. Both sets of bodies, flesh and clay, are
anonymous as individuals, but perhaps held meaning as a group of six: soqtantin. There is
nothing to indicate that the blackware vessels in any way represented the sacrificial victims, yet
as bodies they share a sense of being deposited as valuable offerings, together in a final act of
closing and sealing the mausoleum. In each case, facenecks are participating in the world as
material bodies. They communicate meaning and offer up themselves and their contents through
the rite of burial. As social agents, facenecks intervene in the world of humans more as
collaborators than as representations. And as social agents, they may have needed to express
identities like elite status or membership to a particular group, ethnicity, or political sect. These
identities are thus not likely representative of a named individual, but belong to the vessel itself.
They are their own identities.
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Chapter 5: What do Facenecks Want?

“This opposition between the technical and the magical is without foundation.”1

Pottery is generally presumed to serve a function, whether the objects are simple
utilitarian pots or master-crafted ceremonial vessels. In the case of utilitarian pots, form usually
follows function, with size and shape being two important indicators for determining whether
that piece was made to hold liquids or solids, and whether it was used by a single person, or
meant to serve a large group. On the other hand, the morphology of ceremonial wares is as
complex and varied as the rituals these objects were designed to participate in. Faceneck vessels
fall somewhere in between; the combination of their practical form with their anthropomorphic
features allows them to shift ambiguously on the spectrum from utilitarian pot to ritual object.
They come in all sizes and were crafted by master ceramicists and amateurs alike, yet
consistencies in form and proportion allow even the most disparate of facenecks to relate to each
other as members of the same object category. What were such things used for? To address the
question of a thing’s function or purpose is essentially to address the question of its meaning, and
according to W. J. T. Mitchell, in order to know what something means, one must first ask what
it wants.2
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Facenecks as Feasting Ware for Serving Chicha
While no definitive function for faceneck vessels has been confirmed, they are commonly
included in discussions of feasting ware. Ritual feasting was a central tenant of ancient Andean
civilization, and was most certainly as effective a tool for political gain for the Wari as it would
be centuries later for the Inka. Many of the confirmed Wari feasting vessels that survive are
finely painted and were recovered from elite residences and temples, indicating the importance
of these feasts and the level of prestige that they carried. Certainly, such occasions were
celebratory to some extent, yet more importantly they provided an ambitious class of Wari elites
the opportunity to create relationships with the elites of other societies. Thus, feasts played a
significant role in Wari imperial expansion.3
While the most straightforward method of imperial conquest might be one of military
force, the high cost of war—both in terms of the loss of life and the destruction of resources—
makes this an expensive and undesirable approach. A preferable strategy is one of diplomacy and
coercion, especially in instances where the society to be conquered already has an infrastructure
of administrative control in place. In these instances, if the leaders of that society can be coerced
into placing themselves in subordination to the conquering empire, then much of the
infrastructure can be saved and put to good use. Naturally, societies vary considerably in terms
of size, organization, and resistance to conquest, meaning that the Wari would have had to apply
different tactics and degrees of control over each society that they conquered, creating what
Katharina Schreiber describes as a “mosaic of control.”4
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In cases where the Wari encountered other complex, hierarchical societies that they
wished to incorporate into their empire, feasting offered the chance to bring the powerful elites
from both groups together, as well as a means for the Wari to demonstrate the extent of their
wealth and power. In the archaeological record, what remains of these feasts are the fine ceramic
wares in which food and drink were served. Such wares have often been unearthed within or
adjacent to elite residences, along with other prestigious objects, ornaments, and goods. Such
objects of distinction identify Wari feasts as diacritical—speaking to the exclusivity of these
feasts and the high social status of the participants. These were occasions in which Wari elites
hosted elites and rulers from other societies in the effort to establish a bond of reciprocity. In the
Andes, as in other cultures as well, gifts of any kind are never free, but come with an obligation
to return the favor.5 In the Quechua language, this concept is found in the expressive term ayni,
meaning “today for me, tomorrow for you.”6 Ayni succinctly communicates the idea of mutual
obligation intrinsic to the reciprocity of gift giving and receiving, of which Wari feasts were no
exception. By hosting lavish feasts for the leaders of other societies, the Wari likely gained their
cooperation along with access to desired resources, including waterways and much-needed labor
to produce more crops and build more structures, allowing the Wari to grow ever more powerful
and influential.
Groups of cups, plates, and bowls found together provide archaeologists with evidence of
feasting activity at a given site, and in some cases drinking cups, especially keros, were made in
pairs, perhaps to reinforce the bond created between two parties toasting together.7 The kero
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vessel, used by both Wari and Tiwanaku societies, emerges in the Middle Horizon, continues to
be used throughout the Late Intermediate Period, and was so popular among the Inka during the
Late Horizon that it continued to be used well into the colonial period. It is the quintessential
Andean feasting vessel and was used for drinking chicha, the fermented beverage usually made
from corn that remains popular among Peruvians today.8 Smaller lyre-shaped cups and probably
bowls were also used by Wari feasting participants as drinking vessels, but the largest and most
elaborately decorated drinking vessels were keros. While keros functioned as drinking vessels,
the chicha they held was (and still is) produced in and served from large vats. Tamara Bray’s
extensive research on imperial Inka pottery draws on Colonial accounts, ethnographic studies,
and formal analysis of Inka vessels to determine which vessel forms were used in the preparation
and serving of chicha, as well as more solid foods.9 The archeological, historical, and
ethnographic data confirms that the production of chicha was complicated enough to require
several vessel forms at various stages of its preparation, storage, and consumption, with a few
types of narrow-necked, anthropomorphic vessels figuring into the process.10
Oversized Wari faceneck vessels have been found in ritual contexts, sometimes alongside
keros and other feasting wares as in the case of Pacheco, suggesting that chicha may have been
fermented in and/or served out of faceneck vessels. Bray and Cook have argued that faceneck
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vessels were a likely predecessor to the Inka aríbalo, a large vessel with a narrow jar neck used
for storing and serving chicha, and which was so prolific during the Late Horizon that its very
form became a symbol of the Inka Empire11 (fig. 53). However, their comparison of Inka aríbalos
and Wari facenecks is problematic because they set forth on the assumption that both vessel
types were produced as feasting vessels, when in fact this context is only well established for
Inka aríbalos. Moreover, their discussion compares typical aríbalos with atypical facenecks. The
only faceneck vessels referenced directly are the oversized vessels found at Conchopata in 1977,
which themselves were not found in a feasting context, but rather were discovered just 1 m from
a mass grave containing the remains of five young women who appear to have been sacrificial
victims.12 Given the close proximity of the two offerings, it is likely that they were buried as part
of the same ritual event.13
Nevertheless, there are some compelling similarities between Wari facenecks and Inka
aríbalos. Their voluminous form and tall, narrow necks certainly qualify both vessel types for
storing liquids. Aríbalos are known to have been used for the transport of liquids via vertical
strap handles that were used to tie them onto a person’s back, and many large and oversized Wari
facenecks have similar strap handles, suggesting a similar function. On a conceptual level, both
vessels are also anthropomorphic, tending to represent finely dressed dignitaries. Through an
insightful visual analysis of aríbalos, Bray demonstrates how the formal characteristics of these
11
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vessels acted to anthropomorphize them, despite a lack of human facial features: geometric
designs painted onto the aríbalo bodies mimic Inka tunics or unkus in design, orientation, and
location on the vessel body, and perforated lugs placed on either side of the vessel’s mouth
evoke the pierced and stretched ears of Inka elites.14 Occasionally, aríbalos feature human faces
on the neck, and arms or penises on the body, cementing the conceptual relationship between
human bodies and ceramic vessels.15
One important difference between Wari facenecks and Inka aríbalos is that facenecks are
almost always flat-bottomed while aríbalos are distinguished from other tall-necked vessels by
their signature conical bottom. While the conical bottom potentially made it more comfortable to
carry the vessel on one’s back, conical bases appear even on aríbalos that are far too large to
carry in that manner. Alternately, the conical base may have made it easier to move an oversized
aríbalo full of chicha from one part of the room to another by tipping and rolling it along the
floor. In relation to this function, another suggestion is that the conical base allowed these
extremely heavy serving vessels to be tipped and poured, as can be seen in a small sculptural
scene from a Chimú-Inka ceramic (fig. 54). However, the conical base also appears on another
vessel form used in the preparation of chicha: a large wide-mouthed vessel used during the
fermentation stage, which is much less likely to have been tipped and poured given the wide
diameter of the mouth. A third benefit of the conical base, in this case for both the wide-mouthed
fermentation vessel and the tall-necked aríbalo, was to allow the vessel to sit in a small
indentation in the ground, keeping the chicha at a more consistently cool temperature during its
several days of fermentation and ultimately during its consumption. Oversized vessels with
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conical bases are known from Wari sites like Conchopata, Marayniyoq, and the great brewery at
Cerro Baúl, where they were presumably used for the fermentation of chicha, but these were not
facenecks.16
The notion that facenecks were a Middle Horizon predecessor to the Inka aríbalo thus
relies on similarities in size, form, and anthropomorphism, and yet these similarities are
problematic. Beginning with the issue of size, aríbalos tend to cluster into two size categories,
not including miniatures: a smaller size, averaging about 35 cm tall, and a large size, typically
about 92 cm tall.17 Alternately, Wari facenecks tend to be smaller, and come in a continuous
variety of sizes in an almost unbroken chain from 10-50 cm. Oversized faceneck vessels, those
over 80 cm tall, are overwhelmingly associated with special ritual circumstances. The similarity
in scale between Inka aríbalos and Wari facenecks is therefore the exception rather than the rule.
Furthermore, nearly all known oversized Wari facenecks, as well as the 50 cm, large size
facenecks from Pacheco, come from just a few deposits, all of which were special ceremonial
circumstances with no direct evidence of feasting. Besides the pottery smash at Pacheco, I am
here referring to two Conchopata offerings (1977 and 2000), as well as the buried offering at
Corral Redondo. Perhaps oversized faceneck vessels, like miniature facenecks, represent a
special appropriation of the faceneck form for ritual use, which may allude to, but should not
define, their primary function.
Next, there are problems with comparing the form of Wari facenecks with Inka aríbalos,
particularly in terms of the neck and spout. Although aríbalos and facenecks are both well-suited
for holding liquids, it should be noted that the necks on Inka narrow-necked vessels, including
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aríbalos, are always very tall and slender, while the proportions of the neck on Wari facenecks
vary substantially. Some are tall with a slender, tapering spout, while others just as often feature
a short, blunt spout. Such variations in the form of the neck and spout suggest that the primary
function of faceneck vessels was not necessarily in their utilitarian use as serving vessels.
Finally, the Inka did produce a type of ceramic vessel that commonly had a human face
modeled onto the neck, but Bray actually categorizes these Inka facenecks as one of four types of
flat-bottomed, narrow-necked jars that are distinct from the aríbalo category (fig. 55). While
Bray’s anthropomorphism of Inka ceramics extends beyond the aríbalo to include all kinds of
decorated pottery, from narrow-necked jars to pitchers, plates, and keros, it seems significant that
the modeling of facial features on the neck of a vessel is more commonly applied to a different
type of vessel than the aríbalo. With its large, single handle and flared spout, the Inka faceneck is
really more like a pitcher than a jar, supporting its role in Inka feasts as a serving vessel, yet at
the same time distinguishing it from Wari facenecks which lack this functional handle. Instead,
the Inka faceneck pitcher form has obvious roots in the Killke ceramic assemblage (fig. 56). The
Killke ceramic style dates to the Late Intermediate Period (A.D. 1000-1400) and was the
dominant ceramic style in the Cusco Valley just prior to the emergence of the Inka state,
situating it as a prime antecedent to the Imperial Cusco style.18 It is difficult to correlate the
formal aspects of Bray’s analysis of Inka ceramics to Wari faceneck vessels, and a comparison
between the Inka aríbalo and the Wari faceneck is ultimately not a convincing indicator of
function. In the end, perhaps the only common function between aríbalos and facenecks is that
they were probably both used for holding chicha, but the circumstances of how and why
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facenecks were used in conjunction with a liquid as socially and ritually charged as chicha
requires further consideration.
Turning to studies of Wari ceramic assemblages, Lidio Valdez discusses the function of
various types of vessels at the highland site of Marayniyoq.19 Marayniyoq is a rural Wari
settlement located just north of the city of Wari that Valdez asserts functioned as an important
location for the large-scale production of chicha. Specifically, the site served as a major center
for crushing and grinding qora (aka jora), the sprouted maize kernels that are the base ingredient
for chicha. While Valdez found many large and oversized wide-mouthed vessels ideal for storing
grains, a comparatively lower number of large vessels showing evidence of cooking suggest that
much of the crushed qora was transported to other sites for the cooking and fermentation stages
of chicha production. Nevertheless, some chicha fermentation and consumption must have
occurred at Marayniyoq, according to the small jugs and pitchers for serving and keros for
drinking that were also found on site, albeit in much smaller numbers than the oversized widemouthed vessels. Valdez also notes the presence of many medium and large narrow-necked
vessels with vertical strap handles and conical bases called quipiri, from the Quechua verb qipiy
meaning “to carry on one’s back.”20 While he notes that these vessels were all crudely finished,
he broadens the quipiri category to include narrow-necked vessels of similar sizes, also with
strap handles, that were finely finished and decorated and have flat bases, rather than conical. He
mentions that some of these decorated vessels are facenecks, but does not indicate how many nor
otherwise distinguish the faceneck vessels from their non-anthropomorphic counterparts.
Ultimately, he groups all narrow-necked vessels with strap handles into the quipiri category,
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which he surmises were used for storing and transporting chicha. Valdez’s assessment of the
Wari ceramic assemblage at Marayniyoq is so dependent on vessel morphology that he does not
consider how the anthropomorphism of a vessel might affect its social function.
Anita Cook and Mary Glowacki’s review of Wari ceramic feasting assemblages at
various heartland and provincial sites does not so much assess the typology of feasting ware as
much as use the presence of elite feasting ware—fine polychrome painted pottery, including
oversized vessels and urns, bowls, cups, keros, and facenecks—to identify the architectural
spaces where state-sponsored feasting took place and compare the ceramic assemblages to Inka
imperial feasting contexts.21 They confirm that state-sponsored feasting occurred at all sites in
patio groups—open patios surrounded by narrow galleries—with the consumption of food and
drink occurring in the patio and the cooking and preparation of food and chicha in the enclosed
gallery spaces. More importantly, they found that drinking cups comprised a surprisingly low
percentage of the ceramic assemblages (less than 5%) when compared with the Inka, and
conclude that the Wari used feasts to legitimize their high status and right to rule by limiting the
number of participants privy to using special drinking cups like tumblers and keros, while the
majority used only simple bowls. The contrived use of prestigious drinking vessels is also found
at Cerro Baúl, a Wari brewery on the southern edge of the Wari Empire. Here, twenty-eight
painted keros were found in discreet sets of four, each set larger and more elaborately decorated
than the last, and ranging in size from 12 oz (a Starbucks size tall) to 64 oz (the KFC Mega
Jug).22 As far as faceneck vessels go, Cook and Glowacki include facenecks in their very
generalized category of “serving vessels” but make specific reference only to one: an oversized
21
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faceneck (1.5 m tall) from Huaro that they liken to an Inka aríbalo, presumably due to its size
and narrow-necked form.23 Like Valdez, they do not differentiate between facenecks and other
serving vessels nor do they consider how their anthropomorphic features may have distinguished
this type of vessel from other narrow-necked vessels.
Much of the archaeological work done at Cerro Baúl, and at the adjacent site of Cerro
Mejía, has revolved around the preparation and consumption of chicha and the role of feasting as
a political tool and as a ritual for closing and abandoning spaces. The two sites sit atop a pair of
hilltops at the border between Wari and Tiwanaku territory. The larger Cerro Baúl served as an
administrative outpost with commanding stone architecture similar to the structures found at
Wari. Archaeologists have identified elite residences, multi-storied structures, two D-shaped
temples, and the largest brewery ever built by the Wari.24 Cerro Mejía, on the other hand, existed
as solely a residential site, although one elite residence shows evidence of group feasting, while
another large residential complex includes a patio group, complete with fires specially equipped
for chicha preparation.25 Ryan Williams, an archaeologist working at Cerro Baúl since the late
1990s, has noted a conspicuously low incidence of faceneck vessels, an unexpected observation
considering faceneck vessels have generally been considered as serving vessels for chicha.26
Donna Nash reports finding only two facenecks at Cerro Mejía. The low number of faceneck
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vessels at Cerros Baúl and Mejía signals a need to reconsider the role of the faceneck form in
ceremonies centered on chicha and feasting.

Alternative Vessel Forms
There is more reason to believe that ceremonies involving chicha were more complex
than simply the service and consumption of this fermented beverage, presumably for political
ends. A review of the variety of vessels included in Cook and Glowacki’s Wari ceramic
assemblage turns up a number of puzzling vessel forms that do not appear to have been used for
either serving or drinking, though they may have been used to hold chicha.27 One example is a
type of Wari cup that Cook and Glowacki call effigy cups and define as “a drinking cup
connected to a human or animal effigy.” (fig. 57)28 They compare them to Inka paqchas and
confidently interpret the Wari composite cups as drinking vessels, stating: “these are the most
elaborate Huari ritual drinking vessels, with the liquids first circulating through the body of the
effigy before actually being drunk from the cup.”29 Among these composite cups is a charming
example that borrows certain conventions from faceneck vessels including its overall size and
proportions as well as the modeling of the face. In this example, an elegantly dressed individual
wearing a knotted four-cornered hat and a tie-dyed tunic—both clear signifiers of prestige and
high status—holds a large, elaborately painted kero out in front of his body (fig. 58). Like any
faceneck vessel, the body of the figure is a bulbous void with the head perched on top, only in
27
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this case there is no opening at the top of the head. Instead, two holes at the bottom of the kero
open up to channels, modeled as arms, that connect the kero to the body. Therefore, any liquid
poured into the kero will drain into the arms and fill the body of the figure. The manner in which
the figure holds out his cup, up and slightly tilted away from his body, evokes the gesture of a
toast, and Donna Nash suggests that anthropomorphic vessels like these may have depicted an
elite host toasting his guests.30 In fact, keros were so often made in pairs so that the host could fill
his own cup and that of his guest and the two could toast and drink together. Yet contrary to
Cook and Glowacki’s assertion that these vessels were used as drinking cups, the awkwardness
of attempting to drink from this vessel raises serious doubt about how a participant of a feast
may have interacted with such an object.
Rather than regarding composite effigy cups as drinking vessels—containers filled with
chicha so that the chicha may be consumed by a participant of the feast—I propose that they may
have been meant as receiving vessels for chicha as part of a ceremonial offering of libations. In
the case of the elite individual holding out his kero, his gesture would therefore not be one of
offering a drink, but rather of holding out his cup so that it, and in turn his belly, may be filled to
satisfaction. Such impractical vessels, particularly human and animal effigies, are a reminder of
how little is actually understood about how ancient Andeans used complicated ceramic vessels.
Even the function of stirrup-spout vessels, a hallmark of the north coast and an icon of Andean
pottery, has not been fully investigated. Many of these vessels are so sculptural that they hardly
seem to register as vessels at all, and yet the iconic spout is always present. Looking just outside
the Wari tradition, two vessels from the Museo de la Nación in Lima further illustrate this point
(fig. 59 a-b). In one, a Nasca effigy combines a person playing a drum with a wide-mouthed

30

Nash, “The Art of Feasting,” 89.
231

bowl situated on the figure’s back. The figure, bent over his drum, seems to stoop under the
weight of his burden. When viewed from above, a hole can be seen at the bottom of the bowl that
drains into the drummer’s body. The other is a Recuay vessel quite similar to the Wari kero
holder discussed above. The Recuay example features a standing figure holding out a large bowl
that, like the Wari kero holder, has a hole connecting the bowl to the figure’s belly. The wide and
shallow proportions of the bowl make this an even worse drinking vessel than the Wari kero
holder, suggesting, even demanding, an alternative function. As objects, the Nasca and Recuay
effigies do not appear to “want” to be drunk from at all, but rather they ask in earnest to be
poured into.31 Their forms beg to receive, and once filled, they will resist giving up their
contents.
Returning again to the massive offering of fine ceremonial pottery at Pacheco, which
included many large faceneck vessels, among the other vessel types are two very large llama
effigy vessels (fig. 60 a-b). There is a standing llama and a reclining llama, each with a kero cup
perched on its back that serves as the mouth of the vessel that is the camelid’s body. The
standing and reclining llamas, measuring 74.5 cm tall and 80 cm long respectively, are enormous
vessels and would have been not just extraordinarily heavy when filled with liquid, but
exceedingly awkward to handle and were likely not used as serving vessels, but would have been
well suited for receiving libations or other offerings.32
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It may be deduced from the above examples that Wari ceramics were conceptually and
physically complex indeed, and assumptions should not be made out of hand regarding the
manner in which they were used. Lacking the intricacies of composite cups and zoomorphic
effigies, facenecks appear simple by comparison. They are easily filled, easily poured, yet their
anthropomorphic qualities cannot be dismissed. The fact that facenecks were smashed and buried
alongside the massive standing and reclining llamas is enough complicate their ontology. Were
these facenecks and llamas filled with chicha or some other valuable substance before being
crushed, with their contents left to spill into the sand they were buried in? Did their joint
participation in this pottery smash draw parallels between llama bodies and human bodies?
Which was the more significant offering, the vessels or their contents?
As ritual vessels, facenecks need further scrutiny than their utilitarian, nonanthropomorphic counterparts, and one way to approach this problem is to pay close attention to
the complexities of Wari ritual pottery more generally. Observations about how ritual ceramic
vessels receive, hold, and distill, fluids, how they channel air, and how they sit in the hand or in
the ground are all critical components in assessing their material presence, and the more they are
understood as concrete objects, the more their conceptual qualities may come into view.

