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ABSTRACT 

Based on increases in abstraction and lateral distortion within 

the inner motif column accompanied by decreases in the small outer side 

bands, the different banding groups of type lb and 1° Wari tunics appear 

to be parallel stylizations. The decreasing width of the small side 

bands may indicate the general position of these tunic subtypes within 

suggested chronological arrangements. 

Across the lb and Ic groups, highly structured patterns of out

ward decreases in column width appear to be specific within each subtype 

to the amount of lateral distortion and width of the small side bands. 

Motif features also show similar correspondences. 

A temporal link is suggested between the progressive puma head 

abstractions found in Type Ic tunics and similar puma head stylizations 

in the Ica-Pachacamac pottery sequence during Middle Horizon 2 at lea. 

The derivation of late Wari textile symbols apparently abstracted from 

the puma head motif are also suggested. 



CHAPTER 1 

INTRODUCTION 

Statement of the Problem 

The tapestry tunics of the Wari civilization of ancient Peru 

(A.D. 600-1100), thought to have been worn by religious or political 

leaders, offer a wealth of iconographic, stylistic, and cultural 

information (Gayton 1961:111-118; Conklin 1970:18-20). Since the 

presentation of a theoretical stylistic chronology over twenty years ago 

by Alan Sawyer (1967:165-176), little additional work with the tunics 

has taken place. Without a means of anchoring a stylistic chronology to 

some aspect of a known ceramic sequence or other archaeological data, 

its credibility remains uncertain. 

In his original study, Sawyer noted that through increasing 

amounts of lateral distortion in the weaving process, the staff-bearing 

figures of Type III tunics appear to progress from relatively realistic 

images to those which are highly geometric and abstract. Based on an 

extension of Sawyer's findings, the original intent of the present study 

was to test the relationship between increases in lateral distortion in 

the inner motif columns of the tunics and the widths of their small side 

bands. It appeared that progressive decreases in the small side bands 

might reflect the amount of lateral distortion taking place within a 

tunic and therefore be indicative of the position a tunic could be 

assigned within a general stylistic sequence. 
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Statement of Purpose 

The present study attempts to further stylistic research on the 

tunics by presenting additional analysis which tends not only to confirm 

Sawyer's original premises, but also to suggest a linkage of the tunics 

to a known ceramic sequence. The principal concerns of the present 

study are as follows: 

1. The presentation of suggested stylistic sequences for 

Type lb and Type Ic Wari tapestry tunics and a comparison of their 

stylistic relationships. 

2. The presentation and comparison of changes in motif features 

which relate to the suggested sequential arrangements of Type lb and Ic 

tunics. 

3. The presentation of suggested origins and meanings of cer

tain Wari Type Ic symbols. 

4. The presentation of a suggested stylistic link in the ab

straction sequence of an image in Type Ic tunics to that of a series of 

abstractions of a similar image in a recognized ceramic sequence from 

lea. 

Review of the Literature 

During the first half of the Middle Horizon (ca. A.D. 600-1100) 

•an important pre-Inka (Inca) civilization spread from tiie rugged Andean 

highlands to dominate much of the area we now know as Peru (Lumbreras 

1974: 151-164). This early empire, the Wari (Huari), has been 

recognized not only for its administrative expertise, city planning and 

architectural skills (Isbell and Schreiber 1978:372-389), but in 



addition, its fine ceramics (Menzel 1964, 1968) and exquisite tapestry 

weaving in bright, often abstract patterns (O'Neal and Kroeber 1930:43-

44,51; Gayton 1961:279-280; King 1965:19; Conklin 1974:17-30; Bird and 

Skinner 1974:5-11; A. Rowe 1979:5-18). The tapestry tunics in parti

cular have captured the interest of museums and collectors throughout 

the world. 

The Wari tapestry tunics can be described as a sort of poncho or 

shirt-like garment woven in two long matching pieces. Characteristi

cally, the warp selvages with chained loops are sewn together along the 

garment center, leaving an opening for the head. Under the arm open

ings, the seams join selvages of cut warps which have been diagonally 

woven back into the piece (King 1965:19; Sawyer 1967:165; Bird and 

Skinner 1974:5). To be worn the tunic was slipped over the head,, 

fitting loosely about the shoulders and along the forearms. In length 

it reached down around the knees and was accompanied in dress by a 

breechcloth, kilt, mantle and a velvet pile four-cornered hat or other 

head covering (Bushnell 1965:192; Gayton 1961:277; Disselhoff 1967:65-

67). 

Due to conditions of infrequent rainfall over the centuries in 

the coastal areas of Peru, dryness has allowed many textiles of the 

ancient civilizations to be preserved in burials there. Several hundred 

Wari tapestry tunics are known to have survived (Sawyer 1967:165). 

Because of their high wool fiber content and interlocking 

tapestry weave technique (Bird and Skinner 1974:6), which contrasts 

sharply with the coastal technique of split tapestry (Conklin 1974:20; 

A. Rowe 1978:8, 1979:6-7), it is assumed that many of the tunics were 



woven in Wari centers in the highlands and brought to the coast by the 

Wari leaders (Bennett 1934:488; King 1965:19; Conklin 1974:20, 1983:1). 

One such weaving center was most likely located at Jincamocco, a 

city of numerous, multi-level rectangular compounds situated between the 

highland capital of Huari and the Nasca south coast. Of the many com

pounds at Jincamocco, one of the few excavated rooms contained over 

seventy spindle whorls (Schr-eiber, personal communication), suggesting 

this was a room of textile production. Judging from the large number of 

spindle whorls, each of which may have held a different hue or value, 

the textiles were probably woven in a variety of colors. Among these 

textiles were most likely the polychrome tapestry tunics, most 

characteristic of Wari weaving (Bennett and Bird 1949:75). 

In a corner of the excavated room, across from the area of the 

spindle whorls, a fire pit was found. It could have been used for 

cooking food, but could also have served in the dyeing of the yarns, a 

process which requires boiling water baths to mordant set the brilliant 

colors. 

Worn daily on the body, clothing becomes an extension of the 

wearer. It not only reflects his or her personal tastes, but in many 

cases is indicative of homeland, occupation, religious or political 

affiliations (Bennett 1954:76; Bushnell 1965:191; Gayton 1961:276). 

Persons holding governmental, military or religious office usually wear 

special clothing or uniforms which convey their rank or social status 

(Sawyer 1965:165; Bushnell 1965:191; Gayton 1961:283-284; Ubbelhode-

Doering 1967:172-175). The motif patterns of these brightly-colored 

tunics are thought to have conveyed wealth or high social status, much 



as such garments are known to have done in Inka times (de la Vega 

1961:122,141; Sawyer 1967:165). 

The technological methods of weaving the textiles are also 

important sources of cultural information. The type of loom used, the 

weave structure and selvage finishes, and many more features are 

indicative of specific technologies favored by weavers in certain 

cultures or geographic areas (Bird and Skinner 1974:8,9; O'Neale and 

Kroeber 1930:31; Wallace 1979:101-111; Vreeland 1977:194). 

Antecedents of the Wari civilization are associated with a move

ment northward of the Huarpa population into the Ayacucho Valley in the 

southern highlands late in the Early Intermediate period (Menzel 1964: 

8-10). Prior to the rise of the Wari culture, there is also evidence of 

increased communication with the southern coastal areas of Ica and 

Nasca. The nature and timing of subsequent Wari expansion has been 

divided into four epochs (Menzel 1964:3). Epochs 1 and 2, representing 

the expansion of the empire, are each divided into Phases A and B. 

Epochs 3 and 4 represent its decline. During Epoch 1A (ca. A.D. 600-

650) evidence of the early influence from Nasca in the Ayacucho Valley 

is matched by evidence of strong ties with Tiahuanaco, the religious 

center of an established culture in Bolivia. During Epoch 1, these 

ties are expressed in the use of the same supernatural deity figures on 

the Gateway of the Sun in Tiahuanaco (Figure 1) and on the large 

Conchopata offering vessels (Figure 2) from the Ayacucho area (Menzel 

1964:19; Cook 1979:38-47). These shared religious figures consist of a 

central front-face deity flanked by rows of attendant winged figures or 
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Central Portion of the Stone Gateway of the Sun at Tiahuanaco 
(Uhle 1959, Abb. 5 and 6) 

Figure 2. Drawing of Conchopata Angel Figure. 
(Menzel 1977, Fig. 67) 



angels kneeling or running toward him. The blocked layout of the 

figures, particularly on the stonework, is thought to be representative 

of Middle Horizon textile patterning (Bennett 1954:76). Most 

researchers take the position that a religious interchange took place 

between Tiahuanaco and the Ayacucho Valley during this time without 

evidence of a military takeover (Lumbreras 1974:152). 

Epoch 1B (ca. A.D. 650-700) is associated with an expansion of 

the Huari culture as evidenced by three centers of sacrificial ceremo

nial urns at Chakipampa and Huari in the Ayacucho Valley and at Pecheco 

in the coastal valley of Nasca. In these rituals, many Conchapata urns 

and other oversized vessels were purposely broken and interred in pits. 

Smaller versions of similar pottery appeared thereafter on the coast 

from Nasca to Chancay and into the highlands at Callejon de Huaylas. 

The initial religious impetus of Epoch 1 appears to have given 

way to more militaristic expansions of the empire during Epoch 2 

(Bennett 1954:76-77; Lumbreras 1974:163). Only one early temple was 

built at Huari and although the ceramic offerings continued, the 

specially made fancy ceremonial vessels appear only in the earlier 

offering deposits (Menzel 1968:52). As the Wari empire spread further 

along the coast, the former local religious centers were secularized, 

except at Pachacamac, and not replaced by Wari religious centers of 

their own. The large rectangular enclosures with many rooms, hallways 

and plazas which the Wari built in their cities show functional spaces 

designed primarily for secular duties or stately ceremonial affairs 

rather than religious rites. 



As the Wari Empire expanded, religious themes were far from 

abandoned, however. Whole mythical figures, bodiless diety heads and 

other local supernaturals derived from the Gateway iconography continued 

to be common themes on ceramics and textiles, and particularly in the 

tapestry tunics. As articles of personal clothing, these textile 

artifacts hold the potential of revealing as broad and important a 

spectrum of information about their ancient weavers and wearers and 

their culture as the ceramic artifacts have done for their craft (Gayton 

1961:111; Conklin 1970:18-20; A. Rowe 1979:17). While the chronology of 

the various ceramic styles of the Middle Horizon has been resolved 

(Menzel 1964, 1968), to a large degree the textiles remain without any 

encompassing stylistic arrangement. 

Of the several hundred known Wari tunics, only a handful have 

reliable provenience or archaeological association. Of these only two, 

or possibly three, have actual grave associations (A. Rowe 1985). 

Although helpful, these few examples with archaeological data are simply 

not enough to extrapolate much in the way of a chronological sequence 

since each of these tunics is of a different type stylistically. 

The fact that close ties exist between the textiles and the 

ceramics is apparent in their use of similar types of images and motifs. 

Within the scope of the iconography of the tunics many religious themes 

and features are shared with the ceramics. These themes consist 

primarily of- the front-face deity standing above a stepped pyramid, his 

attendant winged figures, the trophy heads which he carries and the 

feline and eagle heads with which he is adorned (Figures 1 and 2; 

Bennett and Bird 1949:74; Bushnell 1965:188). The features which 



indicate the supernatural status of these figures are the vertically 

divided (or split) eye, the rayed headdress and the appendages from the 

head, limbs, or clothing (A. Rowe 1979:7). Within the dictates of these 

standard forms, each respective craft, particularly the textiles, 

appears to have had considerable freedom of interpretation (Menzel 1968: 

80). Only rarely has an image from a Middle Horizon Wari tunic been 

reported as having a direct link with an image on the ceramics (Menzel 

1964:27,42; Conklin 1970:20-21; A. Rowe 1979:14). 

In the light of so few direct correspondences between the motifs 

on the textiles and those on the pottery and so few tunics which have 

grave associations, the stylistic analysis of these important cultural 

artifacts remains a much needed area of study. So far the stylistic 

content woven into the tunics has offered the primary clues to their 

chronological arrangement. Over twenty years ago, Allen Sawyer 

suggested a theoretical reconstruction of the stylistic evolution of a 

group of the tunics - those with the staff-bearing figures (Sawyer 

1967:165-176). In his study, Sawyer described the tunics as having a 

limited range of subject matter which he classified into three general 

types, each with a number of subdivisions. Type I motifs consist of 

paired elements: Type la, a step-fret paired with another step-fret; 

Type lb, a step-fret paired with a profile face; and Type Ic, a 3- or 

4-bar motif aligned checkerboard fashion, generally with Type la or lb 

motifs (Figure 5; Sawyer 1967:166, Figs. Ia-c). Type II tunics have 

composite motifs which repeat in 4 directions around a vertical and a 

horizontal axis (Sawyer 1967:166, Figs. IIa,b). Type III tunics have 

staff-bearing figures, also termed running or attendant angels or 
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anthropomorphic deity figures (Sawyer 1967:166-167, Figs. Illb and 

1a,b). They may have either human, bird or animal heads and may be 

winged or wingless, running or standing and holding a staff or other 

objects in one or both hands. 

Centering primarily on Type IIIA motifs (the staff-bearing 

figures) Sawyer arranged the tunics into a stylistic chronology based on 

their progressive degree of geometrization and abstraction coupled with 

the Wari weaving convention of lateral distortion. Lateral distortion 

was manifested in an expansion of some parts of the figures while other 

parts were being compressed, along with an overall reduction in the 

width of each column from the center outward. 

In a chronology such as Sawyer's, based on style alone, even 

though there is sufficient evidence of a pattern of change, the direc

tion of the change through time must remain a concern (Boas 1955:118-

129). In this case the question arises as to whether the change of 

style of Type IIIA tunics progressed from realistic to abstract images 

or vice versa. While there are a number of problems with Boas's 

reasoning, it is currently held that without some stylistic link in the 

tunics to a known archaeological sequence such as the ceramics, the 

directionality of a theoretical stylistic sequence cannot be firmly 

established. Very little further research concerning stylistic problems 

in the Wari tunics has been done. Only one other study has been under

taken involving the stylistic relationships of a group of Wari tunics, 

those with musician figures (A. Rowe 1979:1-17). A related study 

recently proposed a stylistic chronology for Pucara and Tiahuanaco 
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tapestries, demonstrating that Wari highland tapestry weaving has Pucara 

antecedents-•( Conklin 1983:1-44). 

In the case of Sawyer's suggested chronology, however, other 

researchers who have studied Wari iconography agree that the art forms 

of the Wari progressed from those which are relatively realistic 

portrayals to those which are geometric and abstract (O'Neal & Kroeber 

1930:51; Menzel 1964:27,42; Bushnell 1965:191; Gayton 1961:291'; Bennett 

1954:72-76; Lyon 1966:188-190; A. Rowe 1979:18, Note 28; Kajitani 

1982:11). 

Objectives 

The present study provides further analyses addressing the 

question of the chronological ordering of the Wari tunics. Additional 

stylistic material is presented which tends to support Sawyer's original 

premise, that the designs in Wari tapestry tunics progressed from 

relatively realistic images to abstract ones. The principal concerns of 

the study are to present suggested stylistic chronologies for two groups 

of the tunics, Type lb and Type Ic. In addition, a suggested stylistic 

link between the tunics and a known ceramic chronology from Ica will be 

proposed, along with its possible derivation and symbolic meaning. 

Chapter 2 outlines the methodology involved in the stylistic 

analysis of the tunics, characterizing the variables involved and 

explaining the approach to their analysis. 

Chapter 3 introduces the general Middle Horizon associations of 

the Type lb motif, the step-fret/profile face, followed by a brief 

description of each tunic example in the three Type lb groups under 
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study. A suggested stylistic progression of the Type lb groups of 

tunics is offered, accompanied by a discussion of the apparent stylistic 

correlations within and among the groups. Possible temporal changes in 

motif features which relate to the sequence of Type lb tunics are also 

outlined and discussed. 

Chapter 4 introduces the Type Ic motif, the step-fret/profile 

face/A bar motif. Each example of the group of Type Ic tunics under 

study is presented, followed by a suggested sequence and its probable 

relationships to the sequence for the Type lb groups. Included in the 

presentation of Type Ic examples is an explanation of the likely 

derivation and associated meaning of the 4-bar portion of the motif. 

The apparent relationship between this symbol from the tunics and a 

similar image found in an accepted Middle Horizon ceramic sequence from 

lea is also proposed and discussed. 

Chapter 5 discusses, integrates and summarizes the research 

findings proposed in Chapters 3 and 4, compares it with Sawyer's study, 

and makes suggestions for future research. 



CHAPTER 2 

PROCEDURES 

Origin of the Study 

It seemed reasonable that Sawyer's demonstration of progressive 

lateral increases inward and decreases outward, accompanied by reduc

tions in column widths from the middle outward would result in the outer 

columns on the sides becoming progressively smaller as the convention 

progressed. Indeed, a small outer column, termed the small side band in 

the literature, is manifested in many of the tunics (Bird and Skinner 

1974:11). 

Based on this extension of Sawyer's findings, the original 

intent of this study was to test to what degree the width of the small 

side column would reflect the amount of lateral distortion taking place 

in the inner columns and whether or not the width of the small side 

column is indicative of the position in which a specific tunic could be 

placed within a progressive series. The stylistic variables were 

extended to include not only the relationship of expansion and 

compression in the inner columns to the width of the small side band or 

column but also the relative width of all the bands and columns from the 

middle outward. These variables will be explained in detail in the 

following pages. 

13 
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Sample Size and Methodology 

Thirty-four tunics with Type I motifs were located in various 

museums throughout the United States (see Tables I through X in the 

Appendix). As both sides are essentially alike, measurements in 

centimeters were taken of the plain and pattern bands across only one 

side of each tunic, usually the right one. Whole tunics, sides of 

tunics and fragments of sides were used if the selvages were extant. . 

Figure 3 shows an example of a Type lb tunic with the various measured 

bands and columns labeled. 

Inner Pattern Bands Small Side Band 

Plain Bands Mid Plain Band, 

12 10 10 8  2 

Figure 3. Example of Type lb Tunic showing Banding Pattern 
and Measurements. 
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Limitations 

Problems with taking measurements of fabrics are many-fold. The 

tunics were measured under very diverse circumstances, depending on the 

degree of access allowed by museum curators. Fabric easily stretches 

and wrinkles. It is subject to fluctuations in temperature and humid

ity. Many of the tunics have been mounted under plexiglass which dis

torts the image somewhat when measuring. Although care was taken to be 

as accurate as possible, a certain amount of imprecision was inevitable. 

Despite these problems, a test of the methodology yielded enough signi

ficant data to encourage the continuation of the research. 

Rationale 

Weaving is, to be sure, a measured craft. As size relationships 

of patterns can easily fool the eye, and are often intended to do so, 

the measurements of the various bands and columns across the tunics were 

used as an aid to the accuracy of the stylistic analysis. In this 

analysis the surface of the tunic was considered as a field or ground of 

relatively stable proportions, i.e., those which fit the Wari male 

figure. The tunics ranged from 98 to 114 cm. in full width, with the 

length generally double that of the width. The width of the right sides 

used in the study varied from 46 to 58 cm.-, with the majority falling 

into the 50-54 cm. range. With such a relatively stable area and motif 

pattern, any increase in one part of the pattern, such as the widening 

of a motif column, requires a compensatory reduction in another part, 

such as a decrease in the ground (plain areas). By taking measurements, 

the differences in the increases and decreases in the widths of the 
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various columns within and among the groups of tunics could be studied 

in conjunction with other significant variables. 

Characterization of Stylistic Variables of Type I Tunics 

Although Type I tunics appear to display lateral distortions 

similar to those of the Type III tunics Sawyer describes, they do so in 

a very different manner. Sawyer characterized lateral distortion in 

Type IIIA tunics as having two distinct but stylistically integrated 

components (Sawyer 1967:166-170). First, columns of the staff-bearing 

figures are divided into four vertical zones, with the zones facing the 

center of the tunics being expanded while those facing outward are 

compressed. 

Unlike the staff-bearing figures, the step-fret and profile face 

motif of Type I tunics is not divided into four zones which expand or 

compress independently. Instead, the step-fret and profile face motif 

shows a continuous expansion on one side accompanied by a continuous 

compression on the other. One way of observing the amount of expansion 

and compression in the Type I tunics in the study is to note the posi

tion of the diagonal lines relative to the rectangular motif spaces they 

crosscut. In tunics with fairly equal allotments of triangular motif 

spaces, the diagonal lines appear to collectively zigzag up and down the 

columns in an evenly spaced lattice-work configuration (Figures 11, 16 

and 21). When the lateral distortion is greatly expressed in the 

tunics, with the inner triangular spaces quite expanded and the outer 

ones quite compressed, the diagonal lines become shifted farther and 

farther outward from the center of the tunic in each column (Figures 3). 
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Also note in the same example that the diagonal lines have taken on a 

curvature to their position in the rectangles, a feature which charac

teristically accompanies significant expressions of lateral distortion. 

Another way to observe expansion and compression of the motifs, 

particularly in tunics where it is not readily apparent, is to visually 

compare the relative widths of the tops of the profile heads diagonally 

opposing one another above and below a register line, 

A section of two columns of a Type lb (SF/PF) tunic is shown in 

Figure 4. The head tops have been darkened to illustrate the relative 

amounts of expansion and compression. In the upper register, the 

Figure A. Comparison of Head Tops in Tyfe Th Tunic. 
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upside-down profile face is positioned outward in the columns and has a 

slightly compressed head tops. In contrast, in the lower register the 

profile face is inward in the columns and is slightly expanded. This 

differentiation in width can best be noted where the expanded and com

pressed head tops diagonally oppose one another above and below the 

central register line, the area encircled in Figure 4. 

Sawyer also found that a second component was involved in 

lateral distortion of the tunics, a reduction of the width of the 

columns from the center of the tunics outward. This second component 

will be noted in the Type I tunics in this study through the measure

ments of the widths of the various bands and columns across the right 

sides of the tunics. In comparing these widths in the examples (or in 

the Tables in the Appendix), it is important to note that the innermost 

unit, the one next to the central seam, whether a plain band or a motif 

column, is generally reduced in width while the adjoining unit outward 

is often increased. For this reason, in Type I tunics the decrease in 

the width of the motif columns from the center outward may begin with 

the second, or even third, unit instead of from the central one. When 

this arrangement is taken into consideration, the outward decreases in 

motif column widths are manifest in a number of unique patterns of 

reduction which will be characterized in the study. 

Closely related to both of the above described components of 

lateral distortion (expansion and compression and the outward reduction 

of the motif columns) is the reduction in width of the outermost column 

running along the sides of the tunics, termed the small side band. In 

this study the relative width of this small outer band (or column) 
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will be considered as a distinct third component of lateral distortion. 

Its relationship to the order and occurrence of the other two components 

of lateral distortion will form the main thrust of the investigation 

detailed in the following pages. 

Summary of Variables 

In review, there are three primary variables concerned with 

lateral distortions in the tunics. These components of lateral 

distortion as observed in Type I tunics are as follows: 

1. Expansion and compression of the motifs in the inner 

columns. Slight amounts of expansion and compression can best be noted 

by comparing opposing head tops above and below a register line. In 

tunics with moderate to advanced or extreme expansion and compression, 

the proportions of the two triangular spaces as indicated by the 

position of the diagonal line separating the motifs can be observed. 

2. Outward decreases in column widths. These decreases from 

the center of the tunics outward can best be noted in the measurements • 

in centimeters placed above each motif column or below each plain band 

in the register drawings of the right side which accompany each tunic 

example. 

3. Reductions in the width of the outermost columns on the 

sides, termed the small side bands. This component is also noted in the 

measurement placed above the outermost motif band (on the right) in the 

register drawings. 



Grouping the Tunics by Banding Pattern 

It soon became apparent that within each sub-type, the tunics 

fell naturally into groups according to the number of motif bands they 

have. The four groups of banding arrangements exhibited by Type I tunics 

were: 1) a rare, all-over pattern style (no bands), 2) a half-banded 

style, 3) a two-banded style and 4) a four-banded style. Figure 5 shows 

the number of tunics in the study in each group of banding pattern 

according to motif sub-type. Each group is briefly described below. 

1. ALL-OVER PATTERN STYLE (NO BANDS). In this style, columns of 

the motif run continuously across the surface of the tunic 

without a separation by plain bands. There were two tunics in 

the study with all-over pattern, one with Type lb motifs (SF/PF) 

and the other with Type Ic (SF/PF/4 Bar), not enough to be 

included in an analysis of this banding pattern. 

2. HALF-BANDED STYLE. In this style, contiguous columns of the 

motif pattern solidly fill in the upper portion of the tunics 

while the lower portion has three bands of plain color in 

between sections of motif columns, extending from the bottom to 

from one-third to one-half way up the front and back of the 

tunics. There were five half-banded tunics in the study, all of 

which were Type lb (SF/PF). 