Whistling Vessels
Another type of vessel produced by several ancient Andean civilizations is a type
previously dubbed the double-chamber and bridge vessel, but that is now more widely
recognized as a whistling vessel. These innovative vessels have two chambers joined near the
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bottom by a hollow channel through which liquid can flow from one chamber to the other. While
one chamber is topped with a spout, the other chamber typically takes a more sculptural form
and instead of a spout has a small hole, usually hidden within the sculptural form. When the
vessel is partially filled with liquid and tipped from side to side, the displacement of air with
liquid causes the vessel to emit a soft whistle or tweet. For years, archaeologists, following the
lead of Adrian Digby, regarded these as just one more type of vessel for holding and dispensing
liquids, regarding the whistling effect as just a playful solution for venting air to facilitate the
pouring of fluids from the bottle.33 The fact that, in many cases, the sculptural figure depicts a
bird or a person playing a flute seems to have been overlooked or at least underestimated. In the
1970s, Daniel Statnekov began researching the whistling capabilities of these vessels and
eventually enlisted the help of physicist Steven Garrett. In a controlled study, they measured the
sound pressure levels and the frequencies of 69 whistling vessels from nine distinct Andean
cultural groups.34 Statnekov and Garrett found that sound frequencies varied much more from
one culture to another than within any single culture, prompting them to conclude that the
whistling mechanism was more than a mere amusement and that the bottles where made
primarily as whistles. They further suggested that the bottles were designed to be blown into, not
just tilted from side to side, so as to exploit the full acoustic nature of the vessels.35 Again, the
whistling bottle demonstrates a case of Andean ceramic artists appropriating the vessel form to
produce a new category of object, one with a purpose that is likely more ritual than utilitarian.
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Whistling vessels originated in Ecuador in the first millennium B.C. and were produced
by people all along the Peruvian coast, but especially on the north coast. Juliet Wiersema’s
comparative analysis of 22 architectural whistling bottles from the Moche, Vicús, and Virú
cultural groups confirms Statnekov and Garrett’s conclusion that the vessels were indeed
produced as whistles, given the complexity of the whistling mechanism and the consistency of
the sounds they produce along cultural lines.36 Both Wiersema’s study and the 1977 study
conducted by Statnekov and Garrett focus primarily on double-chambered vessels, but both
studies also included some single-chambered whistling bottles as well. A third study by José
Pérez de Arce touches on additional whistling vessel forms, demonstrating the extent of
innovation related to the design and creation of these objects.37 Like their north coast
antecedents, the Wari also produced whistling vessels, and many double-chambered examples
are known, in addition to the composite cup mentioned above (fig. 57). In a Pachacamac style
example of a double-chambered vessel, the primary chamber depicts a seated human figure
playing a fox-head whistle (fig. 61). The range of subject matter portrayed on the primary
chamber can vary substantially, but some of the most common themes are those of birds as well
as people either playing a flute or whistling. The sculptural component of the whistle’s primary
chamber therefore provides the artist with the opportunity to playfully link the visual experience
with the auditory.
Initially, I had not expected whistling vessels to enter the scope of my research on
faceneck vessels. The sculptural aspects of facenecks are generally limited to a bit of modeling
that does not compare in complexity to the intricate sculptures created to conceal the sound
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mechanisms on whistling bottles. However, during a research visit to the collections of the
Phoebe A. Hearst Museum at UC Berkeley, I encountered a faceneck with a spherical body and a
hollow tubular handle with a tiny, carefully made puncture at the top of the handle, just 0.3 cm in
diameter (appendix A: 176). The spout on the vessel is fairly tall and noticeably tapered, but no
more than many other single spout bottles (faceneck and otherwise) that have only strap handles
or no handle at all, suggesting that the hole in the handle is not required to vent the container.
More significantly, the mouth on the vessel’s face is puckered, making the figure appear to be
whistling. A second vessel with a similar spherical form and tapered spout at one time also had a
hollow tubular handle, but it has broken off (appendix A: 172). In the case of the Hearst vessel
with the broken handle, the handle is broken off at both points where it was joined to the vessel
body: at the spout and near the base. The break points show that a hole in the vessel body was
made where the handle joins the base, but there is no hole where the handle joins the spout.
Between the two vessels, one broken and one intact, it appears that the tubular handle allows air
to flow from within the vessel body, into the handle, and out through the tiny puncture at the top
of the handle. Could the puckered mouth on Hearst 4-6036 be a signal that this, too, is a type of
whistling vessel?
Limited by what I could do physically with Hearst 4-6036 during my collections visit, I
attempted to at least confirm the ability for air to travel through the vessel from the spout to the
puncture in the handle. Cupping my hand over the top of the spout, I blew into the vessel and
could easily feel air stream out of the puncture hole in the handle. Reversing the flow of air and
sucking in air from the vessel produced a clear whistling sound from the puncture in the handle.38
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At a minimum, these rudimentary tests confirm the presence of an open passage between the
vessel body and the hollow handle. It would be interesting to see what happens when the vessel
is filled with water. Would the vessel make a whistling sound when water is poured in or out?
Would plugging the puncture prevent the flow of water when the vessel is poured? Alternately,
would blowing directly into the spout produce a sound if done at the right angle and in the proper
manner? Most containers with a tall, slender neck, like a soda bottle, will make a sound when
blown into in just the right way, but how might the addition of an air vent affect the sound that is
made?39 Again, the theory that the puncture in the handle is nothing more than an air vent seems
unsatisfactory since the tubular handle is limited to a sub-set of Pachacamac and Derived
Nievería vessels. While the spouts of Hearst vessels 4-6036 and 4-6018 are indeed very narrow
at the top, 1.7 cm and 1.1 cm respectively, there are several instances of Wari single-spout
vessels with spouts that are equally or even more tall and tapered, with openings as small or
smaller, but they nevertheless lack an air vent, nor do they feature a whistling face on their necks
(appendix A: 76-80).
Single spout vessels with slender, tapering spouts and tubular handles, although rare
among Wari facenecks overall, are actually quite common in the Wari Pachacamac style, as well
as the related Derived Nievería style pottery that has been excavated from the site of Ancón.40
Both of the Hearst Museum vessels discussed above were found in graves in the same sector of
the Ancón Necropolis, Site P, excavated by Uhle in 1904.41 Working from Uhle’s excavation
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notes and publications, William Duncan Strong dates both graves to a temporal phase described
as Middle Ancon I, which corresponds to Middle Horizon Epoch 2.42 Inside these graves, Uhle
found mummy bundles wrapped in Wari style tapestry tunics and a variety of vessel forms in
both local styles as well as styles showing foreign influence, the latter of which are mostly
described as being Tiahuanacoid in style, later attributed to Wari.43
Other examples of facenecks with tubular handles reportedly come from Pachacamac
(appendix A: 167, 168, 170, 171, 173-175, 177-181). These vessels were not archaeologically
excavated, but rather were mostly collected by Wilhelm Gretzer, a textile merchant living in
Lima at the end of the nineteenth century and into the twentieth century. Gretzer acquired the
majority of his immense collection of ancient Andean artifacts by hiring huaqueros (looters) to
dig in areas known for harboring tombs. This method for collecting antiquities was so popular in
Peru during the late nineteenth and early twentieth centuries that it is all too rare for
archaeologists to encounter undisturbed mortuary contexts. What’s more, as destructive as
modern looting can be to recovering knowledge of the past, it surely pales in comparison to
colonial era looting, when ancient sites were ransacked for gold and building materials, while
ceramics were inadvertently smashed or carelessly cast aside. In his review of tomb types from
the Wari heartland, Isbell notes that nearly all the tombs in his study had been previously looted
and emptied of any valuable offerings.44 Broken vessels and quantities of potsherds found
scattered about the tombs attest to the inclusion of pottery among the offerings once placed in
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burials, and it is only reasonable to assume that much of the beautiful polychrome pottery
coveted by collectors and today displayed in museum cases was looted from such tombs.

Breaking Bodies: The Wari Offering Tradition
One very clear context in which faceneck vessels have been excavated are as buried
offerings. While Wari offerings have not been thoroughly studied as a group, enough instances
of buried caches of pottery have occurred at sites throughout the Wari realm of influence that the
practice is considered a Wari phenomenon. More than six caches of intentionally smashed
pottery have been found at five sites: Conchopata, Ayapata, Cerro Amaru, Pacheco, and
Maymi.45 In every case, a high density of ceramic sherds were found either buried together in
unstructured pits or, in the case of Cerro Amaru, in very close proximity within a small area on
the surface.46 Through heroic efforts of reconstruction, which are ongoing, sherds from these
offerings have been found to come from some of the finest polychrome-painted ceremonial
pottery produced during the Middle Horizon. Vessel forms vary from case to case, with some
deposits featuring only one form while others include a diversity of forms. The first two deposits
discovered from Conchopata were each made up of only one vessel form each. The deposit
excavated by Tello in 1942 contained all oversized urns, while the deposit excavated by Isbell in
1977 consisted of all oversized faceneck vessels. In contrast, the deposit from Pacheco,
excavated by Tello in 1927, is the largest and most varied to date. This cache contained about
three tons of ceramic fragments from oversized urns as well as llama effigies and faceneck
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vessels. At Ayapata, Ravines excavated an offering deposit segmented into five distinct layers,
three of which contained high densities of pot sherds, many from oversized urns but none from
faceneck vessels.47 A subsequent excavation by Ravines at Ayapata revealed another six deposits
of pottery sherds, again in high densities. The pottery recovered from the coastal site of Maymi
includes very complex, mold-made, polychrome-painted ceramics of some uniquely innovative
forms and designs, but unfortunately the materials from this deposit have yet to be analyzed.48
More recently, several more oversized Chakipampa-style facenecks have been found, again at
Conchopata.49 Further research on the Wari offering tradition as a whole remains to be done to
determine how these, seemingly more intimate deposits relate to others on a larger scale.
Another, distinct offering of interred ceremonial pottery from Corral Redondo is
discussed in Chapter 4. This offering stands apart from the others in that the ceramic vessels
were not shattered and instead were buried intact and furthermore contained dozens of large,
feathered panels (fig. 62). In other respects, however, this offering is quite similar to the other
deposits of ceramic fragments. The Corral Redondo offering consisted of several oversized,
polychrome-painted ceramic vessels of extraordinary craftsmanship. Like the offerings at
Conchopata, this offering consisted of only one vessel type, the faceneck. Therefore, in terms of
vessel type, size, and quality, the objects chosen for this particular offering remain very
consistent with the Wari offering tradition. Apart from the identification of which vessels
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originate from this offering deposit, very little is known about its circumstances.50 Archeological
studies of the Corral Redondo site are ongoing and further analysis will hopefully yield a better
understanding of the parameters of the Wari offering tradition.
What can be gleaned is that facenecks, along with urns and other effigies including the
standing and reclining llamas, were selected an appropriate vessel type to be produced at an
enlarged scale for specific ritual ends. With the exception of Corral Redondo, this ritual involved
shattering the vessels just before burial.51 The fact that faceneck vessels of this size, close to a
meter tall, are most typically found in the context of the offering tradition needs to be kept in
mind when considering what these objects meant and how they were used by the Wari society.
Why were these, oversized facenecks appropriate for ritual breakage while other, smaller
facenecks were not? Such a discrepancy suggests a fundamental difference between diverse
classes of facenecks that played out in how these objects were treated and the ritual roles they
were capable of playing. As bodies, are they victims of violence, or revered as honored
sacrifices?
Human sacrifice is in itself a complex and varied practice in the Andes. At the Moche site
of Huaca de la Luna, bloodied and bound warriors captured during ritual warfare had their necks
slashed and their bodies dismembered so that their blood could be served to a high priest.52
Multiple fracture wounds thought to have been sustained both during battle and after capture
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attest to the brutality sustained by the victims’ bodies. Most intriguing regarding the current
study is that fragments of large, ceramic effigy vessels not unlike facenecks, depicting bound
prisoners were found in direct proximity to the skeletal remains of the victims. Verano and
Phillips note that the effigy vessels were intentionally broken as part of the ritual sacrifice of the
human victims.53 In addition to the prisoner vessels, other large, unfired clay human figures, also
bound prisoners, were likewise found broken near the human remains. Here, an unmistakable
parallel is drawn between flesh and clay bodies, both bound and subjected to blunt, physical
violence that seems to have been an integral aspect of this sacrifice ritual.
Contrary to the violence of Moche sacrifice are the child sacrifices carried out by both the
Chimú and Inka societies. The Inka Capacocha rituals offered pairs of young boy and girl
sacrifices to the mountain apus, leaving them alive on snowy mountain peaks to die from
exposure.54 Equally heartbreaking is the mass child sacrifice of over 140 children, plus more than
200 camelids, ritually killed during a single event, possibly in response to catastrophic rainfall
and flooding.55 In both Inka and Chimú cases, the emphasis of the sacrifice is on the value of the
offering while the violence of the ritual killing is minimized. As offerings, is the breakage of
Wari faceneck vessels necessarily an act of violence and destruction, or are there other ways of
interpreting this act?
As discussed in Chapter 1, the perforation of Mimbres bowls through the center was not
meant to do damage or destroy the image, so much as it was done as part of a burial ceremony.
The hole was punched through the center of the bowl before being placed over the head of the
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deceased. In Southwest native thought, holes are portals for spirits to pass between worlds, thus
the holes in painted Mimbres bowls may have aided the dead person’s transition from this world
to the spirit world.56 By having a hole punched through its center, these bowls are not destroyed,
but rather transformed from objects of daily use for the living, to ritual objects that serve the
dead. In a similar vein, could the smashing of faceneck vessels be an act of transformation, rather
than destruction? One noteworthy observation of the facenecks and other pottery from offering
deposits is that they are not just broken, but utterly demolished. Large vessels, some with walls
more than an inch thick, were splintered into palm-sized fragments, which were then heaped
together into a pit in the earth. The vessels lose their form completely and become
indistinguishable from the other shattered fragments in a complete transformation from body to
rubble. In this scenario, it is not the image, or even the personage that is the subject of sacrifice,
but the vessel body, its being as a container, and perhaps its valuable contents as well.

Facenecks in Highland Funerary Contexts
Contrary to the oversized faceneck vessels that were ritually smashed and buried as
offerings, most Wari faceneck vessels were small enough to be easily picked up and handled and
were found either completely intact, or broken but not shattered. These were most likely
deposited as grave goods, although how they were used before fulfilling their final role as burial
offerings is anyone’s guess. Many are so pristine even after 1000 years, they look as though they
were made only for the grave. Others show varying degrees of wear, and one in particular was
broken and repaired in antiquity judging from the pairs of drill holes made along a break line that
would have allowed the vessel to be stitched back together (appendix A: 156). The excavations
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by Max Uhle at the turn of the twentieth century together with the much more recent excavations
of Castillo de Huarmey and many other sites throughout the sphere of Wari influence discussed
in Chapter 3 demonstrate that faceneck vessels were among the types of offerings commonly
found in burials. This establishes that funerary contexts are an important association for faceneck
vessels.
Of course, the funerary context is itself a complicated one, even in the best of
archaeological circumstances, like an unlooted tomb. Utilitarian feasting wares such as plates
and bowls are also associated with burials, and it is likely that food itself was a common
offering, both during the initial burial of a mummy bundle and perhaps at later stages in the
funerary process as well when tombs may have been re-entered to add more bodies or replenish
offerings. That in the Andes, feasting was an activity enjoyed by the living and the dead
inherently blurs the line between feasting contexts and funerary contexts. For this reason, it is
necessary to look carefully at any Wari mortuary practices that can be gleaned from tomb
construction, human remains, and grave goods.
Despite the rampant looting of tombs in ancient, colonial and modern times alike, Isbell
and others stress that much can still be learned from tomb construction and even fragmentary
human and material remains. His typology of Wari tombs, assembled from looted tombs at
Conchopata, Wari and several highland provincial sites, yields significant insight into how Wari
people related to their dead, and how the wealth of the living was intricately linked to the status
of the deceased.57 Wari citizens buried their dead in pits in the ground, often underneath
residential living spaces, that range in complexity from a simple hole with a stone cap to
subterranean rooms lined in cut stone. Isbell establishes ten types of burials or tombs that he
57
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argues occupy distinct levels of hierarchy (fig. 63).58 His tomb categories are as follows: Types 1
and 2 are simple, earthen pits containing one or more bodies respectively; Type 3 is a pit that is
partially or fully lined in stone and capped with a stone slab, and may contain one or more
bodies; Type 4 tombs are cavities carved into the bedrock beneath the floors of residential
spaces, are topped with a raised bench, and contain multiple bodies; Types 5a, 5b, and 5c are
mortuary rooms that contained multiple stone-lined pits, each containing one or more bodies;
Type 6 are burials inside of or attached to walls; Type 7 is a mass grave most likely for the burial
of sacrificial victims; and Type 8 are elaborate mortuary complexes that Isbell describes as
“royal” tombs.59 Aside from the Type 7 mass grave in which all the bodies interred look to have
been deposited at once, burials containing the remains of more than one person seem to have
acquired their residents in successive intervals over time.
Isbell identifies a unique tomb feature called a ttoco or toqo that offers an important clue
into interactions between the living and the dead.60 A toqo is a notch or hole, about 10 cm in
diameter, bored through the slab of stone that serves as the cover for a tomb. Toqos are not found
in the most simple Type 1 and 2 tomb constructions, but they are found in tombs that begin to
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incorporate stone in their shaft construction and which commonly contain evidence of
prestigious offerings, including Types 3, 4, 5a-c, and 8. Isbell views toqos as evidence for
ancestor veneration because they give the living an access point for depositing small offerings
such as shells and beads into tombs on a continuing basis.61 Chicha could easily have been
poured into these openings as well, although unlike the remnants of shells and beads that have
been found in tombs, chicha leaves no trace.
In the case of larger and more elaborate Type 5 mortuary rooms, specifically Type 5a, the
capstone with its toqo is further topped with a small structure identified as an offering house. The
offering house is built atop the capstone in such a way that once it was built, the capstone could
no longer be opened and no more bodies could be added to that tomb. This means that while a
tomb may have stayed open for a time, acquiring a new body every so often, at some point the
tomb was sealed by its offering house. Small offerings could still be made to the dead through
the toqo inside the offering house, and adjacent tombs could be built to accommodate additional
bodies, but any bodies beneath the alter house permanently remained out of reach. This aspect of
Wari mortuary practice contrasts significantly with the Inka, who systematically preserved the
bodies of their dead and periodically re-entered the tombs of Inka elites to remove entire
mummies so that the dead could join the living at times of convocation and celebration. For the
Inka, the dead were never really gone from society, just transformed.62
Type 5b tombs differed from 5a in a significant detail: these mortuary rooms
incorporated a side entryway that would allow access to the tomb apart from the capstone with
its toqo and alter house. Type 5b tombs were therefore never completely sealed like 5a tombs,
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yet unlike Inka tombs that allowed for mummies to be easily moved in and out of their resting
place, even Wari 5b tombs do not seem designed for this type of activity. Likewise, the even
grander 5c tombs that were topped by large stone chambers could be opened to add more bodies,
but the removal of complete bodies would have been extremely impractical.63 Thus the practice
of ancestor veneration for the Wari seems to have been less about interacting with the physical
remains of the dead, and more about keeping an open line of communication between the living
and the dead via the toqo or offering house.
Isbell argues for a hierarchical system of burial practices wherein only the more elaborate
tombs, those lined with stone and outfitted with a toqo, are associated with prestigious grave
offerings, both during the initial deposition of the body and during subsequent visits by the
living. He theorizes that only elite members of society were counted as ancestors and were
venerated via offerings dropped, and maybe poured, through toqos. Lidio Valdez and others
debate this interpretation and view it as overly simplistic, overlooking subtle exceptions where
fine ceramics and Spondylus have been found in the simplest of burial pits. In a rebuttal to
Isbell’s tomb typology, Lidio Valdez, Katrina Bettcher, José Ochatoma, and Ernesto Valdez
argue for a more nuanced approach to Wari mortuary practices that considers variances in tomb
types to be evidence of more fluid categories.64 Were only elites eligible to become ancestors, or
did the Wari ancestral society include a broader spectrum of members?
A brief comparison between Inka and Wari practices of ancestor veneration and feasting
may prove insightful. The archaeological evidence for Wari feasting points to smaller, more
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exclusive feasts between Wari elites and foreign dignitaries.65 The restricted access of enclosed
patio-groups paired with lavish displays of fine polychrome ceramics and other prestige goods
describe an atmosphere of Wari feasts that was less about feeding the masses and more about
courting relationships with the ruling class of desired subordinates.66 While Inka feasts are
viewed as very public affairs where hoards of laborers dined and drank from Inka imperial
pottery in an act of reciprocity and subjugation, Wari feasts are by comparison considered much
more private events.
Likewise, Inka ancestor veneration occurred on a much more public scale than there is
evidence for the Wari. In the case of Inka society, preserved ancestor mummies were
periodically brought out for ceremonial processions or put on display to be revered by an entire
ayllu or kin group.67 Such activities were impossible for the Wari, whose dead shortly withered
to bones once placed in the ground. Their tombs allowed the addition of more bodies, but not the
practical removal of intact mummy bundles. So, while the revered ancestors of the Inka retained
their bodies, the ancestors of the Wari were effectively disembodied. Instead, ancestors were
venerated through more removed, symbolic acts of communion, with the deposition of special
offerings that had to be dropped delicately through a hole the size of a person’s fist. Such an
intimate ritual implies a closer relationship between the living and the honored ancestor, perhaps
a blood relative rather than public figure. And while a deceased noble person, perhaps a
prominent member of society, likely had more resources to build a larger tomb and greater
wealth among his or her kin that resulted in an abundance of prestigious grave goods, the fact
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that even those buried in simple earthen pits were not without their offerings, which at times
even included elements of prestige, suggests that the treatment of the dead was an important
matter for all social classes.