3. TWO-BANDED STYLE. The two-banded tunics are not described by 

their plain bands as the half-banded tunics are, but rather by 

the number of pattern bands they have. In this style, one large 

pattern band on each side, usually two columns in width, runs 



SF/SF 
Type to l« 

SF/PF 
Type lb 

SF/PF/1* Bar 
Type tc 

ALL-OVER 

PATTERN STYLE 

r».«f 

HALF-BANDED STYLE. 

ap 
rm 
sm n 

TWO-BANDED STYLE 

1 COL/BAND 2 COLS/BAND 

FOUR-BANDED STYLE 

1 COL/BAND 2 COLS/BAND 
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Figure "S. Distribution of Type Ta, Tb, and Ic Wari Tunics According to Banding Patterns. 
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the full length of the bunic. There is also a reduced side 

band, one column in width, running along the outer sides by the 

arm holes. Plain bands of contrasting color separate the 

pattern bands. There are seven two-banded tunics in the study; 

one of Type la (SF/SF), five of Type lb (SF/PF) and one of Type 

Ic (SF/PF/4 Bar). 

4. FOUR-BANDED STYLE. As with the two-banded tunics, the four-

banded tunics are also described by the number of motif bands 

they have. In four-banded tunics, there are two inner pattern 

bands per side, each consisting of one or two motif columns, 

plus the small outer bands along the sides. There were twenty-

two four-banded tunics in the study: four of Type la (SF/SF), 

thirteen of Type lb (SF/PF), and five of Type Ic (SF/PF/4 Bar). 

It can be seen in the distribution shown in Figure 5 that only 

Type lb tunics have a good representation in most of the banding pat

terns. A stylistic analysis has been made for three of the lb groups. 

Although Type la is a common motif pattern, it has poor representation 

in this study and no analysis of this motif has been attempted at this 

time. Type Ic tunics also have poor representation, except for the 

four-banded group. Therefore only a partial analysis of the Ic tunics 

has been attempted. The groups of tunics which it was felt have a 

sufficient number and range of variation for a stylistic analysis are 

listed below. The studies which follow concern only these four specific 

groups: 

Half-banded style, Type lb 

Two-banded style, two columns per band, Type lb 



Four-banded style, two columns per band, Type lb 

Four-banded style, two columns per band, Type Ic 

Examples and analysis of the stylistic variation of the three 

groups of Type lb tunics will be presented in Chapter 3 followed by 

similar treatment of the group of Type Ic tunics in Chapter 4. 



CHAPTER 3 

STYLISTIC ANALYSIS OF WARI TYPE IB TUNICS 
THE STEP-FRET/PROFILE FACE MOTIF (SF/PF) 

Characterization of Type lb Motifs 

In tunics with Type lb motifs, a step-fret is opposed to a 

profile (or split) face (Figure 6). Rectangles of the motif are aligned 

vertically in columns over the tunics and also have a horizontal align

ment by register. From much earlier periods of Peruvian archaeology 

both the step (staircase, stepped pyramid) and the fret (volute, wave, 

swirl) were common individual designs on pottery (Benson 1972:59,62, 

48,151-2; Lumbreras 1974:56, Fig. 53). They were often used as well in 

Profile Face, 

Figure 6. Type lb, the Step-Fret/Profile Face Motif (SF/PF) 
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various combinations as a running or interlocking key motif. During the 

Middle Horizon, a combination placing the fret within the interior of 

the step was chosen to appear on the tunics. 

As an important supernatural symbol in other contexts of Wari 

cultural arts, the step or staircase sign appears as a platform above 

which the central Front Faced Deity is positioned on the Gateway at 

Tiahuanaco (Figure 1). A similar presentation of this theme also exists 

on the large Conchopata vessels of Epoch IA (Figure 2; Menzel 1977:Fig. 

62; Cook 1979:19). 

On the tunics, the profile face portion of the motif is either a 

stylized human face or a feline representation of it with a fanged 

mouth. Additional features are the hair or head bands, a plain nose, 

and a plain or split eye, with or without a pendant tear marking. 

Unlike lateral distortions in four zonal divisions of the 

motif which Sawyer found in tunics with the staff-bearing figures, 

tunics with lb motifs are not distorted laterally in four sections, but 

more through a continuous stretching or compression of the entire motif. 

Neither do Type lb motifs have zones which are omitted or change places 

as happens with the staff-bearing figures. There is, however, in 

Type lb tunics a four position seriation where certain color combina

tions of the motifs rotate position and direction with each register 

upward or downward. 



26 

In Figure 7, some of the profile faces have been darkened to 

show the four positions of the rotation sequence as well as the pattern 

of expansion and compression of this motif in Type lb tunics. Moving 

downward and to the left, the profile face can be seen in the column on 

the right as 1) upright, compressed, and facing left; 2) upright, ex

panded, and facing right; and in the column on the left as 3) inverted, 

compressed, and facing left; and A) inverted, expanded, and facing 

right. The step-fret portion of the motif passes through the same 

rotation sequence but because of fewer features to its form, its pro

gressive orientation is not as apparent. 

Figure 7. Rotation Sequence of Type lb Motif. 
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The group of sherds shown in Figure 8 are from a large 

Conchopata urn from the Ayacucho area belonging to Epoch la. They show 

the SF/PF motif as a vertical band separating the deity figure on the 

right from an attendant angel on the left. The SF/PF motif on these 

early pottery vessels appears in true profile in a form very similar to 

those woven in Type lb tunics. On the Conchopata pottery and other 

ceramics, the motif is considered to be a textile representation (Menzel 

1964:27,42). 

10 cms. 

Figure 8. The Step-Fret/Profile Face Motif on Conchopata Sherds. 
(Cook 1979, Fig. 8) 
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During Epoch II, the SF/PF appears as an isolated horizontal 

band encircling the exterior of small Vinaque style lyre-shaped cups 

or tube bowls (Menzel 1964:42). In Figure 9a, the face is now abbrevi

ated to some head-band lines, an eye without a pendant marking, and a 

mouth turned downward. In another version, Figure 9b, a long facial 

line curves around the eye and mouth. The profile indentations of the 

facial features are no longer present. The version of the profile face 

with the long facial line was apparently restricted to pottery as it 

does not appear on any of the tunics in the study. 

Figure 9. Vinaque Sherds with Step-Fret/Profile Face Motif. 
(Bennett 1953, Plate 5b and c) 
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The SF/PF motif is also found as an actual shirt pattern painted 

on dressed ceramic figurines from many areas of the empire during 

Epoch II (Menzel 1964:51, 52). Figure 10b shows a standing figure from 

the south coast area wearing the pattern and Figure 10a , a globular 

jar from Pachamcamac on the central coast is similarly attired. 

Figure 10. Ceramic Jars with Figures Wearing the Step-Fret/Profile Face 
Shirt Pattern. 
(a. Lumbreras 1974, Fig. 169; b. Kajitani 1982, Fig. 90) 



Stylistic Analysis of Type lb Wari Tunics 

Examples of the tunics with Type lb motifs accompanied by 

detailed illustrations of the measured registers of the right sides will 

be presented to show the stylistic character and range of variation in 

each of the three groups of Type lb tunics. The groups include the 

half-banded, two-banded and four-banded styles as described in Chap

ter 2. Where two or more tunics have banding patterns with similar 

measurements, a representative example has been selected. The 

measurements and other data for all of the tunics, including those not 

presented as examples, can be found in Tables I through X in the 

Appendix. 

Following the presentation of the examples in each group, the 

register drawings are again presented together and discussed for a 

better comparison of the increases in the components of lateral dis

tortion found within each group. General comparison of all the groups 

in the study, both Types lb and Ic, will also be presented and discussed 

at the conclusion of the respective chapter dealing with that type. 

Type lb, Half-Banded Style 

The layout of the half-banded style involves contiguous columns 

of the motifs filled in solidly across the upper portion of the shirt 

while the lower portion has three half-bands of plain color spaced 

between continuations of the upper motif columns. Of the five half-

banded tunics in the study, four are presented as examples. They range 

in variation from one with very slight evidence of the components of 

lateral distortion to one with advanced amounts of it. 
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Figure 11a shows a half-banded tunic with six columns on either 

side. The white diagonal lines crosscut the motifs into triangular 

sections having only very slight expansion and compression. The regis

ter area in Figure 11b shows an undulating pattern of outward 

decrease in column width. 

. i i 
IIS 

aisjJsastsSasAE 

Figure 11. Half-Banded Type lb Tunic with Very Slight 
Lateral Distortion. (TM 91.1) 



32 

The tunic in Figure 12 shows another half-banded tunic with six 

columns on either side. There is more evidence of lateral distortion in 

this example, both in the more outward positioning in the diagonal lines 

and in the increase in expansion and compression. The widths of the 

last four columns outward are reduced roughly by two columns at a 

time, with the two outermost columns being reduced considerably more in 

this example. 

Figure 12. Half-Banded Type lb Tunic with Slight 
Lateral Distortion. (TMA 72.18/P36) 
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This tunic (Figure 13) has a different half-banding pattern, 

with the plain outer bands being only one column wide instead of two. 

There is a moderate amount of expansion and compression of the motifs 

and the diagonal lines are moved farther out in the columns and show a 

curvature. Now the column widths have a more undulating outward de

crease with the small outer columns being reduced to almost two-thirds 

the width of the innermost columns. An extra column has been added to 

each side, evidently to make up for the decreases. 

Figure 13. Half-Banded Type lb Tunic with Moderate 
Lateral Distortion. (AMNH 41.2/763) 
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The tunic in Figure 14a shows advanced lateral distortion, with 

the motif in the columns greatly expanded and compressed. The diagonal 

lines are shifted well outward and exhibit more of the characteristic 

curvature. The outward reduction in column width occurs in a continu

ously decreasing manner. The small outer columns on the sides are 

decreased to one-sixth the width of the innermost ones. 

Figure 14. Half-Banded Type lb Tunic with Advanced Lateral Distortion. 
(DO B-497) 



Comparison of Type lb Half-Banded Tunics 

The register drawings of the half-banded tunics are presented 

together (on the following page as Figure 15) for comparison of the 

amount of lateral distortion each progressively displays. In the first 

two examples, 15a and 15b, there is only slight evidence of expansion 

and compression from the center outward in the motif columns. Discount

ing the first column outward from the center (left on the registers), 

which is usually reduced, and the second, which is often expanded, the 

remaining outward decrease in column width in the second examples is 

roughly by two columns at a time. Both tunics also show the same basic 

presentation of the profile faces; a plain mouth, single head band, and 

split eye with a pendant marking. The most significant difference 

between the second example compared to the first is the greater reduc

tion of the final two columns on the outside. 

In contrast, the third example, Figure 15c, shows an undulating 

decrease in column width from the center outward. While there is more 

expansion and compression of the motifs in the inner columns, it is 

still a very moderate amount. Yet the small side column is greatly 

reduced, measuring close to two-thirds the width of the innermost 

column. 

The last example in the half-banded group (Figure 15d) shows 

very advanced amounts of all the components of lateral distortion. 

There is a marked outward decrease in column width ending in a very 

small outer side column. Expansion and compression of the motifs and 

the curvature of the diagonal line is very evident. Unlike the first 

two examples, the last two have profile faces with fanged mouths. 
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AMOUNT OF HALF-BANDED STYLE 
LATERAL 
DISTORTION Type lb 
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— a jS ulP® 
8.0 8.6 9.0 3.9 7.0 7.2 

Moderate 

Advanced 

Ex **. rerne 

Figure 15. Range of Lateral Distortion within the 
Half-Banded Group of Type lb Tunics. 
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Apparently an extra column has been added to each side of the last two 

examples to make up for the loss of width through the outward reductions 

of the other columns. 

Type lb, Two-Banded Style 

Unlike the half-banded tunics which are described by their 

plain-banded areas, two-banded tunics are described by the number of 

pattern bands they have. Usually one large inner pattern band, running 

the full length of the tunic, is placed on either side. These large 

inner bands usually consist of one or two motif columns of the pattern 

and are accompanied by a reduced outer band, one column in width, 

running along the sides. Plain bands of contrasting color separate the 

pattern bands. Of the five two-banded tunics in this study, four are 

being presented to depict their range of variation. 
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Although no photograph is available and measurements could not 

be taken, the register drawing below (Figure 16) shows this two-banded 

example to have inner motif columns of the same width with only slight 

evidence of expansion and compression. The reduction of the outer motif 

column (or small side band) over the inner.ones is also only a very 

slight amount. The diagonal lines curve a little, but zigzag fairly 

evenly up and down the columns. 

Figure 16. Register Drawing of a Two-Banded Type lb Tunic 
with Very Slight Lateral Distorion. 
(BM 63.16.3) 
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In a layout similar to the previous example, the tunic in 

Figures 17a and 17b has inner pattern bands close to the same width, 

with very little evidence of expansion and compression of the motifs, 

yet the outer coumns are significantly reduced to approximately two-

thirds the width of the inner ones. The diagonal lines are fairly 

straight and appear to crosscut the motifs with fairly even spacing. 

Figure 17. Two-Banded Type lb Tunic with Slight 
Lateral Distortion. (MAI 23/8338) 
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Figure 18a and 18b show one side of a two-banded Type lb tunic. 

In contrast to the two previous examples with slight amounts of lateral 

distortion, this tunic shows a moderate amount. There is an outward 

decrease in column width, with the small side column band being reduced 

to almost half the width of the inner motif columns. The diagonal 

lines, however, have only a slight curvature. 

Figure 18. Two-Banded Type lb Tunic with Moderate 
Lateral Distortion. (AMNH B-8599) 
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The motifs in the inner columns of Figure 19 are expanded and 

compressed a considerable amount. The column widths are reduced contin

uously one over the other, ending in a very small side band about one-

fourth the width of the innermost motif columns. The diagonal lines are 

positioned well outward in the columns and display the curvature charac

teristic of Type lb tunics with significant lateral distortion. 

16.1 13.6 

Figure 19. Two-Banded Type lb Tunic with Advanced 
Lateral Distortion. (Glassel Collection) 



Comparison of Type lb Two-Banded Tunics 

The register drawings for examples of the two-banded group on 

the following page (Figure 20) allow a comparison of the lateral dis

tortion manifested in the two-banded tunics. The components of lateral 

distortion appear to progress in a manner similar to that seen in the 

half-banded group. As the first example of the half-banded group, 

Figure 20a (Figure 16b) also shows very slight amounts of expansion and 

compression of the motifs in the inner columns while the outermost motif 

band is reduced to approximately nine-tenths of the width of the inner 

columns. While the inner plain band is reduced, as commonly occurs, the 

two inner motif columns as well as the outer plain band are all the same 

width. The diagonal lines are fairly straight and appear to crosscut 

the motif into fairly even spaces. 

Although the second register, Figure 20b, shows an interesting 

variation of the profile face, the layout of the bands and columns is 

very close to that of the previous example. In both cases, there is 

very little expansion or compression of the motifs in the inner columns. 

Again • the widths of the inner columns are practically the same, with 

no evidence of oiitward reduction, while the outermost' column or side 

band is reduced considerably more, being two-thirds of the width of the 

inner motif column. 

In contrast to the first two examples, the inner columns of the 

register in the third example, Figure 20c, show a definite outward 

decrease in width of the motif columns. The outermost column has 

been reduced to almost half the width of the innermost ones. Yet there 

is only a moderate amount of expansion and compression exhibited in the 
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AMOUNT OF TWO-BANDED STYLE 
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Figure 20. Range of Lateral Distortion within the Two-Banded Group 
of Type lb Tunics. 
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motifs of the inner columns, a situation similar to that found in the 

moderate half-banded example, Figure 15c. 

In the final example of the two-banded group, Figure 20d shows 

advanced manifestations of all the components of lateral distortion. 

The motifs in the two inner columns are greatly expanded and contracted. 

The diagonal line which separates them is positioned far towards the 

outer sides of the columns and displays a large amount of curvature. 

The motif columns are reduced from the center outward, ending in a small 

side band approximately one-fourth the width of the innermost motif 

column. 

As in the half-banded group, the first two-banded examples with 

even spacing and little evidence of lateral distortion also had profile 

faces with single head bands, plain mouths, and split eyes with pendant 

markings, while the tunics with moderate and advanced lateral distortion 

had profile faces with the single head tops and split eyes with mark

ings, but ha've fanged mouths rather than plain ones. 

Type lb, Four-Banded Style 

As with the two-banded tunics, the four-banded tunics are also 

described by the number of large motif bands they have. In these 

tunics, two inner pattern bands on each side run the full length of the 

tunic. These inner pattern bands may consist of one or two motif 

columns and are joined by the small side band at the outer sides of the 

tunic. There were twelve four-banded Type lb tunics in the study, many 

with similar banding patterns. Five examples were chosen to represent 

their range of variation. 
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Figure 21a shows a four-banded example with inner motif 

columns with slight evidence of expansion and compression. The small 

outer column is reduced to nine-tenths the width of the inner ones. The 

diagonal lines show some curvature however, and are positioned a little 

outward in the columns. The outward decreases in the width of the motif 

columns is in an undulating manner. 

7.4 7.1 7.6 6.8 6.5 

4.7 4.8 5.2 

Figure 21. Four-Banded Type lb Tunic with Slight 
Lateral Distortion. (AMNH 41.2/532) 
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Figures 22a and 22b show a section of a tunic side very similar 

in appearance to the preceeding example. There is a slight amount of 

expansion and compression and the diagonal lines are placed a little 

outward in the columns. The significant difference lies in the greater 

reduction of the small side band. In this example, it is three-fifths 

the width of the innermost motif column. There is an outward decrease 

in column width- by two columns at a time, 

Figure 22. Four-Banded Type lb Tunic with Slight 
Lateral Distortion and Reduced Side Band. 
(AMNH 41.2/765) 
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The four-banded tunic shown in Figures 23a and 23b has a 

moderate amount of expansion and compression of the motifs in the inner 

columns. The diagonal lines exhibit some curvature as they zigzag up 

the columns with fairly even spacing. Yet there is a great reduction in 

the small side band. It is reduced to approximately two-fifths the 

width of the innermost column. The outward decrease is undulating. 

8 . 5  7 . 3  8 . 6  8 . 2  3 . 4  

Figure 23. Four-Banded Type lb Tunic with Moderate 
Lateral Distortion. (TM 1962.28.1) 
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All of the characteristics of advanced lateral distortion are 

present in the tunic shown in Figures 24a and 24b. The inner motifs in 

each column are greatly expanded inward while the outer ones are greatly 

compressed. The well-curved diagonal lines are positioned far outward. ' 

The small side bands are greatly reduced, being one-sixth the width of 

the innermost columns. In contrast to the previous three examples, this 

one has a continuous decrease in column width. 

12.3 10.5 9.8 8.0 2.0 

Figure 24. Four-Banded Type lb Tunic with Advanced 
Lateral Distortion. (BM 41229) 
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In the tunic fragment in Figure 25a and 25b, the inner motifs 

occupy most of the spaces within the columns while the opposing motifs 

are severely crowded. The diagonal lines separating them are positioned 

only in the outer sides of the columns. There is a continuous decrease 

in column width from the center outward with the small side band reduced 

to one-fiftheenth the width of the innermost one. 

1 2 . 5  9 . 5  7 . 0  6 . 2  0 . 8  

Figure 25. Four-Banded Type lb Tunic with Extreme 
Lateral Distortion. (AMNH 4 0.0/5423) 
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Comparison of Type lb Four-Banded Tunics 

The register drawings of the tunics in Figure 26 on the follow

ing page allow a closer comparison of the range of lateral distortion 

within the four-banded group. In the first two registers, examples 26a 

and 26b expansion and contraction of the inner motif columns is only 

slight. The first example shows an undulating pattern of decrease in 

column width from the middle outward, while the second example shows an 

outward decrease by two columns at a time. The small side band in the 

first example is not much smaller than the inner motif columns, yet in 

the second example this outermost band is reduced to almost half the 

innermost motif column. In the third example, Figure 26c, the small 

side band is reduced even more and the motifs in the inner columns show 

more expansion and compression than in the previous examples. Like the 

first example, the third one also has an undulating pattern of outward 

decrease in column width. 

Showing further signs of the components of lateral distortion, 

the motifs in the inner columns of the fourth example, Figure 26d, have 

an advanced amount of expansion and compression. The small side band 

has been reduced to less than one-sixth the width of the innermost 

pattern column. The final example, Figure 26e, shows yet more expansion 

and compression and an even smaller side band, this time reduced to one-

fourteenth the width of the innermost column. The column widths in 

these final two examples show continuous decreases from the middle 

outward. 
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Figure 26. Ranee of Lateral Distortion within the 
Four-Banded Group of Type lb Tunics. 
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In the four-banded tunics as well as the other lb groups, those 

with larger outer side columns exhibit lesser amounts of expansion and 

compression in the inner motif columns. As the outer side bands become 

more and more reduced, expansion and compression appears to also 

increase in the four-banded group as it does in the other groups. The 

diagonal lines separating the motifs are placed farther out in the 

columns and take on more curvature. 

As the width of the outermost band on the side decreases, the 

pattern of decrease in the four-banded tunics exhibits a change. While 

those with larger outside columns and smaller amounts of expansion and 

compression in the inner motif columns show outward decreases by two 

columns at a time or in an undulating pattern, those with smaller side 

bands and larger amounts of expansion and compression show a pattern of 

continuous outward decrease. 

Comparison and Discussion of Type lb Tunics 

Figure 27 on the following page is a chart showing a comparative 

arrangement of the register drawings of the half-banded, two-banded, and 

four-banded Type lb tunics according to progressive amounts of the 

components of lateral distortion. On the chart these components are 

indicated as: 1) expansion and compression of the motifs in the inner 

c o l u m n s ,  w r i t t e n  a t  t h e  l e f t  a s  a  s c a l e  f r o m  V e r y  S l i g h t  t o  E x t r e m e ;  2 )  

reductions in the widths of the columns from the center outward, written 

numerically in centimeters above each motif column. In addition, the 

pattern of outward decrease of inner columns appears as an abbreviation 

to the upper right of each register. (BY 2'S = an outward decrease by 
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Figure 27. Comparative Range of Lateral Distortion within and among the Groups of Type lb Wari Tunics, u 



two columns at a time; UND = an undulating outward decrease; and CON = a 

continuous outward decrease); and 3) the proportion of reduction in the 

outermost column or small side band compared to the innermost motif 

column is written as a fraction to the right of each register. 

In terms of somewhat arbitrary amounts of reduction of the side 

band in lb tunics, the following progressive relationships of the com

ponents of lateral distortion can be suggested. (Remember that no 

matter what the pattern of outward decrease, the innermost unit, whether 

a plain band or motif column, is usually reduced in width while the one 

next to it is increased.) 

A. Very wide outer side bands (9/10 - 7/10) appear to be accom

panied by very slight amounts of expansion and compression in 

the inner motifs of all the groups. The other component, the 

outward decrease in column widths, shows differing patterns in 

the three lb groups at this stage. In the two-banded group, 

except for the reduced inner plain band, the motif columns as 

well as the outer plain band are close to the same width. In 

the half-banded group, there appears to be some juggling of the 

spacing to balance the outer plain areas against the large inner 

one. Not only are the innermost columns above the large plain 

half-band in the middle reduced, but one column on each side 

above the plain outer half-band is increased. The patterns 

of decrease outward from the center are'arranged so that the 

columns reduce roughly by two at a .time or undulate. Of the 

four-banded tunics at this stage, one shows an outward 



reductions of motif column widths in an undulating pattern, in 

the other by 2 columns at a time. 

B. A reduction of approximately one-half- in the small side band is 

accompanied by moderate amounts of expansion and compression 

within the motif columns of all the groups of Type lb tunics. 

Again there are some differences in the pattern of outward 

decrease. In the half-banded group, the concern for balance by 

reducing the middle plain band and increasing the outer one is 

still apparent. The reductions of the motif columns in this 

group show somewhat descending but undulating outward decreases. 

The two-banded group shows a continuous decrease, while the 

four-banded group shows both undulating'and two column reductions. 

C. A reduction of approximately two fifths to one-fourth in the 

small side band is accompanied by advanced amounts of expansion 

and compression in all the lb groups. The pattern of outward 

decrease in column widths is in a continuous manner in all the 

groups. The balancing of the plain areas in the half-banded 

group is accomplished by combining the width of the two columns 

above without disturbing the continuously decreasing pattern. 

D. A reduction of the small side band to one-sixth or less in width 

is accompanied in the four-banded and half-banded tunics with a 

continuous pattern of outward decrease and extreme amounts of 

expansion and compression. The half-banded and two-banded 

groups have no examples in the study with small side bands 

reduced beyond one-sixth. 



According to the suggested stylistic arrangements depicted on 

the chart and just discussed, it appears that the banding patterns of 

Type lb tunics were woven in at least three highly structured patterns 

of outward decrease. Within each group these patterns appear to be 

specific to certain widths in the small side band and amounts of expan

sion and compression. Discounting the width of the innermost bands or 

columns, the half-banded and two-banded groups with slight or very 

slight amounts of expansion and compression and very large side bands 

show outward decreases in column widths mostly by two columns at a 

time. (This pattern may relate to the rotation sequence of SF/PF motif 

shown in Figure 8 where two columns together are required to fulfill its 

rotation sequence.) These same half- and two-banded groups, however, 

with moderate amounts of expansion and compression and side bands 

reduced up to one-half, display outward decreases in an undulating or a 

continuously decreasing pattern. 

The four-banded group with slight or moderate amounts of expan

sion and compression and small side band reduced up to one-third show an 

undulating or by two columns pattern of outward decrease. With the 

decrease of the small side band to less than one-third, a continuous 

pattern of outward decrease emerges in all three lb groups. Only the 

four-banded lb examples continue into the extreme phase of lateral 

distortion. 