Facenecks in Coastal Funerary Contexts
Whether or not the Wari Empire controlled settlements and trade routes along the coast is
deeply debatable, but the fact that coastal settlements were to some degree influenced by the
Wari is much more certain. The spread of polychrome ceramics featuring Wari and Wariinspired motifs attests to the fact that coastal peoples were aware of and affected by the presence
of the Wari state. Mortuary preferences are one way this influence is visible in the archaeological
record. Burial practices represent deliberate choices and vary considerably from one culture to
the next, typically in accordance to cultural beliefs about the afterlife. Therefore, the change
from one tomb style to another within a particular settlement is a powerful index for cultural
changes at large, often changes resulting from foreign influence. During the Middle Horizon,
changes in burial practices occur at several points along the coast, from the Nasca Drainage all
the way up to and beyond the Huarmey Valley at the northern edge of the central coast.68 Among
the more notable changes in burial practices are the shape of the tomb, the position of the body
from an extended position to an upright, flexed position wrapped in layers of textiles, and
evidence for tomb re-entry for the placement of additional bodies and the introduction of new
offerings. These changes argue for a shift in how people conceived of the afterlife, including
68
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how the living related to and communicated with their dead, in ways that are consistent to how
the Wari are perceived to have practiced ancestor veneration.
Faceneck vessels of modest size have been recovered from many coastal graves including
those at Pachacamac, Ancón, and most recently from Castillo de Huarmey. Again, Castillo de
Huarmey is remarkable for the discovery and controlled excavation of an unlooted royal
mausoleum. This mausoleum is presumably on par with the royal tombs of Wari, although it is
difficult to make a clear comparison of wealth since extensive looting of the Monqachayuq tomb
complex at Wari has been going on since at least the colonial era.69 Nevertheless, there are
important similarities regarding the structure and organization of the tombs. The royal
mausoleum at Huarmey, built from stone, wood beams, and adobe bricks, lies at the center of a
larger tomb complex comprised of dozens of chambers arranged in an orthogonal layout. It was
beneath the floor of the central chamber of the tomb complex that Giersz and his team uncovered
the unlooted tomb consisting of one large chamber with three smaller sub-chambers adjacent to
the main chamber. The main chamber contained fifty-four mummy bundles of mostly adult
women, but this number includes about a dozen teenagers of indeterminate sex. None of the
individuals in the tomb are identified as male, and although sex could not be determined in every
case, the presumption is that they were all women. An additional three elder women and one
teenager were buried in the three smaller sub-chambers. The more than 1,300 grave goods found
in the tomb complex identify all fifty-eight individuals as high status members of society, but the
three adult women buried in the sub-chambers seem to have held an even higher status, perhaps
due in part to their advanced age. Attired in fine garments, wearing ear ornaments and tupus,
they were buried with many prestige items including silver and gold jewelry, weaving
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implements, and knives; polychrome ceramics; fine wood-carved lime containers, spoons, and
snuff tablets; and their faces were painted red with cinnabar.70 This unlooted tomb offers a rare
glimpse into the context of Wari grave goods.
As discussed in Chapters 3 and 4, eighteen faceneck vessels were recovered from the
mausoleum, including three matching pairs and a group of six identical vessels. The group of six
facenecks are unpainted, reduction-fired vessels with globular bodies (appendix A: 212). The
faces are mold-made, with outlined eyes, prominent chins, and matching smiles. These vessels
did not accompany any burials but were instead themselves buried in pairs inside niches set into
the adobe floor adjacent to the mausoleum, at the opposite end of the main entrance. Tucked in
two-by-two into mini chambers, the vessels mimic the condition of multi-occupant tombs (fig.
64). Buried in a row of ten niches, the six faceneck vessels plus several slightly larger necked
vessels all contained residue of Zea mays and other ingredients associated with chicha.71 On the
other side of this row of vessels, the remains of two non-elite “guardians” were found buried in
depressions in the rock: one facing in to watch over the ladies of the mausoleum, the other facing
away.72 The chicha vessels and guardians were likely installed at the closing of the royal tomb,
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once all fifty-eight nobles who were to be buried in the mausoleum were interred.73 Additionally,
more offerings were added to the mausoleum’s main chamber at the time of its closing, including
ritually destroyed wooden looms, shattered pottery, and the bodies of six sacrificed teenagers.
Regarding the three pairs of facenecks from Castillo de Huarmey, one is the identical pair
referred to as the “garment twins” in Chapter 4, and another is the nearly identical pair of
Spondylus carriers also discussed in the previous chapter (appendix A: 205 and 206). The third is
the identical black and red pair (appendix A: 207 and 208). These facenecks have arms and the
depicted personage wears a headband and a large pendent necklace.74 As mentioned above, the
black one was found intact and the red one was found shattered, perhaps intentionally when the
tomb was sealed since the majority ceramics grave goods were found in excellent condition.75
The pair of warrior facenecks that I call the “garment twins” were found together in the
tomb of the principal lady, along with five ceramic cups, a pair of ceramic keros, a finely carved
alabaster kero, and three cane baskets filled with weaving implements and three pairs of ear
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ornaments made of wood, bone, and gold. Her body, tucked into a flexed position, was dressed
in fine garments of camelid and cotton threads and adorned with a copper-alloy tupu and
wrapped in layers of cloth. The faceneck vessels were likewise wrapped in cloth, up to the base
of the neck. In an article from National Geographic covering the discovery and excavation of the
royal tomb at Castillo de Huarmey, an artist’s rendering of the principal lady’s burial chamber
features one of the “garment twins” wrapped in this fashion (fig. 65). Neither the drawing nor the
text elaborates on this wrapped faceneck, but Giersz confirmed that all the facenecks in her tomb
were wrapped in this way.76
Also buried with the principal lady among her many offerings were the black faceneck,
as well a solitary faceneck. This solitary one is comparable in style to the “Spondylus twins.” It
has the same delicately modeled facial features, painted red cheeks, and unadorned body, but is
somewhat larger than the others and has no arms or hands. All three can be interpreted as
chewing coca, due to a subtle bulge that protrudes from one cheek—a feature that appears with
limited frequency on Middle Horizon facenecks in general. Like the “Spondylus twins,” the
solitary figure wears ear spools, a hat secured with a chinstrap, and the carefully depicted
hairstyle is tied up in the back. A deep central hair part stands out beneath the cap, and there are
no discernable sideburns (appendix A: 204). The red face paint and ear ornaments signify elite
status and the hair part may indicate femaleness, all markers of identity that run parallel to the
buried individual, although between the tied-up hairstyle and the lack of garments the gender of
this vessel is debatable.
Cinnabar is one of several materials greatly valued during pre-Columbian times for its
red coloration. The red shell of the Spondylus princeps mollusk was highly coveted since at least
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the Early Intermediate Period, and the Sapa Inka identified himself as the semi-divine ruler, the
son of the sun, with a fringe of red woven cloth worn at his forehead. The use of cinnabar is also
closely linked to funerary activities and elite status.77 The practice of mining mercury for the
production of cinnabar has a long history in the Andes. Mercury mining dates back to at least the
Early Horizon, experiences a decline during the Early Intermediate Period, then is revived by
A.D. 800 during the Middle Horizon. The Lambayeque people are known for painting large gold
funerary masks with cinnabar, covering large sections of gold with the red pigment possibly in a
manner imitating face paint worn by significant individuals.78 Traces of cinnabar are also found
on various grave offerings carved from wood, including small containers for lime or other
substances and ear ornaments. What remains uncertain is whether the use of cinnabar powder on
objects and as face paint was used by living members of the nobility or reserved for deceased
ancestors, although the toxicity of cinnabar suggests it was only used on the dead. Moreover,
many of the objects with cinnabar residue were excavated from burials, and while it cannot be
known for certain if they were coated in cinnabar well in advance of their internment, or if
cinnabar played an important role only in funerary rites, again the toxicity of cinnabar argues for
limited use in burial contexts.79
At a minimum, it is noteworthy that three of the facenecks from the royal mausoleum of
Huarmey exhibit clear red pigmentation on the face, as do the faces of the three highest ranking
mummies buried in the tomb’s sub-chambers. What’s more, in cases of faceneck vessels with
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facial painting, several show much or all of the face painted in red. Of the facenecks included in
this study, 17 feature faces painted partially or fully in red.80 Do the red-painted faces on
faceneck vessels signify the identity of one who is deceased? This question is difficult to answer
with certainty because, as active members of society, dead ancestors are represented in only
subtlety different ways than living human beings. However, cinnabar pigment, on people and
objects, is found consistently in funerary contexts throughout the ancient Andes, strongly
suggesting that red face paint is likely a signifier for ancestral status.
In an illustration by Guamán Poma de Ayala about royal Inka burial, a standing figure is
shown toasting a pair of seated individuals in front of a stone tomb containing human bones (fig.
66). At first glance, the image could be interpreted as a group gathered together to toast the dead
occupant buried in the tomb, but a close reading of the image reveals a different narrative. The
fringe on the forehead of the standing figure identifies him as the Sapa Inka, akin to a king’s
crown, but the same fringe appears on the forehead of the first seated figure. Next to the head of
the seated Sapa Inka, Guamán Poma had written the words “yllapa – defunto,” or illapa –
defunct.81 Illapa, Quechua for lightening, is a term given to dead Inka kings.82 Thus, the image
shows the current, living Sapa Inka raising a toast to the mummies of his predecessors, the
deceased Sapa Inka and his consort.
Although Guamán Poma’s illustration is made centuries after the collapse of the Wari, it
nevertheless provides insight into how ancient Andeans related to and communicated with their
80
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dead, as the cult of the ancestor was widely practiced throughout the ancient Andean cultural
landscape. Furthermore, this illustration offers an intriguing suggestion regarding the use of
objects to mediate communications between the living and the dead. The living Sapa Inka holds
a cup in each hand, as is customary for one who is about to offer a toast to his guest, but since his
guest cannot drink in the traditional way, the Sapa Inka instead pours the contents of his guest’s
cup into a necked vessel at the dead Inka’s feet. Like most Inka pottery, the unpainted vessel is
not anthropomorphic in any obvious way, but it nevertheless appears to act as a surrogate for the
dead Inka as it collects or receives the libation in his stead.83
It is unfortunate that faceneck vessels, a form so prominent for centuries and used by a
multitude of cultural groups from at least as early as the Early Intermediate Period, fell
considerably in popularity under the Inka Empire, obscuring its precise role in society and ritual
practice during the time before the Inka conquest. Many Late Horizon facenecks are Inka
hybrids, the product of intermingling symbolism between such distinct cultures as the Inka and
their recently conquered subordinates on the coast. From such culture clashes emerged new
types, including Late Horizon aríbalo-faceneck from the north coast: a scaled-down version of
the Imperial Inka aríbalo detailed with the facial features and bent arms characteristic of north
coast facenecks, sometimes reduction-fired and presenting a hunchback (fig. 67). The
interpretation of such hybrid types is profoundly wrapped up in the complex relationships
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between Imperial and Provincial Inka lords, and as such is outside the scope of this study.84 As
an alternative, a glimpse into the production of faceneck-like effigies, coeval with the Inka but
outside the Inka Empire, may provide intriguing counterpoints to the aríbalo-centric
interpretation of faceneck vessels.
One place to find faceneck vessels still being produced today is in the Amazon. The
Shipibo-Conibo are famous for their ceramics, which today are produced for the commercial
market as well as for local household use.85 Shipibo-Conibo people occupy numerous settlements
along the Ucayali River near the city of Pucallpa. Once two distinct societies, the Shipibo and
Conibo merged at the end of the seventeenth-century to defend their settlements against
unwanted Spanish imposition. While they have maintained contact with Peru’s Spanish-speaking
population since new missions were established in 1791, their relative isolation has allowed them
to uphold their traditional lifeways. Their methods for making and using pottery, from the
procurement of raw materials, to the design and manufacture of vessel types, has remained
overwhelmingly consistent for over a thousand years.86 Archaeologists trace the origins of the
Shipibo-Conibo to the Cumancaya culture, which dates to AD 800-1000, coeval with the Wari
Empire during Middle Horizon Epoch 2. Around A.D. 1300, a group of foreigners settled the
84
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middle Ucayali River territory, evidenced by intrusive Caimito style ceramics that populated the
area until their collapse at the end of the sixteenth century. After the Caimito collapse, the
Shipibo descendants of the Cumancaya took back control of the area. Elements of both
Cumancaya and Caimito style ceramics survive in Shipibo-Conibo ceramic traditions,
particularly regarding the practice of making anthropomorphic funerary urns.
Among the most iconic Shipibo-Conibo vessel types are their male and female chomos.
Chomo is the term given to painted vessel with a wide body and a tall neck that can range in size
from small to as tall as 1.5 m or more. The large ones are used to brew chicha made from
fermented yucca, and may or may not feature a modeled human face on the neck. Those with a
human face, which are specifically called joni chomos, come from the Conibo ceramic tradition,
but the practice spread to Shipibo ceramicists in the 1960s (fig. 68). A related vessel type is the
funerary urn, which has a similar neck as the chomo but a body shape that is less wide and more
cylindrical (fig. 26). Like the joni chomo, these also feature a modeled human face on the neck
but are additionally modeled with arms, breasts, and genitalia clearly identifying them as male or
female. Similar anthropomorphic funerary urns date as far back to the Caimito who created large,
female-gendered funerary urns to place their dead in the fetal position and bury them in the
earth.87 The Conibo people who inhabit the Caimito region of the upper Ucayali River at one
time also buried their dead in large female-gendered ceramic vessels, also in the fetal position,
which was meant to represent the relationship between death, planting, and rebirth. To this day,
the Conibo refer to oversized joni chomo vessels as mahuetá, a term that also means “dead” in
the Conibo language.88
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Funerary urns were also produced by several cultural groups in northern South America,
in the region of modern-day Colombia. Although little is known about the pre-Hispanic societies
that once inhabited this area, the Tairona are one group that survived well into the colonial
period. A society once large enough to stand on the brink of statehood, the Tairona occupied the
low foothills of the Sierra Nevada de Santa Marta in northern Colombia. By the seventeenth
century, the Tairona civilization had been annihilated by Spanish forces, but traces of their
culture survived into the twentieth century via the Kogi and Chimila people who retreated into
remote areas in resistance of modernization. Today, only the Kogi remain, numbering about
4,000. The Tairona created many types of effigy vessels, including facenecks, most of which are
as elusive as their Wari counterparts. While not exactly faceneck vessels, large, terracotta, urns
have been recovered with clear contexts for their use. These Chimila-style anthropomorphic urns
recall the form and proportions of many facenecks, only here the head of the vessel is a
detachable lid rather than an elongated spout (fig. 69). The urns date to the Tairona period and
have been found containing human remains, buried in the ground in shaft-and-chamber tombs.
There is no evidence of faceneck vessels having been used as funerary urns for any of the
ancient Andean civilizations that occupied the coast and highlands of Peru, and the Wari are not
known to have used ceramic jars of any kind for adult burials.89 Instead, the internment of the
dead in mummy bundles, as practiced by the Wari, is a tradition with much older antecedents,
with the Paracas Necropolis on the South Coast being perhaps the most famous example. Bodies
were tucked into the fetal position, wrapped in yards of woven textiles, and in some cases topped
with a false head. The more elegant mummy bundles are characteristically rotund, finely dressed
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and adorned, with a plump head sometimes sporting long tresses of braided hair. While the
formal similarities between faceneck vessels and mummy bundles have not gone unnoticed, it is
the association of faceneck vessels with burials that most powerfully contextualizes them as
mortuary objects. The association between faceneck vessels and the honored dead is
strengthened when facenecks are considered alongside known instances of anthropomorphic
vessels used as funerary urns in neighboring regions of South America. The precise role of
faceneck vessels in mortuary practices, whether as containers for offerings or as ritual objects
imbued with agency, is difficult to identify with certainty. Nevertheless, categorizing faceneck
vessels as funerary objects opens the door for these effigies to be interpreted as ancestor images.
George Lau writes about the qualities of ancestor images, primarily in relation to stone
effigies made by the Recuay people of the central Andes. The Recuay, who existed alongside the
Moche during the Early Intermediate Period and occupied the highland region of Ancash roughly
between Wari and Moche territories, are known for their stoic monolithic statues. Carved with
schematic representations of humans, typically depicted seated in a fetal position, the statues are
found installed at the entrances to chullpas—above-ground tombs—and incorporated into the
architecture of significant buildings. According to Lau, “the crucial purpose of Recuay sculptures
was to create sacred spaces in which esteemed (lithified) individuals were incorporated
permanently as observers and participants.”90 Lau interprets these sculptures as ancestor images
on account of their proximity to both above- and below-ground tombs, as well as their physical
characteristics.91 In his efforts to discern how material objects work as ancestor images, he first
asks “How did Andeans envision ancestors as perceiving?” In other words, what senses and
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abilities did they need to receive offerings and function as productive ancestors, and how are
these senses and abilities reflected in their images? He notes that the head, as the center of
cognition and the sensory perception, is a critical feature of ancestor imagery. Ancestors need to
see with wide-open eyes if they are to bear witness, and hear with prominent ears if they are to
appreciate the songs and music played for their benefit.92 It follows that they need mouths—and
also stomachs—to drink chicha and be good guests.
Although Lau does not address the question of ancestor images in ceramic form, he does
discuss different categories of “idols,” illustrating the wide variety material forms that ancestors
could take during ancient Andean times. Drawing on a combination of ethnographic data and
colonial accounts concerned with eliminating idolatry, Lau finds that ancestors, to use the term
broadly, tended to fall into one of three categories: huacas, mallquis, or chancas. The term
“huaca” is profoundly complex and a full treatment of the concept is beyond the scope of this
project.93 This term tends to be used slightly differently in different cases, and in Lau’s
discussion of ancestor images, huaca is used to describe a large feature of the landscape, like a
mountain or a rock outcrop. Mallqui is the term most used to refer to a mummy bundle, and
chanca, a general term that includes conopas and con churis, describes a small, chachki-like
ritual object. The most obvious distinction between these three categories is size, but size also
correlates with scaled degrees of intimacy. While colossal huacas represent public ancestors such
as the founders of entire communities, mallquis are mummified individuals, like heads of
families or lineages. Finally, chancas are ancestors at the household level. They are modest
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family heirlooms passed from one family member to another, and may themselves be referred to
as “relatives.”94
This last, smallest category of ancestor idol most closely resembles the faceneck vessel as
a category of object. The examples of chanca idols that Lau cites, which come from the Inka
tradition, tend to be small, private, easily portable objects, often of stone like the charming llama
effigies known as conopas. Such small, or “lesser idols” demonstrate that ancestor veneration
was not only practiced on a state or community level, likely through the mediation of highly
specialized people like priests or shamans, but also on a personal, familial level, perhaps through
the mediation of homemade ritual objects. The tremendous range that is found in Wari faceneck
vessels in terms of size and quality of craftsmanship echoes the disparity between mallquis and
chancas—life-sized mummy bundles versus palm-sized conopas. In other words, an oversized,
polychrome faceneck vessel produced by a state-sponsored workshop makes for an ancestor
image worthy of a ruler or esteemed member of the nobility, while a small, simply painted
faceneck that fits in the palm of the hand and could have been produced in any household more
aptly expresses an ancestor of far more common stock.
In the ancient Andes, having direct contact with one’s ancestors was necessary in order to
make the proper, periodic offerings to secure an abundant harvest, maintain claims to natural
resources, and on a more profound level to uphold a prosperous, reciprocal relationship with the
cosmos. A method for connecting with the dead was critical to maintaining this relationship.
More than merely feasting ware, faceneck vessels appear to be much more bound up with
mortuary practices. Their formal characteristics are consistent with Lau’s discussion of ancestor
images, suggesting they participated in the cult of the dead. Their role as ancestor images was
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not one of representing any one ancestor, but rather of replacing the ancestor in the physical
world. In a time before more sophisticated methods of mummification made it possible to
interact directly with the remains of dead relatives, Wari ancestors lost their earthly bodies, and
what remained was stowed away in tombs with limited access. I propose that faceneck vessels
may have afforded just the material link needed to access past lineages by providing bodies for
those disembodied ancestors. Their physical features supply the orifices needed to participate in
ritual activity, and thus having eyes to watch, ears to listen, noses to smell, mouths to drink, and
bellies to fill gives them a concrete sense of personhood and presence on behalf of the absent
bodies of ancestors.