Still, within each Type lb group on the chart are examples which 

range from those with fairly even column and motif spaces to those which 

exhibit considerable amounts of lateral distortion. These correspon

dences across the groups suggest that they were directly influencing one 
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.another stylistically and are most likely parallel styles during the 

major portion of the arrangement. There is some evidence of a thinning 

of the groups at the beginning and end of the arrangement. The more 

evenly spaced tunics with very little lateral distortion appear to 

center more in the half-banded and two-banded groups, while those with 

extreme amounts of all the components of lateral distortion appear to-

center in the four-banded group. 

In general, the suggested stylistic arrangements appear to show 

that the tunics in each lb group with lesser amounts of expansion and 

compression in the inner columns exhibit wider side bands. The side 

bands appear to decrease in width as the amount of expansion and com

pression increases until those with extremely small side bands exhibit 

very large amounts of expansion and compression in the inner motif 

columns. These sorts of progressive decreases in the small -side band 

and increases in the components of lateral distortion may not have as 

direct a relationship to each other as it initially seemed. Close 

inspection of the measurements of the columns in the various banding 

patterns reveal that the small side band reduces up to approximately 

one-half the width of the innermost motif column without much expansion 

and compression occurring in the motifs in the inner columns. Thus it 

appears in Type lb tunics that large reductions of the small side bands 

preceded aggressive expansions and compressions in the inner motif 

columns and not the reverse, as originally postulated. 

It appears then that the progressive reduction of the small side 

band in Type I tunics did not result from increases in internal expan

sions and compressions of the motif columns but stylistically preceded 
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them. Thus the origin of the impetus for the reduction of the small 

side band will have to be treated elsewhere; The composite fragment in 

Figure 28 with the SF/PF motif woven in the same textile as the 

staff-bearing figure may serve to shed some light on the problem. 

Here it can be seen that in a contemporary situation these two motif 

patterns had very different degrees of incorporation of the components 

of lateral distortion. At the top of the composite fragment is a 

thoroughly geometrized staff-bearing figure with an upturned head 

displaying feline features. The angular body of this anthropomorphic 

figure shows a notable amount of expansion to the left and compression 

Figure 28. Fragment of Composite Motif Pattern. (BM 34.550) 
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to the right, especially of the lower limbs. On the other hand, the 

SF/PF pattern below shows only very slight"expansion and compression, 

noticeable only by comparing the opposing headtops. Judging from the 

composite example, it would appear then that in a contemporary stage of 

development, expansion and compression was more advanced in the staff-

bearing tunics. Although the small side band is missing in the com

posite piece, it may be that reductions there were also more advanced in 

the staff-bearing tunics, and that this feature was adopted into the 

stylization of Type I tunics from the staff-bearing tunics or other 

types. Above all, the composite example tends to suggest that while the 

different types of tunics were stylistically aware of and influenced by 

each others' modes of development, each motif pattern was allowed, or 

perhaps even expected, to chart its own course of stylization. 

Comparison and Discussion of Type lb Motifs 

Thus far the chronological arrangement suggested for Type lb 

tunics has been founded solely on expressions of the three components of 

lateral distortion. The various features of the motifs have not yet 

been considered. Now that a basic chronological arrangement by banding 

pattern has been suggested, it may be of interest to determine to what 

degree the progression of lateral distortion correlates with specific 

facial features in the SF/PF motif. 

Only the features of the profile face will be considered: the 

number of bands in the head top; whether the eye is plain or has a split 

pupil or a pendant marking; and whether the mouth is plain or fanged. 



As the noses are mostly all plain triangular shapes, they will not be 

discussed as a variant. In Figure 29 on the following page, the profile 

faces have been given the same placement as their registers in Figure 

27, i.e., according to the general increase of lateral distortion. In 

Figure 29, additional faces in the Type lb tunics have been included so 

that a more complete range of variation of the features in relation to 

the amount of lateral distortion can be seen. In the five motifs with 

very slight or slight amounts of lateral distortion, where the diagonal 

lines are fairly straight and divide the rectangle fairly evenly, the 

profile faces show many similarities. All of the head tops are single-

banded, the mouths plain and the eyes with split pupils. Three of the 

faces have eyes with a long pendant marking, one has a marking both 

above and below the eye and the other, no marking at all. 

In the four motifs with slight-to-moderate or moderate lateral 

distortion, the diagonal lines are still fairly straight. The faces all 

have fanged mouths and split eyes with a long pendant marking. Two of 

the head tops are single-banded while the other two are double. 

In the three motifs from tunics with moderate-to-advanced or 

advanced lateral distortion, some of the diagonal lines are straight 

while others show a great deal of curvature. One of the head bands 

is single while two are double. The two • faces with double head bands 

also have plain mouths, with one also having large split eyes without 

markings. The other has a split eye and a long pendant marking. The 

face. . with the single-banded . head top has a fanged mouth and a 

split eye with a long pendant marking. 
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Figure 29. Relationship of Motif Features to the Amount of Lateral Distortion in the Groups 
of Type lb Tunics. 
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All five of the motifs from tunics in the advanced-to-extreme or 

extreme range have well-curved diagonal lines separating the motifs. 

All of the head tops are single-banded, the mouths fanged, and the eyes 

with split pupils and long pendant markings. 

In summary, there appears to be much less diversity in the 

motifs at the beginning and end of the arrangement than in the middle 

where the faces show a wide range of variation. Profile faces with 

single head tops, plain mouths and split eyes with long pendant markings 

are most characteristic in tunics in the study with very slight or 

slight amounts of lateral distortion. In tunics with middle ranges., 

there is a mixture of the features. The diagonal lines are both straight 

and curved, the head tops both single- and double-banded and the eyes 

both.plain and split, with or without pendant markings. At the extreme 

end of the arrangement, again the faces have single-banded head tops and 

split eyes with long pendant markings but the mouths are all now fanged. 

While the plain eye, without a marking, appears to have been introduced 

during the slight stage of lateral distortion, the double head band and 

fanged mouth seem to have appeared during the slight or moderate stage. 

The stylistic relationships which are presented in this chart 

without doubt represent a wide spectrum of weaving centers and tradi

tions within the vast Wari territory or its sphere of influence. The 

arrangement of the motifs presented in Figure 29 should be considered 

only as a very general outline of the possible stylistic changes which 

occurred in the features of the profile face motif as the components of 

lateral distortion were adopted, at varying rates and times in different 

places. 



CHAPTER 4 

STYLISTIC ANALYSIS OF WARI TYPE IC TUNICS 
THE STEP-FRET/PROFILE FACE/4 BAR MOTIF (SF/PF/4 Bar) 

Characterization of Type Ic Motifs 

Type Ic motifs combine the step-fret/profiie face with a third 

motif, four bar shapes ending in stylized puma heads (Figure 30). 

Usually two lighter colored bar shapes ending in puma heads oppose two 

darker colored bars with heads in an interlocking "U" arrangement ([jTj ). 

The 4 Bar portion of the motif on Type Ic tunics seems most 

likely to be related to the animal head appendages seen in Conchopata 

and Robles Moqo pottery styles of Epoch I (Lyon 1967:194) associated 

with the deity figures carved on the Gateway at Tiahuanaco (Figure 1). 

Profile Face Step-Fret 

Four Bars with Puma Head Appendages 

Figure 30. Type Ic, the Step-Fret/Profile Face/4 Bar Motif. 
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Half of the forty-nine bar appendages on or about the central gateway 

deity end in puma heads. The lowest row of attendant angels also have 

them in their headdresses. Profile puma heads, with or without being 

appended to a bar continue as common themes in Middle Horizon 2 pottery 

(Figures 31a and 31b). 

Figure 31. Pottery Figurines from Pachacamac 
with Puma Head Decorations. 
(Schmidt 1929, Plate III) 



Grouping the Type Ic Tunics By Banding Pattern 

Of the seven Type Ic tunics in the study, one is in an all-over 

pattern, one in a two-banded style and five in a four-banded style (see 

Figure 5). Although only the four-banded tunics exist in a sufficient 

number to attempt a stylistic analysis, each tunic will be discussed in 

accordance with the data available so that a general arrangement of 

Type Ic motifs as well as some comparisons with the banding patterns of 

the lb groups can be suggested. In order to present a more thorough 

picture of the four-banded group, the stylistic aspects of a widely 

published Type Ic tunic not in the study will also be discussed. 

Stylistic Analysis of Type Ic Tunics 

In each register of a pattern band of the Type Ic tunics, the 

SF/PF motif is presented in one column and the 4 Bar motif in the other. 

While there is no elaborate rotation sequence, such as the one seen in 

the SF/PF motif in the lb tunics, the 4 Bars and the SF/PF in the Ic 

type change places with one another with each register upward or 

downward. Although in this study the 4 Bar motif is most often combined 

with the SF/PF, it is also seen in combination with a variety of other 

Wari textile motifs. In one example in the study it is combined with 

the butterfly motif. 



66 

Type Ic, All-over Pattern Style 

The extant side of an all-over pattern tunic is shown in 

Figure 32. As there is only one example of a Type Ic tunic with this 

type of pattern in the study, no stylistic analysis of the arrangements 

of the bands was attempted. There are, however, some motif features on 

the tunic which should be noted for comparisons with those of other 

Type Ic tunics. 

Figure 32. Type Ic Tunic Side with All-over Pattern. 
(MMA 30.16.5) 
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There is an undulating decrease in the widths of the columns 

from the center outward, with the final motif column being somewhat 

enlarged beyond the expected upward undulation. Neither the SF/PF or 

the A Bar motif show much evidence of expansion and compression. Still 

the small side band is greatly reduced in width, being about one-fifth 

the width of the innermost motif column. In addition, the bar motif in 

the small side band has been reduced to two very narrow bars and 

appendage endings. The register area and measurements for this tunic 

are presented below in Figure 33a. An enlargement of the appendage 

ending to the bars is shown in Figure 33b. These endings will be 

discussed in detail as the study progresses. 

Figure 33. Register Area of Tunic in Figure 32 and 
Enlargement of Appendage Ending. 
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Type Ic, Two-Banded Style 

There is also only one example in the study of a Type Ic tunic 

of the two-banded style. It exists as a fragment of a tunic side, shown 

in Figure 34. While most of the middle plain band (left) is missing in 

this example, both inner motif columns and the outer plain band as well 

as the small side column are intact. The two large inner columns appear 

to be close to the same width and show moderate evidence of expansion 

and compression. The small outer motif column or small side band, is 

reduced to approximately one-third the width of the innermost column. 

Figure 34. Fragment of Two-Banded, Type Ic Tunic Side Showing Moderate 
Lateral Distortion. (DMA 1968.166) 
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In the register area of this fragment, as shown below in 

Figure 35, the measurements of the motif columns show an outward 

increase of the second column over the first. The step-fret and profile 

face emphasize the outlining of the features with the head top being 

multi-banded. The curvature, of the pendant eye marking is a character

istic which is not seen in the lb groups, but which persists in most of 

the Ic examples. The 4 Bar portion of the motif shows the bar shapes 

and their realistic puma head endings to all be of similar widths. All 

four puma head endings are repeated in a highly compressed form in the 

small side band. 

11.9 12.1 4-.0 

16.0 

Figure 35. Register Area of Tunic in Figure 34. 
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Each head has a split eye without a marking, a rounded nose, a 

rectangular mouth with the lips separated by a dark line and the "S" 

shaped neck attachment or connector symbol at the neck (Lyon 1967:194; 

Conklin 1983:6). The distinctive brow ridges above the eye of the puma 

are also well-defined to further realistically identify this profile 

head as being that of a puma. An enlargement of the puma head and bar 

from the motif of this-tunic is presented below (Figure 36) with all the 

features labeled. It has been rotated 90° from its directional place

ment on the tunic for a better viewing position, as are all subsequent 

symbols of this type. 

Split Eye 

Brow Ridges 

Nose 

Mouth. 

Connector Symbol 

Figure 36. Enlargement of Puma Head Ending from Tunic in Figure 34. 
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Type Ic, Four-Banded Style 

The example below (Figure 37) of a four-banded, Type Ic tunic 

(with one column per band) has been taken from the literature 

(Taullard l949:Fig. 543; Lapiner 1976:48). Working from 

photographs, it appears .that while the motif columns are all of 

similar widths, there is a moderate amount of expansion and compression 

of the motifs. The step-fets on the inner parts of the columns are 

quite a bit larger than the profile faces on the outer parts. As in the 

Figure 37. Four-Banded Type Ic Tunic with Moderate Lateral Distortion. 
(Lapiner 1976, Fig. 48) 
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preceding example, the head tops of the profile faces are double-banded 

and the pendant eye marking is curved. The k Bar portion of the motif, 

with the bars in the interlocking "U" arrangement, also shows some ex

pansion and compression. The inner bar is expanded while in most cases 

the outer one is reduced. The register drawing in Figure 38a shows a 

closer view. In Figure 38b, the appendaged ending from one of the bars 

shows a profile puma head in a realistic portrayal, very close in 

appearance to that of the puma head ending in Figure 36. In this tunic 

the small side band, reduced to approximately one-third the width of the 

innermost motif column, again includes all four bars and puma head 

endings with their facial features closely crowded but all in place. 