Facenecks as Technology for Ancestor Veneration
The constructs of ayni, the code of reciprocity, and the ayllu, kin-based communities,
demonstrate a profound emphasis on social relationships with other people in Andean culture.
Through their personification, faceneck vessels seem to want to be part of this social network.
Their attire expresses a desire for social status, and their attentive faces ask to be looked in the
eye. They want to connect, to participate, and to engage in the social world.
Through his work with the modern-day community of Raqchi, near Cusco, Bill Sillar
explores the notion of social relationships with objects and the greater material world.95 Over a
period of two decades, Sillar observed several instances of household rituals involving the
offering of coca and maize to local apus or mountain deities for the benefit of, for example, a
good harvest, fertile livestock, and healthy family members. A critical component of these
household rituals is the use of illas, small stones, natural or carved, that act as conduits to receive
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the offerings of coca, maize, and also chicha that are made during the ritual. Sillar notes that all
the components of these rituals have a particular role to play:
“There are clear differences between the recipient of the offering (e.g. apu), the
constituents of the offering (e.g. coca), material intermediaries used to help transmit the
offering (e.g. illa), and the target of concern (e.g. fields, animals and households). Even
though all of these possess animating energy (e.g. sami or ánimo) they occupy different
positions in the social hierarchy of animate entities.” (Italics in original.)96
As a theoretical framework for interpreting these rituals, Sillar references Sir James George
Frazer’s concept of sympathetic magic, which consists of two branches of magic: homeopathic
magic, or the law of similarity, and contagious magic, or the law of contact.97 According to
Frazer, homeopathic magic works on the principle that like effects like, and contagious magic
works on the principle that things that had at one time been in contact with each other maintain a
link that allows them to continue to effect each other.98
The rituals that Sillar witnessed in Raqchi are perhaps related to pre-colonial Inka rituals
involving conopas, miniature sculptures usually made of stone, that evoke such vital assets as
guinea pigs, maize, and most commonly camelids. Conopas are known to have been used in
household rituals, even if the details of those rituals have been lost. Camelid conopas very
somewhat in form and type of stone, but they always have a small circular cavity in the
camelid’s back. A handful of conopas in the Brooklyn Museum contain residues of dried fat,
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presumably camelid fat, prompting Andrew Hamilton to argue that the fat of a camelid was
necessary to activate the conopa so that it would, in turn, cause the camelid herd to thrive:
“Perhaps recognized as stored material energy, fat may have been regarded as a
concretization of camay. If so, the llama fat placed into camelid conopas would have
vitalized the stone with the material energy and essence of llamas…. Conopas portrayed
healthy, fattened livestock, and reverence of conopas was thought to bring equally
healthy, fattened herds into being. By making offerings of fat to conopas, Incas sacrificed
the very prosperity that these ritual interactions solicited. Paradoxically, that which was
sought was the very thing that was given.”99
In short, Hamilton proposes that the conopa was used as what Sillar calls a “material
intermediary” in a ritual setting using sympathetic magic, whereby an offering of llama fat will
result in healthy llamas.
The presumption that a ritual object can communicate with other entities or effect change
is described by Frazer as “magic,” relegating it to the realms of religion and fantasy. And yet,
recent scientific advancements in quantum mechanics have unexpectedly opened a door onto
why the concept of sympathetic magic may be, as Frazer found, so universal. In the 1930s,
Albert Einstein famously dismissed quantum entanglement as “spooky action from a distance.”
In layman’s terms, Wikipedia defines quantum entanglement as “a physical phenomenon that
occurs when pairs or groups of particles are generated, interact, or share spatial proximity in
ways such that the quantum state of each particle cannot be described independently of the state
of the other(s), even when the particles are separated by a large distance.”100 In other words, two
entangled particles, separated by great distances, will nevertheless affect each other in
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measurable ways. While Einstein relied on thought experiments to debunk this theory, in recent
decades scientists have been able to observe quantum entanglement working in photons as much
as 750 miles apart.101 As recently as 2018, two teams of physicists in Europe have independently
demonstrated entanglement in larger objects “barely visible to the naked eye.”102 Considering the
magnitude of technological advancement necessary to prove this theory, I am not implying that
ancient Andeans were aware of and understood quantum entanglement, rather that Frazer’s law
of sympathy, the governing logic behind sympathetic magic, is perhaps not as fanciful as it
sounds.
Drawing on her time spent with the Quechua-speaking community of Sonqo in the
southern highlands of Peru, Catherine Allen writes vividly about the attitudes of the people there
towards the relationship between the living and the dead. The bodies of individual deceased
persons are buried in a cemetery, yet the Sonqueños’ ancestors, a broad, more generalized
category, are understood to reside in the ruins of chullpas located on the slopes of a sacred
mountain. Bones of dead ancestors are sometimes kept for the protection of the home and family,
and in this way the dead are viewed as nurturers of life. In return for this service, they also need
to be nurtured, and so bones, and by extension the dead, are given alcohol, which is bestowed
upon the dead by being consumed by those tending the graveyard. 103
Furthermore, Allen discusses the practice of overconsumption, specifically overeating
and drinking to intoxication, as a ritual act that fosters communion with the dead. Specifically,
overeating and intoxication allow the identity of the living eater/drinker to merge with that of
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their dead ancestors, which makes it possible for the spiritual dead to be nourished by the
material gifts of food and drink. Allen describes cooked food and alcohol, as well as coca, as
“mediating substances” via which the living can communicate with their ancestors.104 These
mediating substances can therefore pass from living to dead so long as there is a vehicle, such as
a person’s stomach, to carry it from one body to the other.
The logic of being able to transfer substances like food and drink from a living body to an
ancestor is analogous to using conopas and illas to make other kinds of meaningful gifts to those
whose bodies are not as physically present as our own. Like conopas and illas, might faceneck
vessels have been used in a similar manner to make contact with deceased ancestors, receive
offerings, and therefore help fulfill the responsibilities of a reciprocal bond? As “material
intermediaries,” to use Sillar’s phrase, facenecks can receive and hold libations of chicha,
effectively consuming the offering on behalf of a disembodied ancestral spirit. With their
modeled and painted bodies, they may also watch over their descendents, hear the sounds of
flutes, rattles, and whistles, smell the smoke of a despacho (burnt offering), and at least some
facenecks are shown chewing coca. Their clay bodies are therefore well equipped to be active
participants in a variety of ritual acts.
Moreover, acting similarly to conopas, illas, and even like the stomachs of living persons,
facenecks can be understood as intervening in the world, as having agency, but not necessarily
their own. As material intermediaries, ancestral surrogates, they are better described as having
distributed agency. They drink, and break, and may receive requests on behalf of those without
bodies, but ultimately they are a technology of connecting disparate entities, such as living and
dead. And while some facenecks are little more than simple vessels with eyes and a nose, they
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may nevertheless still function, just as a crudely formed camelid conopa—nothing more than a
lump of stone with a circular cavity—can still be stuffed with fat and protect its herd. Others,
those fully outfitted with tapestry tunics and shell necklaces, may be expected to display their
status as perhaps their users display theirs. For those who rely on status and hierarchy, such
symbols of rank have power indeed. Thus, perhaps differences in craft, detail, and regalia
between one faceneck and another do not reflect a different use, but a different user.
Are all facenecks embodiments of ancestors? At present, this is difficult to say. More
investigation into the nature of the Wari offering tradition is needed to assess, for example, the
motives for such offerings and the symbolism behind breakage. Nevertheless, the evidence for
facenecks serving as surrogate bodies for ancestors is compelling from many angles. Visual
parallels between facenecks and mummy bundles imply a conceptual link between facenecks and
the dead, to say nothing of the skullnecks that take such a comparison to a literal level. Yet for
me, the most persuasive evidence lies in the role objects play in rituals pertaining to communion
with the dead, from Inka, colonial, and modern times. While extending such ritual behavior back
to the Middle Horizon comes with uncertainty, the logic of such rituals is deeply integrated into
the Andean perspective of living in an animate world, making it more plausible that such rituals
may have had a place in Wari society.
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Chapter 6: Concluding Remarks and Further Research
In 2012, during an internship at the Cleveland Museum of Art that occurred only a few
months before the opening of the exhibition Wari: Lords of the Ancient Andes, I first became
aware of just how poorly understood Wari faceneck vessels were. Exhibition didactics
consistently described them as having several possible interpretations, and I realized that as
objects, facenecks were something of an enigma. Did they represent individual people or a
generic type; historical figures or mythical heroes; political offices or the honored dead? What
were they used for? Nothing in the literature at the time addressed these questions in any
systematic manner. There were no major studies on facenecks from any ancient Andean society
that considered the faceneck as a distinct category of pottery. This became the impetus for the
current study: to place the faceneck form at the center of enquiry and shed light on what kind of
objects these are.
Immediately, another major challenge surfaced in the study of Wari faceneck vessels
when it became evident that museum collections have historically had trouble cataloguing Wari
ceramic styles. The Wari phenomenon resulted in a wide range of Wari ceramic sub-styles that
shifted both over the four centuries that the Wari polity dominated from their capital in the
central highlands, as well as over the vast territories they influenced, both inland and coastal,
from the southern tip of Peru up to the lower part of the north coast. Moreover, a large
percentage of Wari ceramics in collections lack provenience, further clouding the relationship
between facenecks of similar but distinct characteristics. To address these problems, a significant
part of this study examined the stylistic differences between facenecks from diverse geographic
origins in an attempt to map the stylistic and iconographic evolution of Wari facenecks across
the Andes.
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The lack of provenience for so many facenecks also means that far too little is known of
their archaeological contexts. Many are preserved in good condition, indicating that they were
likely buried in tombs, but there is no documentation for many of those tombs regarding the
characteristics of the tomb type, nor of the occupants, nor whether the facenecks were buried
singly or together in pairs or groups. Even the range of possible burial conditions remains
unclear, be it in tombs, as independent offerings, as refuse, or something else. Such gaps in the
data are, I believe, a significant reason why there are few investigations into the motive or
ontology of the faceneck form. In fact, deep dives into the ontologies of particular ancient
Andean ceramic types are in an early stage of development, with studies like those of Benjamin
Alberti on La Candelaria body-pots and Juliet Wiersema on Moche architectural vessels being
among the most innovative.1
Like the studies mentioned above, my study hinges on recognizing the Wari faceneck as
a cohesive category and distinct type of vessel. While there is certainly a considerable amount of
diversity within the faceneck category, I argue that a unified current of formal characteristics
binds them together as a group. First and foremost is their anthropomorphism, which in many
cases extends beyond the face on the neck to include the vessel as a whole according to how the
vessel is painted. And yet, facenecks differ from other types of effigy vessels in that the body of
the vessel maintains a decidedly non-human shape and instead trends towards a globular or
inverted egg-like shape. This is in fact what gives facenecks such a unique designation as objectimages, as they do not appear to privilege one aspect over the other. Although overall size and
spout form can vary considerably, especially across geographic regions, more general
proportions including that between the face and the rest of the vessel tend to be fairly consistent
Alberti, “Destabilizing Meaning.” Alberti, “Designing Body-Pots.” Alberti and Marshall,
“Animating Archaeology.” Wiersema, Architectural Vessels of the Moche.
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across the sample. Finally, the faces themselves maintain a notable degree of similarity in their
shared features and stoic expressions, particularly the wide-open eyes, giving even facenecks of
different styles a unified appearance. All of these formal characteristics allow facenecks of even
the most disparate sizes and styles to nevertheless read as a cohesive category, distinct from
other, non-anthropomorphic singe spout jars and vessels.
The anthropomorphism of Wari faceneck vessels lends them an undeniable sense of
personhood. Gathered together or viewed one-on-one, even small facenecks are able to return the
gaze of their human observer. By breaking down the identities of faceneck vessels into
combinations of dress, adornment, and hairstyle, I have found unforeseen expressions of gender
and status. Modestly crafted facenecks may nevertheless boast fine garments, as in the case of a
vessel from the Fowler Museum (appendix A: 61), and some of the most sophisticated facenecks
are also some of the smallest (appendix A: 86-88). The great range in size across my sample of
faceneck vessels was likewise notable and suggests a complicated, ritual purpose for these
vessels that transcends their utilitarian function as containers. And yet, discrepancies regarding
the degree of humanity expressed across the facenecks in my sample, as well as dramatic
differences in the burial contexts of those with known archaeological provenience present
significant challenges to the objective of finding a unifying element to this vessel type. Why do
some facenecks have only eyes and a nose, while other are full bodied figures in the round? Why
were some ritually smashed, while others were carefully wrapped and placed in the graves of the
nobility?
Ultimately, what I find to be the most compelling feature of Wari facenecks is not so
much their faces, but their bodies. While it is the faces that trigger the globular forms below to
read as bodies, it is the bodies themselves that are carry the most complexity. It is really the body
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that makes the vessel, and when perceived as clay bodies, facenecks take on a completely
different being than their non-anthropomorphic counterparts. Following Alberti’s method for
interpreting La Candelaria body-pots as expressive of Amazonian concerns with unstable bodies,
approaching Wari facenecks from the Andean ontological perspective of an animate world leads
to some stimulating inferences. As material bodies in the world, with the potential to channel
camay, facenecks become more than representations of people that exists elsewhere. They are, as
Zainab Bahrani says of some ancient Near Eastern images, not representational of some
preexisting meaning, but are themselves constitutive of meaning.2 As clay bodies, facenecks
appear more suited to participate in the material world of the Wari and intervene in their social
landscape, not as inert bystanders, but as active agents.
By locating facenecks within an animate worldview, their bodies take on a more physical
presence, and as such can be contrasted with what was absent or otherwise beyond reach from
the material world: ancestors and deities. Most scholars of the ancient Andes would agree that
ancestor veneration has deep pre-Incaic roots that extend at least as far back as the Early
Intermediate Period, if not before. For the Wari, tombs with multiple occupants and tomb
structures that were either re-entered or equipped with toqos or offering houses attest to a Wari
cult of the dead that depended on maintaining open lines of communication with ancestral spirits.
And although many questions remain regarding the range of roles played by facenecks during the
Middle Horizon, their close association with funerary contexts situates them in an ideal position
to have participated in rituals involving ancestor veneration. Thus, the clay bodies of faceneck
vessels may very well have served as surrogate bodies for the bodiless ancestors that
nevertheless needed to be directly engaged with and nurtured. In such circumstances, the
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faceneck may be viewed as powerful embodiments of the distributed agency of Wari ancestors,
whose favor was needed to sustain the fertility of crops and camelids, access to natural resources,
and ultimately life itself.
In this sense, facenecks can perhaps be thought of as images of ancestors, or even of the
concept of ancestral energy that inhabits and protects homes, fields, and waterways. As literal
images of humans, even humans of specific social rank in some cases, the relationship of
faceneck as signifier to ancestor as signified seems easy and direct. And yet, this relationship is
an awkward fit for other facenecks, particularly those made in large editions of matching vessels,
those bearing iconography that contests the human form, and finally those found outside the
funerary contexts, including facenecks smashed and buried in deposits of their own. And yet
their status as powerful pots would appear, if anything, elevated rather than diminished in these
cases. Only the largest, and often most elaborately decorated faceneck vessels were chosen to
participate in rituals involving the smashing of pottery, or as guardians of luxurious featherwork
panels in the case of Corral Redondo. If facenecks could act as vehicles for channeling
“mediating substances” like chicha to bodiless ancestors, to whom, or to where else could their
clay bodies be used to transmit offerings?3
Returning to Bill Sillar’s observations of modern-day rituals in the community of Raqchi,
Sillar notes that chicha is used not just to feed ancestors, but also the mountain apus and
pachamama, mother earth.4 Furthermore, referencing Allen’s work, he specifies that offerings
can be delivered via four routes: having a living person eat or drink on behalf of the recipient,
pouring a small amount drink on the ground or blowing the essence of coca leaves to distant
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places, burning an offering in a fire, or burying an offering in the ground.5 Although the rituals
differ, as do the recipients, the primary purpose is the same. In each case, the human performing
the ritual is making an offering to a member of the greater social community that either lacks a
material body (ancestors), or transcends their material body, which itself may be out of reach
(mountain apus, pachamama, mamacocha, etc.). And despite differences in the materials being
delivered, or the method of delivery, the technology of transmitting these materials is consistent.
Perhaps a similarity can be drawn with the disparate ways facenecks were ritually engaged.
As clay bodies, Wari facenecks may have functioned as powerful ritual vessels via the
technology of transmitting offerings from living to dead, and from human to non-human. In
either case they would have thus served as important conduits of communication, essential for
maintaining relationships between entities. Through their distributed agency, facenecks in this
light could be viewed as objects loaded with significance and affective power, whether
channeling the distributed agency of human ancestors, or of a greater, more cosmic energy.