Figure 38. Register Area of Tunic in Figure 37 and 
Enlargement of Appendage Ending. 
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A fragment of one side of a four-banded Type Ic tunic is 

depicted in Figure 39. The small portion of the outer side band 

which remains intact is approximately one-fourth the width of the inner 

motif column. There is a regular outward decrease in column width. 

The register in Figure 40a gives the measurements and a closer view of 

the motifs. While both motifs show a general outward reduction in 

width, the fourth bar of the A Bar motif is much thinner than the other 

bars. Instead of ending in a puma head the way the others do, in some 

areas of the tunic this fourth bar ends in the geometric symbol 

shown in Figure AOc. While the features of the profile heads on the 

Figure 39. Fragment of One Side of a Four-Banded Type Ic Tunic. 
(AMNH 40.0/1142) 
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Figure AO. Register Area of Tunic in Figure 39 with 
Enlargement of Puma Head and Abstract Endings. 

other three bars are geometrically stylized and balanced, they are still 

recognizable as pumas. Figure 40b shows an enlarged representation of 

these puma heads, rotated 90° for easier viewing. The outline of the 

brow still emphasizes the puma profile. The nose has been given a 

divided coloration to balance with the split pupil of the eye. The "S"-

shaped connector symbol, seen in the previous example, has been reduced 

to a "U" shape, to balance with the mouth. This double back-to-back "U" 

shape is the geometric symbol which appears as the abstract appendage on 

the end of the fourth bar, i.e., a mouth-connector symbol iconograph-

ically abstracted from the lower part of the profile puma head. 
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The next example, Figure 41, is also a fragment of a tunic 

side. The small side band is approximately one-third the width of the 

innermost motif column. The columns have an undulating decrease in 

width except for the fourth column, which slightly increases in width as 

shown in Figure 42a. 

In the register shown in Figure 42a, the pendant marking below 

the eye of the profile face is seen to have a curve similar to those 

seen in Figures 35a (also 46 and 47a). In the pottery, this 

curve is most likely represented by the long line undulating around the 

eye and mouth of the faces on the tube bowls of Epoch II (Figure 9b). 

Figure 41. Fragment of One Side of a Four-Banded Type Ic Tunic 
with Advanced Lateral Distortion. (AMNH 41.2/769) 
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Other similarities in the faces on the tube bowls and some Type Ic 

tunics are the down-turned mouths (Figures 42a, 44a, and 49a) and the 

multi-banded head tops (Figures 33a, 35a, 38a, and 47a). The endings of 

the 4 Bar motif are composed of two sets of opposing geometric symbols. 

One pair of bars ends with the symbol shown in Figure 42b, while the 

opposing pair ends in the symbol shown in Figure 42c. The symbol in 42b 

appears to be a bilateral reversal of the mouth/connector symbol intro

duced in Figure 40c. The mouth and connector symbol, which opened out

ward in Figure 40c, have been divided bilaterally and the parts facing 

center turned outward and vice versa. The symbol shown in Figure 42c, 

is most likely a similar transposition of parts of the split eye. 

Figure 42. Register Area of Tunic in Figure 41 with 
Enlargements of Abstract Endings. 
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Due to storage during remodeling, the interesting tunic shown in 

Figure 43 has not been measured. Although there is not a lot of outward 

reduction in column width, the profile faces on the sides of the columns 

toward the center are greatly expanded over the opposing step-frets on 

the outer sides of the columns. The 4 Bar motif also shows a reduction 

in the width of the bars in each column from the center of the tunic 

toward the outer sides. The extremely small side band displays two bars 

opposing one another, rather than all four as seen in the small side 

bands of Type Ic tunics with lesser amounts of lateral distortion 

(Figures 35 and 38). 

Figure 43. Four-Banded Type Ic Tunic with Extreme Lateral Distortion. 
(LMA 4-7771) 
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In the register area of this tunic presented in Figure 44a, many 

of the features are similar to those in previous examples of Type Ic 

tunics. The mouths again have a downward orientation and the head tops 

are single-banded. While most of the eyes in the profile faces have 

straight pendant markings, a number of the eye markings are also curved. 

The appendages of the 4 Bar motif are an interesting mixture of 

profile puma heads and their abstractions. In some presentations all 

four bars end in puma heads with minimal features as shown in the right 

pattern band of the register in Figures 44a and 44b. In this clever 

abstraction, the brow line is still retained to define the profile of 

the puma, but the nose and eye are represented by a split eye feature 

occupying the nose position. One "U" shape is placed on the opposite 

end of the head, representing both the mouth and the connector symbol. 

Figure 44. Register Area of Tunic in Figure 43 with 
Enlargement of Abstract Puma Head Endings. 
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In other presentations of the 4 Bar motif in this tunic, such as 

the one shown on the left side of the register in Figure 43a, one of the 

bars will have the puma head with minimal features while the accompany

ing three bars have abstracted symbols, all apparently abstractions of 

the original features of the puma head. In addition to the bilateral 

reversals of the mouth-connector and split eye symbols presented below 

in Figures 45a and 45b, respectively, the identity of some of the other 

symbols can also be surmised. The ending in Figure 45c appears to be a 

doubling of the original "S" connector symbol as seen in the more real

istic puma heads (Figure 36 and 38b). In a similar manner, the ending 

in 45d is most likely a doubling of the mouth feature separated by an 

"S" form. Figure 45e can be recognized as the split eye, and Figure 45f 

as the split eye balanced above the mouth-connector symbol. 

Figure 45. Enlargements of Other Abstract Endings 
from the Tunic in Figure 43. 
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As in the previous example, the tunic shown in Figure 46 

exhibits more of an outward reduction in the columns of the outer 

motif bands. The profile faces, on the inner sides of the columns are 

enlarged over the step-frets on the outer sides, but not to a large 

degree. Yet the small side band is greatly reduced in width, being less 

than one-twelfth of the width of the innermost motif column. As in the 

previous example, the content of each register of the small side band is 

two very thin bars ending in opposing geometric mouth-like features. 

Figure 46. Four-Banded Type Ic Tunic with Extreme Lateral Distortion. 
(DO B-500) 



81 

The drawing of the register area in Figure A 7a shows the eye 

markings again to be very curved, the head tops are two-banded and the 

fanged mouths have several different forms: an "N," "S" or "U" shape. 

Each presentation of the 4 Bar portion of the motif has three larger 

bars with very little outward reduction in width but a fourth outer bar 

which is greatly reduced. The appendaged endings have an abstraction of 

the puma head quite different from the others shown. The abstracted 

heads in the three larger bars consist of two split eyes symmetrically 

balanced above two mouths or a mouth-connector shape, as shown in 

Figure 47b. In some cases, the reduced fourth bar contains only two 

split eyes as in Figure 47c. Sometimes only the top half of the eyes is 

depicted. These presentations no longer emphasize the brow line of the 

puma, but the bilateral symmetry or balancing of its abstract features. 

9.9 9.7 ' 7.4- 6.6 o.8 

Figure 47. Register Area of Tunic in Figure 46 with 
Enlargement of the Abstract Endings. 
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Figure 48 is an example of a four-banded, Type Ic tunic dis

playing extreme amounts of lateral distortion. The diagonal lines are 

well curved and placed far over in the columns. The profile faces on 

the inner parts of the columns are greatly expanded. In contrast, the 

step-frets diagonally opposing them are severely compressed into small 

corner triangles. The reduction in column width from the center outward 

shows a continuous pattern of decrease. The small side band is severely 

reduced to less than one-twelfth the width of the innermost motif 

column. The register area, in Figure 49a on the following page, shows a 

Figure 48. Four-Banded Type Ic Tunic with Extreme Lateral Distortion. 
(MMA 56.430) 
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closer view of these characteristics. Not only is the mouth oriented 

downward, but the split eye is turned upside down with the marking 

extending upward. The nose has been doubled, making a step arrangement 

of its shape. Except for these rearrangements of the features, the 

profile faces in this tunic resemble those of Figure 35 of the lb group 

with extreme lateral distortion. 

In the 4 Bar motif of the left pattern band, while three bars 

and appendage endings are enlarged, the fourth outer bar and ending is 

greatly compressed. In the right pattern band, the two inner bars are 

enlarged, while the outer two are compressed, the fourth bar almost to 

the point of disappearance. The puma head appendages are now repre

sented throughout most of the tunic by facial abstractions of one split 

eye centrally balanced above the mouth-connector symbol as shown in 

Figure A9b. Further abstractions of the features are seen as 

11.9 9-7 9-5 7.0 0.9 

Figure 49. Register Area of Tunic in Figure 48 with 
Enlargements of Abstract Endings. 
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appendages to the smaller bars. There the features are represented only 

by the mouth/connector symbol as seen in Figure 49c and its more lateral 

compressions. As in former examples, the image in the small side band-

is reduced to two very thin bars ending in opposing mouth shapes. 

Comparison and Discussion of Type Ic Tunics 

Figure 50 on the following page shows the range of the com

ponents of lateral distortion in Type Ic tunics as compared to Type lb. 

Although no half-banded Type Ic tunics were located, the representations 

in the other groups suggest that Type Ic tunics have a range of banding 

patterns similar to those of the lb group, i.e., from an all-over pat

tern style with no bands to a style with four bands (Figure 5). 

Comparisons with the lb groups will be made where examples exist in both 

types: the two-banded tunics and the four-banded tunics with two motif 

columns per pattern band. 

The register of the two-banded Type J.c tunic appears to fit into 

the lb group on the chart with the same banding pattern in the moderate 

stages of lateral distortion. The two inner motif columns of this tunic 

have an outward increase one column over the other, rather than the 

outward decrease seen in the lb groups. A similar outward increase is 

also seen in the Ic tunics, Figures 35 and 40. 

The four-banded, Type Ic tunics in the study appeared only at 

the advanced or extreme levels of lateral distortion. At those levels, 

the registers of two representative examples have been placed in 

Figure 50 beside the lb examples. While there were not enough Ic exam

ples to ascertain a total pattern of stylistic relationships, there 
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appears to be close correspondences between the Ic four-banded group and 

the lb group at the advanced and extreme levels. Both groups show an 

intensification of expansion and compression and continuous pattern out

ward decreases accompanying progressive reductions in the small side 

band. Figure 49a exhibits a frequent pattern of lateral distortion seen 

in both groups: a continuous outward reduction of the widths of the 

columns, extreme expansion and compression of the SF/PF motifs, well 

curved diagonal lines, and very small side bands. 

Another Ic tunic with extreme lateral distortion, Figure 47a 

shows a different pattern of lateral distortion. While the expansion 

and compression of the SF/PF motif is only moderate, the outward de

crease in the 4 Bar motif is significant. Note that the first two motif 

columns outward are nearly the same width, with the third and especially 

the fourth columns reduced. On a smaller scale this same pattern can be 

found in the 4 Bar motif within each column. While the first three bars 

are large, the fourth bar is very reduced. This is particularly so in 

the second pattern band outward where this fourth bar is so small it can 

easily be missed. The reduction in the small side band appears to relate 

directly to the compressed fourth bar, both in width and motif content. 

Comparison and Discussion of Type Ic Motifs 

In addition to the amount of lateral distortion seen in Type Ic 

tunics, the features of the SF/PF/4 Bar motif also manifest some inter

esting stylistic changes. Representations of the SF/PF motif from the 

Ic tunics are included with those from the lb groups in Figure 51. In a 

general way it appears in the Ic groups as well as in the lb groups, 



that as the side band grows smaller, there is more inward expansion and 

outward contraction of the step-frets and profile faces in the motif 

columns. An interesting correspondence with the lb groups is in the 

appearance of the double-banded head tops in the moderate stages of 

lateral distortion. The Ic group retains the double band into the 

extreme stage while the lb group reverts back to the single band. No. 

fanged mouths are seen in the Ic tunics as they are in lb examples. The 

moderate Ic example has a plain mouth, and the extreme examples have 

curious "U"-shaped ones, usually pointed downward. 

A progression quite different from the profile face, yet in the 

same Ic tunics, the geometrization and simplification of the puma head 

appendages takes a significantly different form. In Figure 52 the puma 

head endings have been placed across from their respective registers in 

the order they were described in the text. In the first two registers, 

Figures 52a and 52c, the puma heads are realistically presented (Figures 

52b and d). Only moderate expansion and compression of the motifs in 

the inner columns is visible and, while the small side bands are some

what decreased in width, each contains four laterally reduced but 

complete puma heads. In contrast, the remaining five examples show in

creasing amounts of abstraction as the small side bands become narrower, 

and instead of complete puma heads, the small side bands of these latter 

examples contain only two very thin bars ending in geometric mouth 

symbols (Figs. 52e,h, k,n, p). In the pattern bands,abstractions of the 

features of the puma head, such as the split eye and connector symbol, 

now appear alone as bar appendages in the. inner motif columns as well as 

the simplified or symmetrically balanced features of the head itself 
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(Figures 52f, 1, o and <J). This replacement of the facial features with 

the geometric symbols clearly illustrates the origin of the isolated 

symbols as being from and standing for the original realistic puma head. 

In Figure 52o,  two split eye/nose combinations are now symmetri

cally positioned above the mouth/connector symbol, with the emphasis on 

geometric balance. In Figure 52q, this is even more the case, with 

one split eye form balanced symmetrically above th© mouth/connector sym

bol. As the symmetrical rearrangement of the puma head takes place, ab

stractions of other features of the head also appear to undergo further 

of geometric rearranging in the form of bilateral reversals and doubl

ing. These abstractions and reversals were thoroughly discussed in the 

text as they appeared as examples. 

This progressive geometrization and symmetrical balancing of the 

profile puma heads in Type Ic tunics suggests a close relationship to a 

series of similar stvlistic events occurring in the pottery sequence 

suggested by Patricia Lyon for Ica-Pachacama during Middle Horizon 2 

(Lyon 1967:177-209). In terms of the seriation from lea, it was origin

ally thought that the more realistic disembodied puma heads, which dis

tinguish the mouth from the connector or neck attachment symbol, belong 

to the Ica-Pachacamac style of Middle Horizon Phase 2, while those 

feline heads with symmetrically balanced features are from later phases 

(Lyon 1967:194). With the reassignment of Cache B from Burial 1 of the 

Strong Collection from the Pinilla Phase of Epoch 3 into the earlier 

Ica-Pachacamac Phase (Paulsen 1968:3-A; Lyon 1968:7-1 A), this dis

tinction is no longer valid. The bowl with the bilaterally symmetrical 

puma head from Cache B (Strong Collection, No. 403) upon which the 
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distinction of the puma head stylization was originally based is among 

those ceramics reassigned to the Ica-Pachacaraac Phase of Middle Horizon 

2B (Lyon 1968:Figure 28; Paulsen 1968:Figure 7). This would indicate 

that in the ceramics, the transition of the realistic puma heads into 

those which are abstract and symmetrically balanced all took place 

during Phases 2A through 2B. 

For comparison, the proposed seriation of the puma heads from 

the k Bar motif of Type Ic have been placed to the left of the Lyon and 

Poulsen ceramic illustrations in Figure 53. Here it can be seen that 

the more realistic puma heads with recognizable features and profile 

outlines from the Type Ic textiles, Figure 53a and 53b, have a close 

correspondence to Figures 53f and 53g, as described by Lyon in the Ica-

Pachacamac Phase of Middle Horizon 2 (Lyon 1967:Figs. 26,27). Although 

the pottery sequence does not show as many stylistic events occurring in 

the simplification and geometric balancing of the puma heads as the 

tunic sequence suggest, there is a close correspondence in the resulting 

abstract and bilateral puma heads in both sequences. Figure 53e of the 

Type Ic tunic sequence and Figure 53h, the feline image from the bowl in 

the Strong Collection (Paulsen 1968:Figure 7), both show a single eye 

symmetrically balanced above the mouth-connector symbol. More images 

from both the pottery and the textiles would greatly help to further 

clarify this stylistic relationship. While the Wari highland capitol 

was abandoned at the end of Epoch 2, Wari-based designs, particularly 

the disembodied feline heads, are known to have reoccurringly persisted 

in abstract, symmetrically balanced archaic forms through Middle Horizon 

3 and 4 and into the Late Intermediate (Lyon 1967:188-189). 
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CHAPTER 5 

RESULTS AND DISCUSSION 

Wari tunics were previously characterized by Sawyer as having 

three general categories of motif pattern termed Types I, II, and III. 

For purposes of analysis, this study further subdivides the tunic types 

by banding pattern. When tunics of the same banding pattern within a 

motif type are studied as groups, specific stylistic arrangements emerge 

which are not as easily detectable through the study of the tunics by 

motif type alone. 

The thirty-five examples of Type la, lb and Ic tunics in the 

study revealed that at least four different banding patterns were 

employed by Middle Horizon weavers in the construction of Type I Wari 

tunics: an all-over pattern style (no bands), a half-banded style, a 

two-banded style, and a four-banded style (Figure 5). Only the lb type 

(SF/PF) had sufficient examples for a stylistic analysis of three of 

these banding groups. Based on the stylistic arrangement of the lb 

groups, a partial analysis of the Ic group was also suggested. 

Within each Type lb group are examples which range from those 

with fairly even columns, motif spaces, and large side bands to those 

which exhibit considerable amounts of lateral distortion and very small 

side bands. These correspondences across the groups suggest that they 

were directly influencing one another stylistically and are most likely 

parallel styles. A fuller range of the Type lb banding groups appears 
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in the middle of the arrangement, with a thinning of the groups appear

ing at the beginning and end. The more evenly spaced tunics with very 

little lateral distortion appear to cluster more in the half-banded and 

two-banded groups, while those with extreme amounts of all the compo

nents of lateral distortion appear to cluster in the four-banded lb and 

Ic groups. 

In his previous study with Type IIIA tunics, Sawyer has shown 

that lateral distortion in the columns of the staff-bearing figures 

increases as the tunic motifs become more abstract. Based on an exten

sion of Sawyer's findings, the original intent of the present study was 

to test the relationship between increases in lateral distortion in the 

inner motif columns and decreases in the widths of the small side bands. 

It was suspected that progressive decreases in the small side band might 

reflect increases in lateral distortion taking place within the tunics 

and therefore be indicative of the position a tunic could be assigned 

within a general stylistic chronology. 

Through the stylistic analysis presented in this study of the 

components of lateral distortion in Type lb tunics, it was found that 

although very slight amounts of expansion and compression were present 

initially in all the columns, great reductions in the small side band — 

up to almost the half-way point — appear to significantly precede com

parable lateral distortion within the inner motif columns. Therefore, 

rather than expansion and compression or outward decreases in column 

width being the initial step, the primary evidence for the origin of 

lateral distortion in Type lb tunics appears to lie in progressive 

reductions of the small side band. Thus, the reduction of the small 



side band appears to have stylistically preceded progressive expansion 

and compression in the inner columns. However, after the half-way 

reduction of the small side band the stylistic emphasis seems to have 

shifted from the side band to the integration of the inner motif columns 

into the overall tunic stylization. This integration appears to have 

taken place through a series of inward increases and outward decreases 

in each column which gradually work down to fit in with the width of the 

small side band. Thus, it appears that the desire to integrate the 

inner columns into the reduced style of the small side band precipitated 

the increase of lateral distortion in the inner columns. These 

findings are opposite to the scenario originally postulated, i.e., that 

lateral distortion occurring in the inner motif columns were reflected 

in the reductions of the small side band. A more direct relationship 

seems to exist, however, between the width of the small side band and 

internal lateral distortion during the later portion of the arrangement, 

after the integration of the inner motif columns into the stylization. 

Still, in a general sense, it can be said that decreases in the 

width of the small side bands in Type lb tunics are accompanied by 

increases in the lateral distortion of the motifs in the inner columns. 

Ib tunics with wide outer side bands have very slight or slight amounts 

of lateral distortion in their inner motif columns. Those with up to 

half-way reductions of the small side bands have slight to moderate 

amounts of expansion and compression in the motif columns. Reductions 

in the small side band of one-third to one-fifth are accompanied by 

advanced amounts of lateral distortion, while those with reductions in 

the small side band of over one-sixth show extreme lateral distortion 



internally. Thus, based on the "progression of these components of 

lateral distortion, in a general sense the width of the small side band 

in Type lb tunics does appear to be indicative of its chronological 

stylistic position within the lb subtype. 

It is difficult to make a direct comparison of these relation

ships to Sawyer's study of Type IIIA tunics with the staff-bearing 

figures. No data on the small side bands of these tunics was presented 

by him. While some of Sawyer's examples were fragments of tunics with

out the small side band, several other examples have one present. The 

example he uses to represent Stage B, early lateral distortion (Sawyer's 

Figure 1b), shows a small side band of approximately 1.6 cm. While this 

seems small for an early stage, all the examples with side bands repre

senting later stages have even smaller ones. Examples of Stage D,' 

representing the final stage (Sawyer's Figures 1d and 4), have small 

side bands of approximately 0.8 and 0.6 cm., respectively. These 

figures equate closely with those of the small side bands of Type lb and 

Ic tunics in the final portion of the extreme stage of lateral distor

tion. The very reduced measurements of the small side band in the later 

stage compared to the earlier stages in Sawyer's studies tend to further 

support the supposition presented here, that the small side bands 

decrease in width as lateral distortion increases and may indeed be 

indicative of the general chronological position of a tunic within its 

respective subtype. 

In addition, this study shows that comparisons of the measure

ments of the motif columns within and across the three Type lb groups 

indicates that the banding patterns of Type lb tunics were woven in 



highly structured formats corresponding to the amount of lateral dis

tortion displayed. Discounting the innermost unit, which is usually 

narrower than the flanking column, in general outward decreases.in 

column widths by two columns at a time are seen in the half-banded and 

two-banded lb groups with very slight or slight amounts of lateral 

distortion. While one of the four-banded tunics also displays this 

pattern, undulating outward decreases are more characteristic of 

examples with less expansion and compression in this group. A pattern 

of continuous outward decreases emerges in the half-banded and two-

banded lb groups in the moderate stage of expansion and compression and 

in the four-banded group at the advanced stage. Only the four-banded 

Type lb and Ic tunics continue into the extreme phase of lateral 

distortion with very reduced side bands. 

Type Ic tunics in the study display a limited stylistic range, 

appearing only in the moderate to extreme stages of lateral distortion. 

In those with moderate and advanced amounts of lateral distortion, the 

patterns of outward decrease show a widening rather than a reduction of 

the final motif column. On the other hand, Type Ic examples with 

extreme lateral distortion and very small side bands show either a con

tinuous pattern of outward decrease, an increase in the fourth column, 

or one where the three innermost columns are the same width, with the 

fourth motif column along with the small side band both greatly reduced. 

It appears then that the banding patterns of Type lb tunics were 

woven in at least three different and highly structured patterns of out

ward decrease corresponding to the amount of lateral distortion being 

incorporated into the style: reductions by two columns at a time, 



undulating, or continuous decreases. The Type Ic tunics, with a shorter 

range of lateral distortion, show two additional patterns: either a 

decrease or an increase in the outer unit of the columns. 

In Sawyer's study of Type IIIA tunics, still another pattern of 

outward decrease was noted where columns of the staff-bearing figures 

are divided into four vertical zones. The zones facing center are ex

panded while those facing outward are compressed (Sawyer 1967:166-170). 

In a study of the musician tunics, Rowe noted that the pattern of com

pression of the figures was in reverse order to the one observed by 

Sawyer (A. Rowe 1979:14-15). These distinct patterns suggest that a 

conscious effort was being made by the Wari weavers to present a 

somewhat original pattern of outward decrease for each tunic type or 

subtype. 

It further appears that there was a conscious effort to be 

original in the delineation of the motifs. As well as being expanded 

and compressed in four zones, the staff-bearing figures, for example, 

become more geometric and abstract as lateral distortion increases. 

With extreme lateral distortion some zones are divided horizontally and 

inverted, transposed with other zones, or even omitted. In a similar 

manner the A Bar motif of Type Ic tunics can be seen to pass through 

stages of geometrization and abstraction, but the four-part division 

occurs as four repetitions of the bar and puma head ending and not the 

division of a puma head into four parts, as occurs in the staff-bearing 

figures. Although the way the three inner zones are expanded is 

different, both the staff-bearing figures and the 4 Bar motif share a 



sharp reduction of the fourth zone or unit, almost to the point of 

disappearance. 

In Type lb tunics, a different manner of presentation of the 

motif occurs. Unlike the puma head or staff-bearing figure, the profile 

face motif passes through very little further geometrization or abstrac

tion of its features. It is not divided into four zones which are 

expanded and contracted separately or which are inverted or transposed 

with other zones. Instead, the profile face is involved in a com

plicated four-position rotation sequence, and it exhibits expansion and 

compression only through a continuous stretching and compaction of the 

entire motif. While the profile faces in the Ic tunics do not rotate in 

a four-position sequence, they do switch positions back and forth with 

the four bars. Compared to lb tunics, the profile faces in Ic tunics 

also show distinct differences in their facial features, such as down

ward pointing mouths and curved pendant eye markings. Thus it appears 

that a conscious effort was being made by the weavers of each type or 

subtype not only to find original formulas of outward decrease in column 

width, but to invent new means of expansion and compression of the 

motifs as well as delineation of their features. 