The notion that Wari facenecks operated as clay bodies of ritual proportion opens the
door for further study of the history of the faceneck form. The faceneck continues to be a popular
form on the north coast during the Late Intermediate Period, just as it was during the Early
Intermediate Period, however the profound impact that the Wari phenomenon had on the coast
surely influenced the meaning and interpretation of this highly charged vessel form going
forward from the Middle Horizon. Reduction-fired facenecks excavated at Castillo de Huarmey,
including the black and red matching pair, demonstrate ties between the Wari of the norte chico
and societies further north along the coast, including rising polities like Lambayeque and Chimú.
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In fact, a curious parallel to the black and red matching facenecks from Castillo de Huarmey has
recently surfaced at the Chimú site of the mass child sacrifice at Huanchaquito-Las Llamas. At
the margins of the sacrificial site, archaeologists found a small deposit containing two ceramic
vessels: one black reduction-fired faceneck, ritually smashed, and one undecorated oxidized
vessel, left intact and with a rope around its neck.6 Such circumstances may offer valuable clues
into the nature of ritual breakage in the ancient Andes.
At the peak of their society, the Lambayeque are known for producing substantial
quantities of one particular vessel type, known commonly as the huaco rey, which Gannaway
likens to the faceneck form (fig. 70).7 Although Gannaway acknowledges Wari facenecks as
potential antecedents of the huaco rey, she comments: “Within the Wari corpus the best known
examples of this vessel type are large and richly painted with polychrome pigments. They are
generally found in ceremonial contexts, having either been ritually broken or having served as
containers for precious goods, such as feather covered textiles.”8 Her statement hinges on
contrasting a limited selection of Wari facenecks from the offerings at Pacheco, Conchopata, and
Corral Redondo with the huaco rey. On the contrary, the characteristics synonymous with
countless Lambayeque huaco rey vessels—their modest size, globular body, and tall narrow
spout, often accompanied by a strap handle—are precisely the characteristics that are most
common on Wari facenecks, particularly those associated with the central coast. In short, they
are far more alike than Gannaway suggests.
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The notion that Wari facenecks were direct antecedents to the Lambayeque huaco rey is a
compelling one, yet one that requires a much better understanding of the events that took place
on the central and north coasts of Peru and, more importantly, the players involved during that
nebulous epoch that bridges the Middle Horizon and the Late Intermediate Period.
Archaeological investigation on this time period is limited, particularly in the region between the
Moche and Chancay coastal valleys where the Santa style apparently flourishes for a brief
moment before being eclipsed by, or absorbed into the Chimú Empire. The complexities of the
mausoleum at Castillo de Huarmey and the assemblage of offerings buried there may hold clues
into this contentious time period, particularly given the location of this site in the norte chico.
The fact that the faceneck form is present in so many styles and iterations at Castillo de Huarmey
indicates both the significance of this vessel type, and the importance it will play in future
research.
This study shows the magnitude of the faceneck image as it surfaces again and again, in
different regions and styles, maintaining relevance over several centuries until it is selected by
the Lambayeque to transmit the image of their supreme ancestor, the Sicán Deity.9 Few ancient
Andean objects have demonstrated such significance, longevity, and profound presence as the
faceneck. To unlock its meaning is to capture a vital part of the ancient Andean past.
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Figure 1. Map of Peru showing river valleys, Wari sites, and sites where Wari artifacts
have been found. From Ochatoma, Cabrera, and Mancilla 2015: 14.
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Andean Chronology

a
Middle Horizon Chronology
Epoch

MH 1A

MH 1B

MH 2

MH 3-4

Dates (A.D.)

600-700

700-750

850-1000

1000-1050

b
Figure 2. (a) Andean chronology chart, from smarthistory.org. (b) Updated chronology for the
Middle Horizon Period, according to Makowski and Giersz 2016: 10-11.

Figure 3. Detail of a Wari chevron band, MMA 1996.290, www.metmuseum.org.
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Figure 4. Chakipampa profile head detail, from Lumbreras 1960: lám XI f.

Figure 5. Detail of a Wari faceneck, DMA 1997.120, photograph by author.

Figure 6. Chakipampa profile head with split eye, from Lumbreras 1960: lám V i.
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Figure 7. SAIS frontal and profile deities on an oversized urn, excavated at Conchopata by Julio
C. Tello in 1942, from Isbell 2018: 460, fig. 15.44.

Figure 8. Drawing of profile staff bearing attendant that appears on an oversized urn, excavated
at Conchopata by Julio C. Tello in 1942, from Menzel 1964: fig. 13.
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Figure 9. Atarco style urn with warrior, MRI 00178-01, from Bergh 2012: 138, fig. 119a.

Figure 10. Bottle with Atarco style profile head, from Menzel 1964: fig. 20.

282

Figure 11. Recuay “dragon” motif on jar, Museo Regional de Huarás, from Lumbreras 1974:
115, fig. 127a.

a

b

Figure 12. Wari tunic (fragments) with bird-headed figure (a), and detail (b), CMA 2005.53,
www.clevelandart.org.
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Figure 13. Set of stone-carved figurines excavated at Pikillacta, the Museo de la Universidad San
Antonio Abad del Cuzco, from McEwan 2005: 155, fig. 10.4.

Figure 14. Diagram showing “unity and duality within and between the figurine collections
[from Pikillacta],” from Cook 1992: 345, fig. 4.
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b

c

Figure 15. Examples of Agent 100, from Bergh 2012: (a) leather bag, CMA 2011.35; (b) ceramic
urn, MHRHU MHRA-1777; (c) faceneck, MNAAHP C-64075.

a

b

Figure 16. Examples of Agent 100 on ceramics, from Bergh 2012: (a) Museum Rietburg in
Zurich RPB 320; (b) Museo Amano in Lima FMAC-000020.

285

Figure 17. Wari head vessel, Hearst Museum of Anthropology 16-12118, photograph by author.

Figure 18. Machalilla (?) stirrup-spout vessel, Ecuador, 1800-1200 B.C., Dayton Art Institute
2004.77, photograph by author.
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Figure 19. Faceneck vessel from Pomabamba-Waychao, Early Intermediate Period, MHRHU,
no catalogue number, photograph by author.

Figure 20. Nasca single-spout and head vessel, DMA 1976.W.197, photograph by author.
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Figure 21. Northern Moche globular faceneck, excavated in the Lambayeque Valley by Wendell
Bennett, AMNH 41.1/639, photograph by author.

Figure 22. Northern Moche effigy faceneck, excavated at Pacatnamu, from Donnan and
McClellend 1997: 30, fig. 11.d
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Figure 23. Face mold excavated from Conchopata, UNSCH Lab, photograph by author.

Figure 24. Reconstruction drawing of a faceneck from the 1977 Conchopata group showing the
SAIS Staff Deity Complex and all four face variants, drawing by Anita Cook.
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Figure 25. Multi-strand necklace made with Spondylus shell beads, probably Wari, MMA
1987.235.1, www.metmuseum.org.

Figure 26. Shipibo-Conibo joni chomo funerary urns, male and female pair, Museo de la Nación
in Lima, photograph by author.
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Figure 27. Wari tie-dyed tunic with interlocking frets and bilateral asymmetry, MMA
1980.564.2, www.metmuseum.org.

Figure 28. Tupu (pin), Wari or Inka, MMA 64.228.703, www.metmuseum.org.
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Figure 29. Fragment, seemingly from a colossal faceneck, excavated at Conchopata, photograph
by Susan Bergh.

Figure 30. Drawing of the winged staff bearer on an Atarco style skullneck from the Nasca
Valley (app. A 228), from Menzel 1964: fig. 10a.
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Figure 31. Long-nosed bat, Platalina genovensium, conserbat-chile.blogspot.com.

Figure 32. Oversized urn, exterior, excavated at Pacheco by Julio C. Tello in 1927, MNAAHP no
catalogue number, from Bergh 2012: 146, fig. 132b.
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Figure 33. San Pedro cactus in bloom, Echinopsis pachanoi.

Figure 34. Spear-nosed bat, Phyllostomus hastatus, Tropical Conservation Bat Research Group.
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Figure 35. Lesser long-nosed bat pollinating a cactus flower, www.merlintuttle.org.

Figure 36. Drawing of a stone-carved relief at Chavín de Huantar.
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a

b
Figure 37. Wari wood-carved kero (a), and detail (b), MMA 1978.412.214,
www.metmuseum.org.

Figure 38. Moche head vessel, AIC 1955.2338, www.artic.edu.
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a

b

Figure 39. Moche head vessels: (a) UCLA Fowler Museum X71-145, from Donnan 2004: 20;
(b) Yale University Art Gallery 1956.27.7, photograph by author.

Figure 40. Moche vessel, MNAAHP no catalogue number, from Donnan 2004: 127, fig. 7.29.
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Figure 41. Statue of Gudea, MMA 59.2, www.metmuseum.org.

Figure 42. Two portraits of K’inich Janaab’ Pakal, photograph by Jamie Dwyer, from Wikimedia
Commons, wikimedia.org.
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Figure 43. Statue of Ur-Ningirsu, son of Gudea, MMA 47.100.86+L.2014.59,
www.metmuseum.org.

Figure 44. Wari four-cornered hat (worn by Agent 100?), MMA 1994.35.151,
www.metmuseum.org.
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Figure 45. Detail of a colonial period Inka tunic with tocapu band, CMA 1951.393,
www.clevelandart.org.

a

b

Figure 46. Oversized urn, interior, excavated at Pacheco by Julio C. Tello in 1927, MNAAHP no
catalogue number, from Bergh 2012: 146, fig. 132c-d.
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Figure 47. Drawing by Felipe Guamán Poma de Ayala of the ninth Inka queen (La Novena Coya
Mama Ananourque), www.kb.dk.

Figure 48. Wari nude female figure, MHRHU, photograph by author.
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Figure 49. Wari dressed female figure, AMNH 41.2/8596, from Bergh 2012: 124, fig. 92.

Figure 50. Wari ceramic vessel with three female figures, excavated at Maymi by Martha
Anders, MRI, from Bergh 2012: 154, fig. 141.
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Figure 51. Nievería effigy faceneck, Hearst Museum of Anthropology 4-9236, photograph by
author.

Figure 52. Viñaque style head vessel excavated at the San José de Moro cemetery,
PUCP M-U1242-C06, from Bergh 2012: 57, fig. 38.
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Figure 53. Inka aríbalo, AIC 1955.2214, www.artic.edu.

Figure 54. Top of a Late Horizon whistling bottle, Niedersächsisches Landesmuseum in
Hannover 10509, from Clados and Teufel 2013: 201.
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Figure 55. Inka faceneck pitcher, private collection, from Bray 2017: 247, fig. 2.

Figure 56. Killke faceneck pitcher, Field Museum of Natural History in Chicago 2763, from
Bauer and Stanish 1990: 9, fig. 6.
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Figure 57. Wari composite cup, from Wari: Arte Precolombino Peruano 2001: 337.

Figure 58. Wari effigy with kero, MRI 00176-01, from Bergh 2012: 89, fig. 59.

306

a

b

Figure 59. (a) Recuay vessel, Museo de la Nación in Lima, photograph by author; (b) Nasca
vessel, MRI 00062-01, photograph by author.

a

b

Figure 60. Llama vessels, excavated at Pacheco by Julio C. Tello in 1927: (a) MNAAHP
C-60592; (b) C-55041, both from Bergh 2012: 150-151, figs. 137-138.
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Figure 61. Wari whistling vessel, EMSMB VA 49699, from Bergh 2012: 140, fig. 123.

Figure 62. Feathered panel, excavated at Corral Redondo, MMA 1979.206.467,
www.metmuseum.org.
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Figure 63. Wari tomb types 1-7, from Isbell 2004: 10, fig. 4 and 14, fig. 7.
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Figure 64. Pair of reduction-fired smiling facenecks in situ, excavated at Castillo de Huarmey by
Miłosz Giersz.

Figure 65. Illustration by Fernando G. Baptista, from National Geographic June (2014): 66.

310

Figure 66. Drawing by Felipe Guamán Poma de Ayala depicting the burial of an Inka ruler
(Entierro del Inca), www.kb.dk.

Figure 67. Late Horizon faceneck aríbalo, CMA 2015.69, www.clevelandart.org.
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Figure. 68. Gloria Amasifuén, Shipibo, mahuetá (joni chomo), from Torres and Alayza 2002:81,
fig. 3.

Figure 69. Chimila style anthropomorphic funerary urn, Colombia, Dayton Art Institute 2007.51,
photograph by author.
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Figure 70. Lambayeque huaco rey vessel, MMA 1970.245.37, www.metmuseum.org.
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Appendix A: Catalogue of Faceneck Vessels
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1 a-b. Museo Histórico Regional Hipólito Unanue (MHRHU), no number, Ayacucho, Peru.
H: 27 cm. Provenience: Ayacucho Valley. Huarpa Style.

2 a-b. Wari Site Museum, no number, Ayacucho, Peru.
H: unknown. Provenience: Wari?, Ayacucho Valley. Huarpa Style.
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3 a-b. MHRHU, no number, Ayacucho, Peru.
H: 13 cm. Provenience: Wari, Ayacucho Valley.

4 a-b. Museo Nacional de Arqueología, Antropología, e Historia del Perú (MNAAHP), no number, Lima, Peru.
H: 25.1 cm. Provenience: unknown. Chakipampa Style.
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5 a-b. MHRHU, no number, Ayacucho, Peru.
H: 42 cm. Provenience: Aqo Wayqo, Ayacucho Valley. Chakipampa Style.

6 a-b. MHRHU, RN 82, 106, Ayacucho, Peru.
H: 21 cm. Provenience: Aqo Wayqo, Ayacucho Valley. Chakipampa Style.
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7 a-b. UNSCH Archaeology Lab, 728, Ayacucho, Peru.
H: 26 cm. Provenience: Aqo Wayqo, Ayacucho Valley. Chakipampa Style.

8 a-b. MHRHU, no number, Ayacucho, Peru.
H: 28 cm. Provenience: Aqo Wayqo, Ayacucho Valley. Chakipampa Style.
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9 a-b. MHRHU, RN 81978, Ayacucho, Peru.
H: 16 cm. Provenience: Wari, Ayacucho Valley. Chakipampa Style.

10 a-b. MHRHU, RN 81750, Ayacucho, Peru.
H: 16 cm. Provenience: Aqo Wayqo, Ayacucho Valley. Chakipampa Style.

347

11 a, 12 a, 13 a. Cache of miniatures. MHRHU, (L to R) RN 82121; RN 82119; RN 82118, Ayacucho, Peru.
H (L to R): 8.75 cm; 10 cm; 9.5. Provenience: Wari (Monqachayuq sector), Ayacucho Valley.

12 b, 13 b, 11 b. Cache of miniatures. MHRHU, (L to R) RN 82119; RN 82118; RN 82121, Ayacucho, Peru.
H (L to R): 10 cm; 9.5 cm; 8.75. Provenience: Wari (Monqachayuq sector), Ayacucho Valley.
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14 a-b. Cache of miniatures. MHRHU, no number, Ayacucho, Peru.
H: approximately 3 cm. Provenience: Wari (Monqachayuq sector), Ayacucho Valley.

14 c-d. Cache of miniatures. MHRHU, no number, Ayacucho, Peru.
H: approximately 3 cm. Provenience: Wari (Monqachayuq sector), Ayacucho Valley.
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15 a-b. Wari Site Museum, no number, Ayacucho, Peru.
H: unknown. Provenience: Wari?, Ayacucho Valley. Viñaque Style.

16 a-b. MHRHU, RN 81890, Ayacucho, Peru.
H: 21 cm. Provenience: Wari, Ayacucho Valley. Viñaque Style.
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17 a-b. MNAAHP, C-63548, Lima, Peru.
H: 20.2 cm. Provenience: unknown. Viñaque Style.

18 a-b. Brooklyn Museum, 41.1275, Brooklyn, NY, USA.
H: 20.8 cm. Provenience: unknown. Viñaque Style.
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19 a-b. MHRHU, 35/4043, Ayacucho, Peru.
H: 23 cm. Provenience: unknown. Viñaque Style.

20 a-b. Museo Larco, ML 035576, Lima, Peru.
H: 24.5 cm. Provenience: Nasca Valley. Viñaque Style.
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21 a-b. MHRHU, 51223, Lima, Peru.
H: unknown. Provenience: Wari, Ayacucho Valley.

22 a-b. Wari Site Museum, no number, Ayacucho, Peru.
H: 16 cm. Provenience: Wari?, Ayacucho Valley.
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23 a-b. MHRHU, no number, Ayacucho, Peru.
H: 16 cm. Provenience: Wari, Ayacucho Valley.

24 a-b. Wari Site Museum, no number, Ayacucho, Peru.
H: unknown. Provenience: Wari?, Ayacucho Valley.
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25 a-b. Wari Site Museum, no number, Ayacucho, Peru.
H: unknown. Provenience: Wari?, Ayacucho Valley? (coastal import?). Pachacamac Style.

25 c. Wari Site Museum, no number, Ayacucho, Peru.
H: unknown. Prov: Wari?, Ayacucho Valley? (coastal import?). Pachacamac Style.
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26 a-b. MHRHU, no number, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.

26 c-d. MHRHU, (L to R) MHRA-1784; MHRA-1778, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.
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26 e-f. MHRHU, no number, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.

26 g-h. MHRHU, (L to R) MHRA-1779; no number, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.
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26 i. MHRHU, no number, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.

26 j. MHRHU, no number, Ayacucho, Peru.
H: fragments of various size. Provenience: Conchopata, Ayacucho Valley. Conchopata Style.
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27 a-b. MHRHU, RN 82489, Ayacucho, Peru.
H: 100 cm. Provenience: Conchopata, Ayacucho Valley. Radio Carbon Date: 700 +/- 60.

27 c. MHRHU, RN 82489 (detail), Ayacucho, Peru.
H: 100 cm. Provenience: Conchopata, Ayacucho Valley. Radio Carbon Date: 700 +/- 60.
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28 a-b. MHRHU, no number, Ayacucho, Peru.
H: 85 cm. Provenience: Conchopata, Ayacucho Valley. Chakipampa Style.

29 a-b. MHRHU, RN 82552, Ayacucho, Peru.
H: 60 cm (incomplete). Provenience: Conchopata, Ayacucho Valley. Chakipampa Style.
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30 a-b. MHRHU, MHRU 888, Ayacucho, Peru.
H: 90 cm. Provenience: Conchopata, Ayacucho Valley. Chakipampa Style.

31 a-b. MHRHU, MHRU 893, Ayacucho, Peru.
H: 90 cm. Provenience: Conchopata, Ayacucho Valley. Chakipampa Style.
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32. UNSCH Archaeology Lab, no number, Ayacucho, Peru.
H: 110 cm. Provenience: Conchopata, Ayacucho Valley.

33. UNSCH Archaeology Lab, no number, Ayacucho, Peru.
H: 73 cm. Provenience: Conchopata, Ayacucho Valley.

34 a-b. UNSCH Archaeology Lab, no number, Ayacucho, Peru.
H: 52 cm. Provenience: Conchopata, Ayacucho Valley.
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35 a-b. UNSCH Archaeology Lab, no number, Ayacucho, Peru.
H: 18 cm. Provenience: Conchopata, Ayacucho Valley.

36 a-b. MHRHU, no number, Ayacucho, Peru.
H: 17 cm. Provenience: Conchopata, Ayacucho Valley.
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37. MHRHU, RN 82522, Ayacucho, Peru.
H: 12 cm. Provenience: unknown.

38 a. MHRHU or UNSCH Lab, no number, Ayacucho, Peru.
H: unknown. Provenience: Conchopata. Viñaque Style.

38 b-c. MHRHU or UNSCH Archaeology Lab, no number, Ayacucho, Peru.
H: unknown. Provenience: Conchopata, Ayacucho Valley. Viñaque Style.
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39 a-b. MHRHU, RN 82488, Ayacucho, Peru.
H: 12 cm. Provenience: Conchopata, Ayacucho Valley.

40 a-b. MHRHU, RN 82554, Ayacucho, Peru.
H: 11.5 cm. Provenience: Conchopata, Ayacucho Valley.
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41 a-b. MHRHU, WM02, Ayacucho, Peru.
H: 17 cm. Provenience: unknown. Chakipampa or proto-Ocoña Style.

41 c-d. MHRHU, WM02, Ayacucho, Peru.
H: 17 cm. Provenience: unknown. Chakipampa or proto-Ocoña Style.
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42. MNAAHP, C-54799, Lima, Peru. H: 110 cm.
Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.

42. MNAAHP, C-54800, Lima, Peru. H: 90 cm.
Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.

44 a-b. MNAAHP, C-34730, Lima, Peru.
H: unknown. Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.
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45 a-b. Museo de la Nación, 9562, Lima, Peru.
H: unknown. Provenience: Corral Redondo?, Ocoña Valley. Ocoña Style.

46 a-b. MNAAHP, C-34729, Lima, Peru.
H: unknown. Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.
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47 a-b. MNAAHP, C-64874, Lima, Peru.
H: 83.5 cm. Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.

48. MNAAHP, C-54802, Lima, Peru. H: unknown.
Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.

43, 44, 46, 47, 48. Photograph taken at Corral Redondo in
1943, likely a staged reconstruction of the excavation.
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49 a-b. MNAAHP, C-54801, Lima, Peru.
H: 50 cm. Provenience: Corral Redondo, Ocoña Valley. Ocoña Style.

50 a-b. Denver Art Museum, 1996.34, Denver, CO, USA.
H: 63.5 cm. Provenience: Pampa del Camotal, Nasca Drainage. Ocoña Style with reconstruced head.
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51 a-b. Dallas Museum of Art, 1997.120, Dallas, TX, USA.
H: 33.7 cm. Provenience: unknown. Ocoña Style.

52 a-b. Museo de la Nación, no number, Lima, Peru.
H: unknown. Provenience: unknown. Ocoña Style.
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53 a-b. AMNH, 41.2/7840, New York, NY, USA.
H: 51.7 cm. Provenience: Nasca Drainage? Ocoña Style.

54 a-b. Museo de la Nación, Lima, Peru.
H: unknown. Provenience: unknown. Ocoña Style.
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55 a-b. Museo Larco, ML 040256, Lima, Peru.
H: 23.4 cm (incomplete). Provenience: Wari, Ayacucho Valley. Ocoña Style.

56 a-b. EMSMB, VA 50915, Berlin, Germany
H: 10.5 cm. Provenience: Nasca? Pachacamac or Atarco Style.
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57 a-b. Museo de la Nación, MN 9513, Lima, Peru.
H: unknown. Provenience: unknown. Atarco Style.

58 a-b. MNAAHP, C-60119, Lima, Peru.
H: 17 cm. Provenience: unknown. Atarco Style.
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59 a-b. MRI, 03445-01, Ica, Peru.
H: 17.5 cm. Provenience: Nasca Valley. Atarco Style.

60 a-b. Museo Regional de Ica (MRI), 03444-01, Ica, Peru.
H: 19.8 cm. Provenience: Nasca Valley. Atarco Style.
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61 a-b. Fowler Museum UCLA, X86.2871, Los Angeles, CA, USA.
H: 17.5 cm. Provenience: unknown. Atarco Style.

62 a-b. MRI, 03468-01, Ica, Peru.
H: 28.2 cm. Provenience: unknown. Atarco Style.
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63 a-b. MNAAHP, C-18226, Lima, Peru.
H: 16 cm. Provenience: unknown. Atarco Style.

64 a-b. MNAAHP, C-14851, Lima, Peru.
H: 20.2 cm. Provenience: unknown. Atarco Style.
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65 a-b. Banco Central de la Reserva del Perú, no number, Lima, Peru.
H: unknown. Provenience: unknown. Atarco Style.

66 a-b. MRI, 03457-01, Ica, Peru.
H: 15.3 cm. Provenience: unknown. Atarco Style.
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67 a-b. Museo Larco, ML 031706, Lima, Peru.
H: 12.5 cm. Provenience: unknown. Atarco or Soisongo Style.

68 a-b. MNAAHP, C-14882, Lima, Peru.
H: 16.3 cm. Provenience: unknown. Atarco Style.

379

69. Unknown Collection.
H: 16.4 cm. Provenience: unknown. Atarco Style.

70. EMSMB, VA 49465, Berlin, Germany.
H: 13.2 cm. Provenience: unknown. Atarco Style.

71 a-b. MRI, 03455-01, Ica, Peru.
H: 14.5 cm. Provenience: unknown. Atarco Style.

380

72 a-b. MNAAHP, C-54780, Lima, Peru.
H: 15.5 cm. Provenience: unknown. Atarco Style.

73 a-b. Museum zu Allerheiligen, Eb15663, Schaffhausen, Switzerland.
H: unknown. Provenience: unknown. Atarco Style.
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74 a-b. MNAAHP, C-64095, Lima, Peru.
H: 16.8 cm. Provenience: unknown. Atarco or Viñaque Style.

75 a-b. MNAAHP, C-14874, Lima, Peru.
H: 15.9 cm. Provenience: unknown. Atarco or Viñaque Style.

382

76 a-b. MNAAHP, C-59735, Lima, Peru.
H: 17.5 cm. Provenience: unknown. Atarco Style.

77 a-b. MNAAHP, C-59744, Lima, Peru.
H: 18.8 cm. Provenience: unknown. Atarco Style.

383

78 a-b. MNAAHP, C-62348, Lima, Peru.
H: 16 cm. Provenience: unknown. Atarco Style.

79 a-b. MNAAHP, C-65684, Lima, Peru.
H: 18 cm. Provenience: unknown. Atarco Style.

384

80 a-b. MNAAHP, C-54760, Lima, Peru.
H: 16 cm. Provenience: unknown. Atarco Style.

81 a-b. AMNH, 41.2/6686, New York, NY, USA.
H: unknown. Provenience: unknown. Atarco Style.

385

82. MMA, 1987.2, New York, NY, USA.
H: 35.1 cm. Provenience: unknown.

83 a. Detroit Institute of Arts, 1991.113, Detroit, MI, USA.
H: 22.9 cm. Provenience: unknown. Viñaque Style.

83 b-c. Detroit Institute of the Arts, 1991.113, Detroit, MI, USA.
H: 22.9 cm. Provenience: unknown. Viñaque Style.

386

84 a-b. Dallas Museum of Art, 1976.W.216, Dallas, TX, USA.
H: 19.2 cm. Provenience: unknown. Atarco Style.

85 a-b. Dallas Museum of Art, 1976.W.217, Dallas, TX, USA.
H: 19.2 cm. Provenience: unknown. Atarco Style.

387

86 a-b. Brooklyn Museum, 41.418, Brooklyn, NY, USA.
H: 17.8 cm. Provenience: unknown. Atarco Style.

87 a-b. MMA, 1978.412.116, New York, NY, USA.
H: 15.2 cm. Provenience: unknown. Atarco Style.

388

88. I. Michael Kasser Collection, KP 246, USA.
H: 17.8 cm. Provenience: unknown. Atarco Style.

89. Pikillaqta Site Museum, no number, Cusco, Peru.
H: 20 cm. Provenience: Espíritu Pampa. Atarco Style.

90 a-b. Brooklyn Museum, 65.205, Brooklyn, NY, USA.
H: 22.9 cm. Provenience: unknown. Atarco Style.

389

91 a-b. MNAAHP, C-64075, Lima, Peru.
H: 50 cm. Provenience: Pacheco, Nasca Valley. Robles Moqo Style.

91 c-d. MNAAHP, C-64075, Lima, Peru.
H: 50 cm. Provenience: Pacheco, Nasca Valley. Robles Moqo Style.

390

92. MNAAHP, C-64097, Lima, Peru.
H: 50.2 cm. Provenience: Pacheco. Robles Moqo Style.

93. MNAAHP, C-64121, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

94. MNAAHP, C-64858, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

95. MNAAHP, C-64876, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

391

96. MNAAHP, C-66969, Lima, Peru.
H: 50 cm. Provenience: Pacheco. Robles Moqo Style.

97. MNAAHP, C-66970, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

98. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

99. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

392

100. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

101. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

102. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

103. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.
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104. MNAAHP, C-68871, Lima, Peru.
H: 49.7 cm. Provenience: Pacheco. Robles Moqo Style.

105. MHRHU, no number, Ayacucho, Peru.
H: 51.5 cm. Provenience: Pacheco. Robles Moqo Style.

106. Museo de la Nación, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.

107. Pachacamac Site Museum, no number, Lima, Peru.
H: unknown. Provenience: Pacheco. Robles Moqo Style.
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108 a-b. MNAAHP, C-63067, Lima, Peru.
H: 45.6 cm. Provenience: Pacheco. Robles Moqo Style.

109. Pachacamac Site Museum, no number, Lima, Peru.
H: unknown. Provenience: Pacheco? Robles Moqo Style.

110. MMA, 1978.412.67, New York, NY, USA.
H: 22.9 cm. Provenience: unknown. Robles Moqo Style.
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111 a-b. AMNH, 41.2/8602, New York, NY, USA.
H: unknown. Provenience: unknown. Robles Moqo Style.

112 a-b. Phoebe A. Hearst Museum, 16-10133, Berkeley, CA, USA.
H: 13.7 cm. Provenience: Bajo Rio Grande, Nasca Valley. Soisongo Style.
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113 a-b. Phoebe A. Hearst Museum, 4-8837, Berkeley, CA, USA.
H: 16 cm. Provenience: Pacheco, Nasca Valley. Soisongo Style.

114 a-b. Phoebe A. Hearst Museum, 4-8836, Berkeley, CA, USA.
H: 15.9 cm. Provenience: Pacheco, Nasca Valley. Soisongo Style.
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115 a-b. Museo Larco, ML 035574, Lima, Peru.
H: 22.3 cm. Provenience: Nasca Valley. Soisongo Style.

116 a-b. MRI, 03431-01, Ica, Peru.
H: 14.8 cm. Provenience: Nasca Valley. Soisongo Style.
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117 a-b. MRI, 03432-01, Ica, Peru.
H: 12.8 cm. Provenience: Nasca Valley. Soisongo Style.

118 a-b. MRI, 03449-01, Ica, Peru.
H: 14.3 cm. Provenience: unknown. Soisongo Style.
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119 a-b. MRI, 03429-01, Ica, Peru.
H: 11.8 cm. Provenience: Nasca Valley. Soisongo Style.

120 a-b. MNAAHP, C-65678, Lima, Peru.
H: 17 cm. Provenience: unknown. Soisongo Style.
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121 a-b. MRI, 03438-01, Ica, Peru.
H: 17.9 cm. Provenience: Nasca Valley. Soisongo Style.

122 a-b. MRI, no number, Ica, Peru.
H: unknown. Provenience: unknown. Soisongo Style.
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123 a-b. MRI, 03465-01, Ica, Peru.
H: 14.1 cm. Provenience: unknown. Soisongo Style.

125. Harvard University Peabody Museum, 46-77-30/5321,
Cambridge, MA, USA.
H: 17 cm. Provenience: Hacienda Las Trancas,
Nasca Valley. Soisongo Style.

124. Ashland University, 5688, Ashland, OH, USA.
H: unknown. Provenience: unknown. Soisongo Style.

402

126 a-b. Phoebe A. Hearst Museum, 16-10715, Berkeley, CA, USA.
H: 18.7 cm. Provenience: Atarco II, Taruga Valley, Ica Region. Soisongo Style.

127 a-b. MRI, 03456-01, Ica, Peru.
H: 18.5 cm. Provenience: unknown. Soisongo Style.
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128 a-b. MRI, 03436-01, Ica, Peru.
H: 12.8 cm. Provenience: Nasca Valley. Soisongo Style.

129. Beloit Logan Museum, 06247, Beloit, WI, USA.
H: 11.4 cm. Provenience: unknown. Soisongo Style.

130. EMSMB, VA 33301, Berlin, Germany.
H: 14.7 cm. Provenience: Nasca/Ica? Soisongo Style.
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131 a-b. Phoebe A. Hearst Museum, 16-10127, Berkeley, CA, USA.
H: 14.1 cm. Provenience: Bajo Rio Grande, Nasca Valley. Soisongo Style.

132 a-b. MRI, 03462-01, Ica, Peru.
H: 15.1 cm. Provenience: unknown. Soisongo Style.
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133 a-b. MRI, 03447-01, Ica, Peru.
H: 9.9 cm. Provenience: Nasca Valley. Soisongo Style.

134 a-b. MRI, 03441-01, Ica, Peru.
H: 17.5 cm. Provenience: Nasca Valley. Soisongo Style.
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135 a-b. MRI, 03464-01, Ica, Peru.
H: 12.3 cm. Provenience: unknown. Soisongo Style.

136 a-b. MRI, 03448-01, Ica, Peru.
H: 17.4 cm. Provenience: Nasca Valley. Soisongo Style.
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137 a-b. MRI, 03443-01, Ica, Peru.
H: 13.7 cm. Provenience: Nasca Valley. Soisongo Style.

138 a-b. MRI, 03454-01, Ica, Peru.
H: 18.5 cm. Provenience: Nasca Valley. Soisongo Style.

408

139 a-b. MRI, 03467-01, Ica, Peru.
H: 16.6 cm. Provenience: unknown. Soisongo Style.

140 a-b. MRI, 03466-01, Ica, Peru.
H: 22.9 cm. Provenience: unknown. Soisongo Style.
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141 a-b. MRI, 03461-01, Ica, Peru.
H: 16.8 cm. Provenience: unknown. Soisongo Style.

142 a-b. MRI, 03451-01, Ica, Peru.
H: 12.3 cm. Provenience: unknown. Soisongo Style.

410

143 a-b. Phoebe A. Hearst Museum, 4-6035, Berkeley, CA, USA.
H: 19.8 cm. Provenience: Ancon Cemetary, Site P, Grave 17, Ancon Valley. Pachacamac B Style.

144 a-b. Larco Museum, ML 018850, Lima, Peru.
H: 17.4 cm. Provenience: North Coast. Wari Norteño Style?
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145. EMSMB, VA 19057, Berlin, Germany.
H: 20.6 cm. Provenience: Central Coast.

146. AMNH, B-493, New York, NY, USA.
H: unknown. Provenience: unknown. Pachacamac B Style.

147 a-b. EMSMB, VA 49536, Berlin, Germany.
H: 18.4 cm. Provenience: Central Coast. Pachacamac B Style.

412

148 a-b. EMSMB, VA 49545, Berlin, Germany.
H: 24.5 cm. Provenience: Central Coast. Pachacamac B Style.

149 a-b. EMSMB, VA 49537, Berlin, Germany.
H: 24.4 cm. Provenience: Central Coast. Pachacamac B Style.

413

150 a-b. EMSMB, VA 19055, Berlin, Germany.
H: 23 cm. Provenience: Central Coast. Pachacamac B Style.

151 a-b. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: unknown.
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152 a-b. MRI, DA-357, ARD 56, Ica, Peru.
H: unknown. Provenience: unknown.

153 a-b. EMSMB, VA 49533, Berlin, Germany.
H: 27.5 cm. Provenience: Central Coast. Pachacamac B Style.

415

154 a-b. EMSMB, VA 49532, Berlin, Germany.
H: 28.2 cm. Provenience: Central Coast. Pachacamac B Style.

155 a-b. EMSMB, VA 49535, Berlin, Germany.
H: 23.8 cm. Provenience: Central Coast.
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156 a-b. EMSMB, VA 49531, Berlin, Germany.
H: 24.5 cm. Provenience: Central Coast. Pachacamac A Style.

156 c. EMSMB, VA 49531, Berlin, Germany.
H: 24.5 cm. Prov: Central Coast. Pachacamac A Style.

157. EMSMB, VA 49548, Berlin, Germany.
H: 18.6 cm. Prov: Central Coast. Pachacamac B Style.
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158 a-b. EMSMB, VA 49546, Berlin, Germany.
H: 19.9 cm. Provenience: Central Coast. Pachacamac B Style.

159 a-b. EMSMB, VA 49547, Berlin, Germany.
H: 19.9 cm. Provenience: Central Coast. Pachacamac B Style.
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160. EMSMB, VA 49543, Berlin, Germany.
H: 16.5 cm. Prov: Central Coast. Pachacamac B Style.

161. EMSMB, VA 49552, Berlin, Germany.
H: 19.7 cm. Prov: Central Coast. Pachacamac B Style.

162 a-b. Museum of World Culture, 1923.05.0094, Gothenburg, Sweden.
H: unknown. Provenience: Central Coast. Pachacamac B Style.
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163 a-b. Fowler Museum UCLA, X91.178, Los Angeles, CA, USA.
H: unknown. Provenience: unknown. Pachacamac B Style.

164. EMSMB, VA 49550, Berlin, Germany.
H: 17.2 cm. Provenience: Central Coast.

165. EMSMB, VA 49553, Berlin, Germany.
H: 15 cm. Provenience: Central Coast.

420

166 a-b. Museo Larco, ML 035569, Lima, Peru.
H: 16.2 cm. Provenience: Nasca Valley.

166 c-d. Museo Larco, ML 035569, Lima, Peru.
H: 16.2 cm. Provenience: Nasca Valley.

421

159 a-b. Harvard University Peabody Museum, 09-3-30/75519, Cambridge, MA, USA.
H: 16 cm. Provenience: Pachacamac. Pachacamac Style.

168. EMSMB, VA 19259, Berlin, Germany.
H: 20.4 cm. Prov: Central Coast. Pachacamac Style.

169. AIC, 1955.2241, Chicago, IL, USA.
H: 14.6 cm. Prov:unknown. Pachacamac Style.

422

170 a-b. EMSMB, VA 19257, Berlin, Germany.
H: 18.6 cm. Provenience: Central Coast. Pachacamac Style.

171 a-b. EMSMB, VA 49456, Berlin, Germany.
H: 17.3 cm. Provenience: Central Coast. Pachacamac Style.

423

172 a-b. Phoebe A. Hearst Museum, 4-6018, Berkeley, CA, USA.
H: 18.5 cm. Provenience: Ancon Cemetery, Site P, Grave 14, Ancon Valley. Pachacamac Style.

173. EMSMB, VA 49453, Berlin, Germany.
H: 18 cm. Prov: Central Coast. Pachacamac Style.

174. EMSMB, VA 49452, Berlin, Germany.
H: 17.2 cm. Prov: Central Coast. Pachacamac Style.

424

175 a-b. EMSMB, VA 49450, Berlin, Germany.
H: 18.2 cm. Provenience: Central Coast. Pachacamac Style.

176 a-b. Phoebe A. Hearst Museum, 4-6036, Berkeley, CA, USA.
H: 17.9 cm. Provenience: Ancon Cemetery, Site P, Grave 17, Ancon Valley. Pachacamac Style.

425

177. EMSMB, VA 49460, Berlin, Germany.
H: 12.6 cm. Prov: Central Coast. Pachacamac Style.

178. EMSMB, VA 49462, Berlin, Germany.
H: 18.3 cm. Prov: Central Coast. Pachacamac Style.

179. EMSMB, VA 49463, Berlin, Germany.
H: 20.4 cm. Prov: Central Coast. Pachacamac Style.

180. EMSMB, VA 49461, Berlin, Germany.
H: 18.6 cm. Prov: Central Coast. Pachacamac Style.

426

181. EMSMB, VA 49467, Berlin, Germany.
H: 16.6 cm. Prov: Central Coast. Pachacamac Style.

182 a. EMSMB, VA 49534, Berlin, Germany.
H: 21.7 cm. Prov: Central Coast. Pachacamac B Style.

182 b-c. EMSMB, VA 49534, Berlin, Germany.
H: 21.7 cm. Provenience: Central Coast. Pachacamac B Style.

427

183 a-b. AMNH, B-494, New York, NY, USA.
H: unknown. Provenience: unknown. Pachacamac B Style.

184. EMSMB, VA 49542, Berlin, Germany.
H: 18.3 cm. Prov: Central Coast. Pachacamac B Style.

185. EMSMB, VA 49541, Berlin, Germany.
H: 19.2 cm. Prov: Central Coast. Pachacamac B Style.

428

186. EMSMB, VA 49614, Berlin, Germany.
H: 32.8 cm. Prov: Central Coast. Pachacamac B Style.

187. EMSMB, VA 49539, Berlin, Germany.
H: 19 cm. Prov: Central Coast. Pachacamac Style.

188 a-b. EMSMB, VA 49617, Berlin, Germany.
H: 27.4 cm. Provenience: Central Coast. Pachacamac B Style.

429

189 a-b. Phoebe A. Hearst Museum, 16-2617, Berkeley, CA, USA.
H: 21.2 cm. Provenience: Pachacamac?, Central Coast. Pachacamac B Style.

190. EMSMB, VA 19090, Berlin, Germany.
H: 17 cm. Prov: Central Coast. Pachacamac B Style.

430

191 a-b. Phoebe A. Hearst Museum, 4-7322, Berkeley, CA, USA.
H: 30.6 cm. Provenience: San Nicolas, Supe Valley.

192 a-b. Phoebe A. Hearst Museum, 4-7515, Berkeley, CA, USA.
H: 18 cm. Provenience: San Nicolas, Supe Valley.

431

193 a-b. Phoebe A. Hearst Museum, 4-7659, Berkeley, CA, USA.
H: 26.4 cm. Provenience: Las Salinas de Huacho, Grave 6, Supe Valley. Pachacamac B Style?

194 a-b. AMNH, 41.0/4745, New York, NY, USA.
H: 26.4 cm. Provenience: Las Salinas de Huacho, Grave 6, Supe Valley. Pachacamac B Style?
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195 a-b. MNAAHP, no number, Lima, Peru.
H: unknown. Provenience: unknown.

196. Unknown collection (sold at auction, May 16, 2014).
H: 23.5 cm. Provenience: unknown.

433

197 a-b. Museo Larco, ML 018779, Lima, Peru.
H: 21.1 cm. Provenience: North Coast. Wari Norteño Style.

198 a-b. Phoebe A. Hearst Museum, 16-2618, Berkeley, CA, USA.
H: 18.7 cm. Provenience: Pachacamac?, Central Coast.

434

199 a-b. MNAAHP, C-61930, Lima, Peru.
H: 18.6 cm. Provenience: unknown.

200 a-b. Museo Larco, ML 018960, Lima, Peru.
H: 19 cm. Provenience: North Coast. Wari Norteño Style.

435

201 a-b. Museo Larco, ML 018706, Lima, Peru.
H: 19.8 cm. Provenience: Huarmey Valley. Wari Norteño Style.

202 a-b. MNAAHP, C-14849, Lima, Peru.
H: 24 cm. Provenience: unknown.

436

203 a-b. Brooklyn Museum, 30.1010, Brooklyn, NY, USA.
H: 22.8 cm. Provenience: North Coast.

204 a-b. MNAAHP, C-69196, Lima, Peru.
H: 25 cm. Provenience: El Castillo de Huarmey, Huarmey Valley. Viñaque Style.

437

205. MNAAHP, C-69189, Lima, Peru.
H: 25.9 cm. Prov: El Castillo de Huarmey. Viñaque Style.

206. MNAAHP, C-69187, Lima, Peru.
H: 26 cm. Prov: El Castillo de Huarmey. Viñaque Style.

207. MNAAHP, C-69198, Lima, Peru.
H: 22.8 cm. Prov: El Castillo de Huarmey.

208. MNAAHP, no number, Lima, Peru.
H: 22.8 cm. Prov: El Castillo de Huarmey.

438

209 a-b. MNAAHP, C-69186, Lima, Peru.
H: 22 cm. Provenience: El Castillo de Huarmey, Huarmey Valley. Atarco Style.

210. MNAAHP, no number, Lima, Peru.
H: 22.2 cm. Prov: El Castillo de Huarmey. Atarco Style.

211. MNAAHP, C-69211, Lima, Peru.
H: 18.7 cm. Prov: El Castillo de Huarmey.

439

212 a. MNAAHP, C-69222, C-69223, plus four others with no known number, Lima, Peru.
H: 28.4 cm, 28.6 cm. Provenience: El Castillo de Huarmey, Huarmey Valley.

212 b. Excavation photograph of blackware facenecks in situ.

440

213 a-b. MHRHU, 1/1232, Ayacucho, Peru.
H: 13.5 cm. Provenience: North Coast. Santa Style.

214 a-b. Phoebe A. Heast Museum, 16-13780, Berkeley, CA, USA.
H: 22.1 cm. Provenience: Huarmey Valley? Santa Style.

441

215 a-b. Museo Larco, ML 018947, Lima, Peru.
H: 14.6 cm. Provenience: Casma Valley. Santa Style.

216 a-b. Museo Larco, ML 031734, Lima, Peru.
H: 19.5 cm. Provenience: North Coast. Santa Style.

442

217 a-b. MNAAHP, C-18935, Lima, Peru.
H: 23 cm. Provenience: Santa or Pativilca Valley? Santa Style.

219. Cincinnati Art Museum, 1938.10590, Cincinnati, OH.
H: unknown. Provenience: unknown. Santa Style.

218. Museum Five Continents, no number, Munich, Germany.

H: 20.1 cm. Provenience: unknown. Santa Style.

443

220 a-b. Denver Art Museum, 1959.125, Denver, CO, USA.
H: 19 cm. Provenience: unknown. Santa Style.

221 a-b. Museo Larco, ML 018911, Lima, Peru.
H: 21.6 cm. Provenience: Casma Valley. Santa Style.

444

222 a-b. MNAAHP, C-54773, Lima, Peru.
H: 18.5 cm. Provenience: Nasca Valley?

222 c. MNAAHP, C-54773, Lima, Peru. Detail of bottom.
H: 18.5 cm. Provenience: Nasca Valley?

223. Pikillaqta Site Museum, no number, Cusco, Peru.
H: unknown. Prov: Espíritu Pampa. Viñaque Style.

445

224 a-b. David Bernstein Pre-Columbian Art, M7046, New York, NY, USA.
H: 20.3 cm. Provenience: unknown. Atarco Style.

225 a-b. Carlos Soldi collection, Ocucaje or Lima, Peru.
H: 21.5 cm. Provenience: San José de Ingenio, Nasca Valley. Atarco B Style.

446

226 a-b. Carlos Soldi collection, Ocucaje or Lima, Peru.
H: 21.5 cm. Provenience: Nasca Valley? Atarco A Style.

226 c. Carlos Soldi collection, Ocucaje or Lima, Peru.
H: 21.5 cm. Provenience: Nasca Valley? Atarco A Style.

227. AMNH, 41.2/8594, New York, NY, USA.
H: 17.1 cm. Prov: South Coast. Atarco Style.
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No.
1
2
3
4
5
6
7
8
9
10
11
12
13
14a
14b
14c
14d
15
16
17
18
19
20
21
22
23
24
25
26
27

Accession Number

Collection

Height (cm)

Valley/District

Multiple fragments

MHRHU: Ayacucho
Wari Site Museum
MHRHU: Ayacucho
MNAAHP: Lima
MHRHU: Ayacucho
MHRHU: Ayacucho
UNSCH Lab: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
Wari Site Museum
MHRHU: Ayacucho
MNAAHP: Lima
Brooklyn Museum
MHRHU: Ayacucho
Museo Larco: Lima
MNAAHP: Lima
Wari Site Museum
MHRHU: Ayacucho
Wari Site Museum
Wari Site Museum
MHRHU: Ayacucho

RN 82489

MHRHU: Ayacucho

100

Heartland

Ayacucho

RN 82, 106
728
RN
RN
RN
RN
RN

81978
81750
82121
82119
82118

RN 81890
C-063548
41.1275.62
35/4043
ML 035576
51223

28

27

Region

13
25.1
42
21
26
28
16
16
8.75
10
9.5
3
3
3
3
21
20.2
20.8
23
24.5

16

~150

Heartland
Heartland
Heartland

Ayacucho
Ayacucho
Ayacucho

Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland

Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho

South Coast
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland

Nasca
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho

MHRHU: Ayacucho

85

Heartland

Ayacucho

29

MRHU 896/
RN 82552

MHRHU: Ayacucho

incomplete

Heartland

Ayacucho

30

MRHU 888

MHRHU: Ayacucho

90

Heartland

Ayacucho

31
32
33
34
35
36
37
38
39
40
41
42
43

MRHU 893

MHRHU: Ayacucho
UNSCH Lab: Ayacucho
UNSCH Lab: Ayacucho
UNSCH Lab: Ayacucho
UNSCH Lab: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
UNSCH Lab: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MNAAHP: Lima
MNAAHP: Lima

90
110
73
52
18
17
12

Heartland
Heartland
Heartland
Heartland
Heartland
Heartland

Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho
Ayacucho

Heartland
Heartland
Heartland

Ayacucho
Ayacucho
Ayacucho

Far South
Far South

Ocoña
Ocoña

RN 82522
RN 82488
RN 82554
WM02
C-54799
C-54800

12
11.5
17
110
90
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No.
1
2
3
4
5
6
7
8
9
10
11
12
13
14a
14b
14c
14d
15
16
17
18
19
20
21
22
23
24
25
26

Site

Style
Huarpa
Huarpa

Wari
Aqo Wayqo
Aqo Wayqo
Aqo Wayqo
Aqo Wayqo
Wari
Aqo Wayqo
Wari
Wari
Wari
Wari
Wari
Wari
Wari
Wari

Chakipampa
Chakipampa
Chakipampa
Chakipampa
Chakipampa
Chakipampa
Chakipampa

Viñaque
Viñaque
Viñaque
Viñaque
Viñaque
Viñaque

Wari
Wari

Conchopata

Pachacamac
Chakipampa

27

Conchopata

28

Conchopata

Chakipampa

29

Conchopata

Chakipampa

30

Conchopata

Chakipampa

31
32
33
34
35
36
37
38
39
40
41
42
43

Conchopata
Conchopata
Conchopata
Conchopata
Conchopata
Conchopata

Chakipampa

Conchopata
Conchopata
Conchopata

Viñaque

Corral Redondo
Corral Redondo

Handles

Pair/
Group

Archaeologist or
Collector

2
1
0
2
1
2
2
lug
lug
lug
lug
lug
2
2

1
2
0
lug
2 lugs
2 lugs
2
0
1
0
0
2
2

Ocoña
Ocoña
Ocoña

Theme

Hump-backed animal
José Ochatoma
José Ochatoma
José Ochatoma
José Ochatoma

Profile avian heads

Agent 110

Effigy
Full-bodied flask
SAIS

Group

Isbell and Knobloch
Ochatoma, Cabrera,
Isbell, and Cook

Profile avian heads
Pair

Ochatoma, Cabrera,
Isbell, and Cook

Pair

Ochatoma, Cabrera,
Isbell, and Cook

2

Pair

Ochatoma, Cabrera,
Isbell, and Cook

2

Pair

Ochatoma, Cabrera,
Isbell, and Cook

2

2
2
lug
lug
1
0
lug
lug
lug
2
2

Pair
Pair

451

`

No.

Accession Number

44

C-34730

MNAAHP: Lima

Far South

Ocoña

45
46
47
48
49

MN 9562
C-34729
C-64874
C-54802
C-54801

Museo de la Nación:
Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima

Far
Far
Far
Far
Far

Ocoña
Ocoña
Ocoña
Ocoña
Ocoña

50
51

1996.34
1997.120

Denver Art Museum
Dallas Museum of Art

63.5
33.65

41.2/7840

Museo de la Nación:
Lima
AMNH: New York

51.7

ML 040256
VA 50915

Museo de la Nación:
Lima
Museo Larco: Lima
EMSMB: Berlin

52
53
54
55
56

Collection

03457-01
ML 031706
C-14882

Museo de la Nación:
Lima
MNAAHP: Lima
Museo Regional de Ica
Museo Regional de Ica
Fowler Museum: UCLA
Museo Regional de Ica
MNAAHP: Lima
MNAAHP: Lima
BCRP: Lima
Museo Regional de Ica
Museo Larco: Lima
MNAAHP: Lima

VA 49465
03455-01
C-54780
Eb15663
C-64095
C-14874
C-59735
C-59744
C-62348
C-65684
C-54760
41.2/6686
1987.2
1991.113
1976.W.216
1976.W.217
41.418
1978.412.116

EMSMB: Berlin
Museo Regional de Ica
MNAAHP: Lima
Schaf Museum
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
AMNH: New York
MMA: New York
Detroit Institute of Arts
Dallas Museum of Art
Dallas Museum of Art
Brooklyn Museum
MMA: New York

KP 246

I. Michael Kasser
Collection

57
58
59
60
61
62
63
64
65
66
67
68
69
70
71
72
73
74
75
76
77
78
79
80
81
82
83
84
85
86
87

MN 9513
C-60119
03445-01
03444-01
X86.2871
03468-01
C-18226
C-14851

88

Height (cm)

83.5
50

Region

South
South
South
South
South

South Coast

Nasca

incomplete
10.5

South Coast

Nasca

17
17.5
19.8

South Coast
South Coast

Nasca
Nasca

28.2
16
20.2
15.3
12.5
16.3
16.4
13.2
14.5
15.5
16.8
15.9
17.5
18.8
16
18
16
35.1
22.9
19.2
19.2
17.8
15.2
17.8
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Valley/District

South Coast

Central Coast

No.

Site

Style

Handles

44
1

Corral Redondo

Ocoña

45
46
47
48
49

Corral
Corral
Corral
Corral
Corral

Ocoña
Ocoña
Ocoña
Ocoña
Ocoña

2
2
2
2
2

Ocoña
Ocoña

2
2

52
53

Ocoña
Ocoña

2
2

54
55
56

Atarco/Ocoña
Ocoña
Atarco

2

57
58
59
60
61
62
63
64
65
66
67
68
69
70
71
72
73
74
75
76
77
78
79
80
81
82
83
84
85
86
87

Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco

88

Atarco

50
51

Redondo
Redondo
Redondo
Redondo
Redondo

Pampa del
Camotal

Atarco
Atarco
Atarco
Atarco
Atarco
Viñaque
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Atarco
Robles Moqo
Atarco
Atarco
Atarco
Atarco

2
1
1
0
0
2
0
2
2
2
0
0
1
1
1
1
1
1
1
1
1
1
1
1
1
1
0
0
0
0
lug
lug

Theme

Pair/
Group

Archaeologist or
Collector

Pair
Pair

Felines

Louis Slavits

Agent 103

Wilhelm Gretzer

Profile avian heads

Full-bodied figure

Pair
Wilhelm Gretzer

Pair
Pair

Pair
Pair
Everett Rassiga
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No.
89
90
91
92
93
94
95
96
97
98
99
100
101
102
103
104
105
106
107
108
109
110
111
112
113

Accession Number

65.205
C-64075
C-64097
C-64121
C-64858
C-64876
C-66969
C-66970

C-068871

Collection

Height (cm)

Pikillaqta Site Museum
Brooklyn Museum
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
MHRHU: Ayacucho

20
22.9
50
50.2

Region

Valley/District

Highlands

Vilcabamba

49.7
51.5

South
South
South
South
South
South
South
South
South
South
South
South
South
South
South

Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast

Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca
Nasca

45.6

South Coast
South Coast
South Coast

Nasca
Nasca
Nasca

50

1978.412.67
41.2/8602

Museo de la Nación:
Lima
Pacacamac Site Museum
MNAAHP: Lima
Pacacamac Site Museum
MMA: New York
AMNH: New York

16-10133

Hearst Museum: UC
Berkeley

13.7

South Coast

Nasca

4-8837

Hearst Museum: UC
Berkeley

16

South Coast

Nasca

South
South
South
South
South
South
South
South
South
South

Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast
Coast

Nasca
Nasca
Nasca
Nasca
Nasca
Nasca

C-63067

incomplete

114
115
116
117
118
119
120
121
122
123
124

4-8836
ML 035574
03431-01
03432-01
03449-01
03429-01
C-65678
03438-01
03465-01
5688

Hearst Museum: UC
Berkeley
Museo Larco: Lima
Museo Regional de Ica
Museo Regional de Ica
Museo Regional de Ica
Museo Regional de Ica
MNAAHP: Lima
Museo Regional de Ica
Museo Regional de Ica
Museo Regional de Ica
Ashland University

125

46-77-30/5321

Harvard Peabody
Museum

17

South Coast

Nasca

16-10715
03456-01
03436-01
06247
VA 33301

Hearst Museum: UC
Berkeley
Museo Regional de Ica
Museo Regional de Ica
Beloit Logan Museum
EMSMB: Berlin

18.7
18.5
12.8
11.4
14.7

South Coast

Taruga (Ica
region)

South Coast

Nasca

South Coast

Nasca/Ica

16-10127

Hearst Museum: UC
Berkeley

14.1

South Coast

Nasca

126
127
128
129
130
131

15.9
22.3
14.8
12.8
14.3
11.8
17
17.9
14.1

454

Nasca

No.
1
89
90
91
92
93
94
95
96
97
98
99
100
101
102
103
104
105

Site

Handles

Full-bodied flask;
Agent 103
Full-bodied flask
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100
Agent 100

Pair/
Group

Archaeologist or
Collector

Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco
Pacheco

106
107
108
109
110
111

Pacheco
Pacheco
Pacheco

Robles Moqo
Robles Moqo
Robles Moqo

112

Bajo Rio Grande Soisongo

1

113

Pacheco

Soisongo

1

Max Uhle

114
115
116
117
118
119
120
121
122
123
124

Pacheco

Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo

1
2
1
1
1
1
2
1

Max Uhle

Soisongo

2

Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo
Moqo

Robles Moqo
Robles Moqo

Hacienda Las
Trancas

lug
lug
2
2
2
2
2
2
2
2
2
2
2
2
2
2
2

Theme

Atarco
Atarco
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles
Robles

125

Espíritu Pampa

Style

2
2
2
2

Agent 100
Agent 100

0

Musician

1
1

126
127
128
129
130

Atarco II

Soisongo
Soisongo
Soisongo
Soisongo
Soisongo

1
1
1
1

131

Bajo Rio Grande Soisongo

1

455

Javier Fonseca
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group
Group

Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio
Julio

Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello
Tello

Group
Group
Group

Julio Tello
Julio Tello
Julio Tello

No.

Accession Number

Collection

132
133
134
135
136
137
138
139
140
141
142

03462-01
03447-01
03441-01
03464-01
03448-01
03443-01
03454-01
03467-01
03466-01
03461-01
03451-01

143
144
145
146
147
148
149
150
151
152
153
154
155

4-6035
ML 018850
VA 19057
B-493
VA 49536
VA 49545
VA 49537
VA 19055
DA-357, ARD 56
VA 49533
VA 49532
VA 49535

Hearst Museum: UC
Berkeley
Museo Larco: Lima
EMSMB: Berlin
AMNH: New York
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
MNAAHP: Lima
Museo Regional de Ica
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin

156

VA 49531

157

Museo
Museo
Museo
Museo
Museo
Museo
Museo
Museo
Museo
Museo
Museo

Regional
Regional
Regional
Regional
Regional
Regional
Regional
Regional
Regional
Regional
Regional

de
de
de
de
de
de
de
de
de
de
de

Height (cm)
Ica
Ica
Ica
Ica
Ica
Ica
Ica
Ica
Ica
Ica
Ica

15.1
9.9
17.5
12.3
17.4
13.7
18.5
16.6
22.9
16.8
12.3

Region

Valley/District

South Coast
South Coast

Nasca
Nasca

South Coast
South Coast
South Coast

Nasca
Nasca
Nasca

19.8
17.4
20.6

Central Coast

Lima District

18.4
24.5
24.4
23

Central
Central
Central
Central

27.5
28.2
23.8

Central Coast
Central Coast
Central Coast

EMSMB: Berlin

24.5

Central Coast

VA 49548

EMSMB: Berlin

18.6

Central Coast

158

VA 49546

EMSMB: Berlin

19.9

Central Coast

159

VA 49547

EMSMB: Berlin

19.9

Central Coast

160

VA 49543

EMSMB: Berlin

16.5

Central Coast

161

VA 49552

EMSMB: Berlin

19.7

Central Coast

162

1923.05.0094

Gothenburg, Sweden

163

X91.178

Fowler Museum: UCLA

164

VA 49550

EMSMB: Berlin

17.2

165

VA 49553

EMSMB: Berlin

15

166

ML 035569

Museo Larco: Lima

16.2

South Coast

09-3-30/75519
VA 19259
1955.2241

Harvard Peabody
Museum
EMSMB: Berlin
Art Institue of Chicago

16
20.4
14.6

Central Coast
Central Coast

167
168
169

Central Coast
Coast
Coast
Coast
Coast

Central Coast

456

Central Coast
Nasca

No.

Site

132
133
134
135
136
137
138
139
140
141
142

Style

Handles

Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo
Soisongo

1
1
1
1
1
1
1
1
0
1
1

Pachacamac
Wari Norteño
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac
Pachacamac

0
2

156

Pachacamac

157

143
144
145
146
147
148
149
150
151
152
153
154
155

Ancón, Site P

Theme

Pair/
Group

Archaeologist or
Collector

Pachacamac Griffins
Profile avian heads
Profile avian heads
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Full body griffins
Pachacamac Griffin

Max Uhle

2

Profile creature heads

Wilhelm Gretzer

Pachacamac

2

Profile creature heads

Wilhelm Gretzer

158

Pachacamac

2

Profile creature heads

Wilhelm Gretzer

159

Pachacamac

2

Profile creature heads

Wilhelm Gretzer

160

Pachacamac

Profile creature heads

Wilhelm Gretzer

161

Pachacamac

Profile creature heads

Wilhelm Gretzer

162

Pachacamac

2

Profile creature heads

163

Pachacamac

1

Profile creature heads

2
0
0
0
0
1
0
0

Arthur Baessler
Wilhelm Gretzer
Wilhelm Gretzer
Wilhelm Gretzer
Arthur Baessler

Wilhelm Gretzer
Wilhelm Gretzer
Wilhelm Gretzer

164

Profile creature heads

Wilhelm Gretzer

165

Profile creature heads

Wilhelm Gretzer

166
167
168
169

2
Pachacamac
Pachacamac
Pachacamac

Profile creature heads

1
1
1

Arthur Baessler

457

No.

Accession Number

170
171

VA 19257
VA 49456

172
173
174
175

Height (cm)

Region

EMSMB: Berlin
EMSMB: Berlin

18.6
17.3

Central Coast
Central Coast

4-6018
VA 49453
VA 49452
VA 49450

Hearst Museum: UC
Berkeley
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin

18.5
18
17.2
18.2

Central
Central
Central
Central

Coast
Coast
Coast
Coast

Lima District

176
177
178
179
180
181
182
183
184
185
186
187
188

4-6036
VA 49460
VA 49462
VA 49463
VA 49461
VA 49467
VA 49534
B-494
VA 49542
VA 49541
VA 49614
VA 49539
VA 49617

Hearst Museum: UC
Berkeley
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
AMNH: New York
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin

17.9
12.6
18.3
20.4
18.6
16.6
21.7

Central
Central
Central
Central
Central
Central

Coast
Coast
Coast
Coast
Coast
Coast

Lima District

189
190

16-2617
VA 19090

Hearst Museum: UC
Berkeley
EMSMB: Berlin

21.2
17

Central Coast

Lima District

191

4-7322

Hearst Museum: UC
Berkeley

30.6

Central Coast

Supe

4-7515

Hearst Museum: UC
Berkeley

18

Central Coast

Supe

193

4-7659

Hearst Museum: UC
Berkeley

26.4

Central Coast

Supe

194
195

41.0/4745

AMNH: New York
MNAAHP: Lima

26.4

Central Coast

Supe

ML 018779

Private Collection?
Museo Larco: Lima

23.5
21.1

Norte Chico?

198

16-2618

Hearst Museum: UC
Berkeley

18.7

Central Coast

199

C-61930

MNAAHP: Lima

18.6

200

ML 018960

Museo Larco: Lima

19

Norte Chico?

201
202
203

ML 018706
C-14849
30.1010

Museo Larco: Lima
MNAAHP: Lima
Brooklyn Museum

19.8
24
22.8

Norte Chico

Huarmey

204

C-069196

MNAAHP: Lima

25

Norte Chico

Huarmey

205

C-069189

MNAAHP: Lima

25.9

Norte Chico

Huarmey

192

196
197

Collection

Valley/District

Central Coast
18.3
19.2
32.8
19
27.4
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Lima District

No.

Site

170
171
172
173
174
175

Ancón, Site P

Style

Handles

Theme

Pair/
Group

Archaeologist or
Collector

Pachacamac
Pachacamac

1
1

Arthur Baessler
Wilhelm Gretzer

Pachacamac
Pachacamac
Pachacamac
Pachacamac

1
1
1
1

Max Uhle
Wilhelm Gretzer
Wilhelm Gretzer
Wilhelm Gretzer

Derived
Nieveria
Derived Nieveria
Pachacamac
Pachacamac
Pachacamac
Pachacamac

176
177
178
179
180
181
182
183
184
185
186
187
188

Ancón, Site P

189
190

Pachacamac

0

191

Chimu Capac

0

192

San Nicolas

0

Female

193

Las Selinas de
Huacho

Pachacamac

0

Female, cup holder

Pair

Max Uhle

Las Selinas de
Huacho

Pachacamac

0
0

Female, cup holder
Female, cup holder

Pair
Pair

Max Uhle

0
0

Female, cup holder

Pair

194
195

Pachacamac

Pachacamac

196
197
198

Wari Norteño
Pachacamac

199

1
1
1
1
1
1
0
2

Bloody nose

2
0

Max Uhle
Wilhelm Gretzer
Pachacamac Griffins
Pachacamac Griffins
Hump-backed animal
Rayed heads
Full body griffins
Full body griffins

Wilhelm
Wilhelm
Wilhelm
Wilhelm

Gretzer
Gretzer
Gretzer
Gretzer

Rayed heads
Hump-backed animal
Full-bodied figure

Wilhelm
Wilhelm
Wilhelm
Wilhelm
Wilhelm

Gretzer
Gretzer
Gretzer
Gretzer
Gretzer

Full-bodied figure
Full-bodied figure

Adolph Bandelier
Arthur Baessler
Max Uhle

2

Profile creature
heads, black/white

2

Profile creature
heads, black/white

200

Wari Norteño

2

Profile creature
heads, black/white

201
202
203

Wari Norteño

2
0
0

Profile creature
heads, black/white
Rayed head
Rayed head

204

Castillo de
Huarmey

Viñaque

2

205

Castillo de
Huarmey

Viñaque

0

Max Uhle

Adolph Bandelier

Milosz Giersz
Pair
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Milosz Giersz

No.

Accession Number

206

C-069187

MNAAHP: Lima

26

Norte Chico

Huarmey

207

C-069198

MNAAHP: Lima

22.8

Norte Chico

Huarmey

MNAAHP: Lima

22.8

Norte Chico

Huarmey

MNAAHP: Lima

22

Norte Chico

Huarmey

MNAAHP: Lima

22.2

Norte Chico

Huarmey

208
209

C-069186

210

Collection

Height (cm)

Region

Valley/District

211

C-069211

MNAAHP: Lima

18.7

Norte Chico

Huarmey

212

C-069222

MNAAHP: Lima

28.4

Norte Chico

Huarmey

212

C-069223

MNAAHP: Lima

28.6

Norte Chico

Huarmey

213

1/1232

MHRHU: Ayacucho

13.5

214

16-13780

Hearst Museum: UC
Berkeley

22.1

Norte Chico

Huarmey?

215
216
217
218
219
220
221
222
223

ML 018947
ML 031734
C-18935

14.6
19.5
23
20.1

Norte Chico
Norte Chico?
Norte Chico

Casma

Norte Chico

Casma

Highlands

Vilcabamba

224

1938.10590
1959.125
ML 018911
C-54773

M7046

225
226
227

41.2/8594

Museo Larco: Lima
Museo Larco: Lima
MNAAHP: Lima
Munich Museum
Cincinnati Art Museum
Denver Art Museum
Museo Larco: Lima
MNAAHP: Lima
Pikillaqta Site Museum

19
21.6
18.5

Santa or Pativilca

David Bernstein
Collection

20.3

South Coast?

Nasca?

Carlos Soldi Collection
Carlos Soldi Collection

21.5
21.5

South Coast
South Coast

Nasca
Nasca?

AMNH: New York

17.1

South Coast

460

1
206

Castillo de
Huarmey

0

Pair

Milosz Giersz

207

Castillo de
Huarmey

0

Pair

Milosz Giersz

208

Castillo de
Huarmey

0

Pair

Milosz Giersz

209

Castillo de
Huarmey

Atarco

0

Full-bodied flask

Pair

Milosz Giersz

210

Castillo de
Huarmey

Atarco

0

Full-bodied flask

Pair

Milosz Giersz

211

Castillo de
Huarmey

0

Canteen form

212

Castillo de
Huarmey

0 or lug

212

Castillo de
Huarmey

0 or lug

214
215
216
217
218
219
220
221
222
223

Huarmey
Fortaleza?

227

Santa

0

Santa

0

Espíritu Pampa

San José de
Ingenio

Theme

Milosz Giersz
Group of 6 Milosz Giersz
Group of 6 Milosz Giersz

Musician; Full body
profile creatures
Wm. Kelly

0
0
0
0
0
0
0
0
0

Musician; Profile
creature head
Frontal staff bearer
Rayed head
Musician; Fishing
Musician
Hunchback
Musician
Skullneck
Skullneck

Atarco

0

Skullneck; Winged
profile staff bearers

Atarco
Atarco

0
0

Skullneck
Skullneck

Carlos Soldi
Carlos Soldi

Atarco

0

Skullneck; Winged
profile staff bearers

Conny and Fred
Landmann

Santa
Santa
Santa
Santa
Santa
Santa
Santa

224
225
226

Viñaque

Handles

Archaeologist or
Collector

Site

213

Style

Pair/
Group

No.

Viñaque

461

Javier Fonseca

Appendix C: Faceneck Size Table

462

Accession Number

Collection

Height (cm)

C-18226
C-62348
C-54760
ML 035569
C-14882

MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
Museo Regional de Ica
MHRHU: Ayacucho
EMSMB: Berlin
Beloit Logan Museum
Museo Regional de Ica
MHRHU: Ayacucho
MHRHU: Ayacucho
Museo Regional de Ica
Museo Regional de Ica
Museo Larco: Lima
EMSMB: Berlin
Museo Regional de Ica
Museo Regional de Ica
MHRHU: Ayacucho
EMSMB: Berlin
Hearst Museum: UC Berkeley
Museo Regional de Ica
Hearst Museum: UC Berkeley
Museo Regional de Ica
Museo Regional de Ica
Museo Regional de Ica
Art Institue of Chicago
EMSMB: Berlin
Museo Regional de Ica
EMSMB: Berlin
Museo Regional de Ica
MMA: New York
Museo Regional de Ica
MNAAHP: Lima
Hearst Museum: UC Berkeley
MNAAHP: Lima
Harvard Peabody Museum
Hearst Museum: UC Berkeley
MHRHU: Ayacucho
MHRHU: Ayacucho
MHRHU: Ayacucho
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
Museo Larco: Lima
MNAAHP: Lima

VA 49543
VA 49467
03467-01

EMSMB: Berlin
EMSMB: Berlin
Museo Regional de Ica

RN 82121
RN 82118
03447-01
RN 82119
VA 50915
06247
03429-01
RN 82522
RN 82488
03464-01
03451-01
ML 031706
VA 49460
03432-01
03436-01
VA 49465
16-10133
03443-01
16-10127
03465-01
03449-01
03455-01
1955.2241
VA 33301
03431-01
VA 49553
03462-01
1978.412.116
03457-01
C-54780
4-8836
C-14874
09-3-30/75519
4-8837
RN 81978
RN 81750

463

3
3
3
3
8.75
9.5
9.9
10
10.5
11.4
11.8
12
12
12.3
12.3
12.5
12.6
12.8
12.8
13
13.2
13.7
13.7
14.1
14.1
14.3
14.5
14.6
14.7
14.8
15
15.1
15.2
15.3
15.5
15.9
15.9
16
16
16
16
16
16
16
16
16.2
16.3
16.4
16.5
16.6
16.6

Region
Heartland
Heartland
Heartland
Heartland
Heartland
Heartland
South Coast
Heartland
South Coast
South Coast
Heartland

South Coast
Central Coast
South Coast
South Coast
Heartland
Central Coast
South Coast
South Coast
South Coast
South Coast
South Coast

South Coast
South Coast
Central Coast

South Coast
Central Coast
South Coast
Heartland
Heartland
Heartland

South Coast

Central Coast
Central Coast

03461-01

Museo Regional de Ica

VA 19090
46-77-30/5321

VA 49450
VA 49462
VA 49542
VA 49536
4-6018
03456-01
03454-01
C-54773
VA 19257
VA 49461
VA 49548
C-61930

EMSMB: Berlin
Harvard Peabody Museum
MHRHU: Ayacucho
MHRHU: Ayacucho
MNAAHP: Lima
MNAAHP: Lima
AMNH: New York
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
Museo Regional de Ica
Museo Larco: Lima
Museo Regional de Ica
Museo Regional de Ica
Brooklyn Museum
I. Michael Kasser Collection
Hearst Museum: UC Berkeley
Museo Regional de Ica
EMSMB: Berlin
Hearst Museum: UC Berkeley
MNAAHP: Lima
UNSCH Lab: Ayacucho
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
Hearst Museum: UC Berkeley
Museo Regional de Ica
Museo Regional de Ica
MNAAHP: Lima
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
MNAAHP: Lima

16-10715
16-2618
C-069211
C-59744
VA 49539
ML 018960
1976.W.217
VA 49541
VA 49552
4-6035
03444-01
ML 018706
VA 49546
VA 49547

Hearst Museum: UC Berkeley
Hearst Museum: UC Berkeley
PIACH / MNAAHP: Lima
MNAAHP: Lima
EMSMB: Berlin
Museo Larco: Lima
Dallas Museum of Art
EMSMB: Berlin
EMSMB: Berlin
Hearst Museum: UC Berkeley
Museo Regional de Ica
Museo Larco: Lima
EMSMB: Berlin
EMSMB: Berlin

C-14851

MNAAHP: Lima

WM02
C-60119
C-65678
41.2/8594
VA 49452
VA 49550
VA 49456
03448-01
ML 018850
03441-01
03445-01
41.418
KP 246
4-6036
03438-01
VA 49453
4-7515
C-65684

464

16.8
16.8
17
17
17
17
17
17
17.1
17.2
17.2
17.3
17.4
17.4
17.5
17.5
17.8
17.8
17.9
17.9
18
18
18
18
18.2
18.3
18.3
18.4
18.5
18.5
18.5
18.5
18.6
18.6
18.6
18.6
18.7
18.7
18.7
18.8
19
19
19.2
19.2
19.7
19.8
19.8
19.8
19.9
19.9
20
20.2

South Coast
Heartland

South Coast
South Coast
Central Coast
Central Coast
South Coast
South Coast
South Coast

Central Coast
South Coast
Central Coast
Central Coast
Heartland
Central Coast
Central Coast
Central Coast
Central Coast
South Coast
Central Coast
Central Coast
Central Coast

South Coast
Central Coast
Norte Chico

Norte Chico?

Central Coast
Central Coast
South Coast
Norte Chico
Central Coast
Central Coast
Highlands

C-063548
VA 19259
VA 49463
M7046
VA 19057
41.1275.62
RN 82, 106
RN 81890
ML 018779
16-2617
VA 49534
C-069186
ML 035574
30.1010
C-069198
65.205
1991.113
03466-01
VA 19055
35/4043
VA 49535
C-14849
VA 49537
VA 49545
VA 49531
ML 035576
C-069196
C-069187
728
4-7659
VA 49617
VA 49533
VA 49532
03468-01
C-069223
4-7322
VA 49614
1997.120
1987.2
C-63067
C-54801
C-64075
41.2/7840
1996.34
C-64874

MNAAHP: Lima
EMSMB: Berlin
EMSMB: Berlin
David Bernstein Collection
EMSMB: Berlin
Brooklyn Museum
MHRHU: Ayacucho
MHRHU: Ayacucho
Museo Larco: Lima
Hearst Museum: UC Berkeley
EMSMB: Berlin
PIACH / MNAAHP: Lima
Museo Larco: Lima
Brooklyn Museum
PIACH / MNAAHP: Lima
Brooklyn Museum
Detroit Institute of Arts
Museo Regional de Ica
EMSMB: Berlin
MHRHU: Ayacucho
Private Collection?
EMSMB: Berlin
MNAAHP: Lima
EMSMB: Berlin
EMSMB: Berlin
EMSMB: Berlin
Museo Larco: Lima
PIACH / MNAAHP: Lima
MNAAHP: Lima
PIACH / MNAAHP: Lima
UNSCH Lab: Ayacucho
Hearst Museum: UC Berkeley
MHRHU: Ayacucho
EMSMB: Berlin
EMSMB: Berlin
MHRHU: Ayacucho
EMSMB: Berlin
Museo Regional de Ica
PIACH / MNAAHP: Lima
Hearst Museum: UC Berkeley
EMSMB: Berlin
Dallas Museum of Art
MMA: New York
MHRHU: Ayacucho
MNAAHP: Lima
MNAAHP: Lima
MNAAHP: Lima
AMNH: New York
UNSCH Lab: Ayacucho
Denver Art Museum
UNSCH Lab: Ayacucho
MNAAHP: Lima
MHRHU: Ayacucho

465

20.2
20.4
20.4
20.5
20.6
20.8
21
21
21.1
21.2
21.7
22
22.3
22.8
22.8
22.9
22.9
22.9
23
23
23.5
23.8
24
24.4
24.5
24.5
24.5
25
25.1
26
26
26.4
27
27.4
27.5
28
28.2
28.2
28.6
30.6
32.8
33.65
35.1
42
45.6
50
50
51.7
52
63.5
73
83.5
85

Central Coast
Central Coast
South Coast?
Central Coast
Heartland
Heartland
Norte Chico?
Central Coast
Norte Chico
South Coast
Norte Chico

Central Coast

Central Coast
Central Coast
Central Coast
Central Coast
South Coast
Norte Chico
South Coast
Norte Chico
Heartland
Central Coast
Heartland
Central Coast
Heartland
Central Coast
Norte Chico
Central Coast

Heartland
South Coast
Far South
South Coast
Heartland
South Coast
Heartland
Far South
Heartland

MRHU 888
C-54800
RN 82489
C-54799
Multiple fragments

MHRHU: Ayacucho
MNAAHP: Lima
MHRHU: Ayacucho
MNAAHP: Lima
UNSCH Lab: Ayacucho
MHRHU: Ayacucho

90
90
100
110
110
~150

466

Heartland
Far South
Heartland
Far South
Heartland
Heartland