The findings presented in this paper suggest that each subtype 

of tunic may be following a different formula of lateral distortion, or 

a variation, in the patterns of outward decrease and expansion and 

compression of the motifs. Furthermore, within a tunic subtype these 

formulas appear to change in correspondence with the amounts of lateral 

distortion being projected by the weavers. This suggests that without 
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knowing the formulas specific to the individual subtypes throughout 

their stylizations, they cannot successfully be compared to one another. 

In addition, the different weaving patterns which appear to be 

specific to each tunic subtype suggest that a conscious effort was being 

made by the weavers to manipulate the progressive increases in lateral 

distortion in an original manner. For example, as lateral distortion 

progresses, an emphasis on outward decrease eventually appears to 

dominate the stylization. This emphasis on outward decrease can be seen 

to take on different patterns of expression in lb, Ic, and other styles 

of tunics. The production of dissimilar original patterns in each tunic 

subtype implies a direct knowledge of patterns already in existence as 

well as those under development. This suggests that an efficient 

communication network was in place which disseminated stylistic informa

tion between the Wari weaving centers where the various types of tunics 

were under production. These highly structured and unique patterns in 

the different tunic subtypes suggest additionally that within the Wari 

Empire the weaving industry was well organized and highly developed. 

Just as rules of control and standardization for the weaving of the 

tunics are known to have existed in Inka times (A. Rowe 1977:239, 

de la Vega 1945:243), they appear to have also existed under Wari domin

ance during the Middle Horizon. 

Certain features of the profile faces also seem to have cor

respondences to the amount of lateral distortion taking place. Profile 

faces with plain head-tops, plain mouths and with split eyes with long 

pendant markings are characteristic of the more evenly spaced groups of 

lb tunics. Both the lb and Ic tunics with moderate lateral distortion 
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showed a mixture of features, but the lb and Ic tunics in the extreme 

range showed the plain head tops and split eyes with long pendant mark

ings. While the lb tunics in this range all have fanged mouths, the Ic 

group generally has upside down mouths. 

The progressive geometric stylization of the puma head append

ages of the 4 Bar motif during the advanced and extreme stages of 

lateral distortion in Type Ic tunics appears to have a direct 

correspondence to a similar puma head seriation from the Ica-Pachacamac 

ceramic sequence at lea during Middle Horizon 2 (Lyon 1967:177-178, 208, 

1968:7-1 A; Paulsen 1968:1-6) and possibly beyond. The fact that more of 

geometrization and the progressive abstraction of the sequence is 

represented in the textiles than in the pottery tends to support the 

supposition that the geometric formats and patterns of the textiles 

served as prototypes for many images on the pottery and stonework during 

the Middle Horizon (Bennett 1934:488, 1954:72-76). The puma head 

seriation in the Type Ic tunics also tends to further support Sawyer's 

original proposal that the images in the tunics progressed from more 

realistic ones to those which are highly geometric and abstract. 

An unexpected outcome of the charting of the abstraction series 

of the puma head images is the possible deciphering of a number of 

derived individual symbols. In the Wari culture, which had no known 

form of written language, the symbolism it produced provides the next 

best possibility of providing a key to the messages it wished to convey 

to the populous (Cook 1975:5). 
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Summary 

When Type I tunics are arranged according to their banding 

patterns, a number of heretofore unrecognized stylistic relationships 

appear within and among the banding groups. The half-banded, two-

banded, and four-banded groups of Type lb tunics appear to be parallel 

styles following similar progressions from very slight to extreme 

amounts of lateral distortion. The Type Ic.tunics show a corresponding 

pattern of relationships for the advanced and extreme portion of the 

suggested arrangement. 

Although lateral reductions in the widths of the outer side 

bands appear to stylistically precede comparable increases in lateral 

distortion in the inner motif columns, in general the width of the small 

side band appears to be indicative of the stylistic position in which a 

tunic can be placed within a seriation of its subtype. 

In addition, a number of highly structured patterns of outward 

decrease in column width were noted in Type lb and Ic tunics. These 

patterns appear to be specific not only to each subtype, but to show 

additional variations within the subtypes corresponding to the amounts 

of lateral distortion displayed. 

Certain motif features appear as well to have specific 

correspondences to the amount of lateral distortion across the banding 

groups. A stylistic link to the ceramics is seen in the correspondence 

of the progressive abstraction of the puma head appendages in Type Ic 

tunics to similar puma head abstractions in the Ica-Pachacamac sequence 

from lea during Middle Horizon 2. The deciphering of a number of 

symbols derived from the puma head abstractions are also suggested. 
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Recommendations for Future Research 

A number of unresolved problems emerge from the present study. 

While the relationship of the width of the small side band to the amount 

of internal lateral distortion appears to hold the key to unlocking the 

chronology of the tunics, in the present study only preliminary data 

concerning these relationships in Type lb and Ic tunics could be 

sketched. Other banding groups within the Type I style, as well as 

within the other types, remain yet to be analyzed. In addition, the 

different formulas of lateral distortion and their variations need to be 

worked out for each of the tunic subtypes or at least enough of them to 

understand the basic patterns of outward decrease in column width and 

the methods of expansion and compression of the motifs they are 

following. It should be interesting at some point to be able to chart 

the scope of Wari weaving ingenuity displayed in lateral distortion of 

the many tunic patterns. Although significant information concerning 

the influence of the small side band on the progression of lateral 

distortion in Type lb tunics was suggested, the question of its origin 

in the lb tunics and relationship to the other tunic types was not 

satisfactorily resolved. 

The success of future stylistic research of the Wari tunics will 

be greatly influenced by the number of additional examples which come to 

light. The methodology incorporated in this study allows for the use of 

not only whole tunics, but also tunic sides and fragments of sides as 

long as the selvage edges of the tunic sides are intact across the side 

at some point. Many more examples are known to exist in museums and 

private collections throughout the world. Museums in Germany, England, 
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France, Scotland, Japan as well as in Peru itself are especially known 

for their outstanding collections of the Wari tapestry tunics. 

When much more stylistic data on the tunics comes forward, 

perhaps it will then be possible to ascertain the origin and derivation 

of all the tunic types as well as their specific relationships to one 

another. The stylistic and technical associations which these chrono

logical arrangements will reveal may in turn provide a means of delving 

deeper into the inner workings of the textile industry in ancient Peru 

as well as provide an access into the stylistic dictates and symbolism 

of the Wari hierarchy who controlled and wore their products. 



LIST OF ABBREVIATIONS 

AMNH American Museum of Natural History, New York 

BM Brooklyn Museum, Brooklyn 

DMA Denver Museum of Art, Denver 

DO Dumbarton Oaks, Washington, D.C. 

LMA Lowie Museum of Anthropology, Berkeley 

MMA Metropolitan Museum of Art, New York 

MAI Museum of American Indian, New York 

SF/SF Step-Fret/Step-Fret Motif 

SF/PF Step-Fret/Profile Face Motif 

SF/PF/4 Bar Step-Fret/Profile Face/4 Bar Motif 

TM The Textile Museum, Washington, D.C. 

TMA Tucson Museum of Art, Tucson 
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TABLE I. Type la Tunics (SF/SF), Four-Banded Style (One column/band) 

Inner Middle Outer Small 
Portion Width Plain Motif Plain Motif Plain Side 

Museum Cat. # Extant R Side Band Column A Band Column B Band Band Ratio* 

TM 91.471 Whole 54.5 6.0 

MET 30.16.2 Whole 51.4 6.1 

TM 91.301 Whole 50.8 6.4 

14.6 6.9 14.2 6.0 5.2 .36 

16.0 5.4 14.6 6.9 2.8 .18 

18.5 8.6 17.0 1.8 0.8 .04 

TABLE II. Type la Tunics (SF/SF), Four-Banded Style'(Two columns/band) 

Inner Middle Outer Small 
Portion Width Plain Motif Band I Plain Motif Band II Plain Side 

Museum Cat. # Extant R Side Band Col. A Col. B Band Col. C Col. D Band Band Ratio* 

AMNH 41.0/1192 Whole 53.4 3.7 8.2 8.6 6.1 8.7 8.1 6.3 3.4 .17 

AMNH 4.2/768 Whole 52.0 3.1 11.0 10.0 4.9 10.2 10.3 3.4 1.4 .17 

* Ratio of the width of the small side band to the width of the innermost motif column. 



TABLE III. Type lb Tunics (SF/PF), All-over Pattern Style 

Musuem Cat. # 
Portion 
Extant 

Width 
R Side 

Column Column 
A B 

Column 
C 

Column 
D 

Column Ratio* 
E 

AMNH 41.2/767 Whole 48.3 12. 1 10.8 9.8 8.9 6.7 .55 

TABLE IV. Type lb Tunics (SF/PF), Half-Banded Style 

Musuem Cat. # 
Portion 
Extant 

Width 
R Side 

Column 
A 

Column 
B 

Column 
C 

Column 
D 

Column 
E 

Column 
F 

Small 
Side 
Band 

Ratio* 

TM 91 .9 Whole 51 .0 8.9 9.3 8.8 9.0 7.4 8.5 .96 

TMA 72.18/P36 Whole 51.7 8.0 8.6 9.0 8.9 7.0 7.2 .90 

AMNH 41.2/763 Whole 53.4 8.5 9.2 8.3 8.7 • 6.4 7.5 5.2 .61 

AMNH 41.0/3628 Whole 53.0 9.8 10.2 10.2 9.6 9.2 4.4 .45 

DO B-497 Whole 51.2 10.3 10.2 9.1 8.5 6.7 5.9 1.7 .17 

* Ratio of the width of the small side band to the width of the innermost motif column. 



TABLE V. Type lb Tunics (SF/PF), Two-Banded Style (Two columns/band) 

Museum Cat. # 
Portion 
Extant 

Width 
R Side 

Inner 
Plain 
Band 

Motif 
Col. A 

Band I 
Col. B 

Outer 
Plain 
Band 

Small 
Side 
Band Ratio* 

BM 63.16.3 ^ Whole 

TM 1960. 12 .1 Whole 49.2 8.8 12.5 12.5 7.5 7.8 .62 

MAI 23/8338 Whole 51 .0 9.0 11.0 11.1 11 .6 7.5 .88 

AMNH B-8599 Side 49.4 9.2 10.9 10.2 13.3 5.4 .58 

Glassell Whole 51 .0 8.0 16.1 13.6 9.9 4.3 .27 

TABLE VI. Type lb Tunics ; (SF/PF) , Four-Banded Style (One column/band) 

Museum Cat. # 
Portion 
Extant 

Width 
R Side 

Inner 
Plain 
Band 

Motif 
Col. A 

Middle 
Plain Motif 
Band Col. B 

Outer 
Plain 
Band 

Small 
Side 
Band Ratio* 

TM 91.343 Whole 54.6 6.8 17.4 9. 6 16.7 2.2 1 .9 .11 

* Ratio of the width of the small side band to the width of the innermost motif column. 



TABLE VII. Type lb Tunics (SF/PF), Four-Banded Style (Two columns/band) 

Museum Cat. # 
Portion 
Extant 

Width 
R Side 

Inner 
Plain 
Band 

Motif 
Col. A 

Band I 
Col. B 

Middle 
Plain 
Band 

Motif 
Col. C 

Band II 
Col. D 

Outer 
Plain 
Band 

Small 
Side 
Band Ratio* 

AMNH 41.2/532 Side 50.5 4.7 7.4 7.1 4.8 7.6 6.8 5.2 6.5 .88 

AMNH 41.2/765 Whole 53.0 4.0 8.7 8.7 6.9 7.7 7.7 4.5 5.0 .57 

TM 91.344 Whole 53.3 5.1 10.6 7.7 5.3 9.3 7.7 3.0 4.3 .41 

AMNH 41.2/766 Whole 57.7 5.4 9.1 8.2 6.5 9.3 8.0 6.2 3.4 .37 

AMNH 41.0/1192 Whole 53.4 3.7 8.2 8.6 6.1 8.7 7.8 6.0 3.4 .41 

TM 1962.28.1 Whole 52.2 4.0 8.5 7.3 6.2 8.6 8.2 6.4 3.4 .40 

TM 1960.12.2 Whole 55.6 3.7 11.0 10.2 4.9 10.2 9.2 4.0 3.9 .35 

DO B-498 Whole 53.0 4.0 10.6 9.2 5.7 9.6 7.2 4.0 3.0 .28 

MAI 18/1238 Whole 52.0 3.4 12.5 9.9 3.3 9.6 8.1 3.0 2.5 .20 

BM 41229 Whole 52.0 2.6 12.3 10.5 4.1 9.8 8.0 3.1 2.0 .16 

DO B-499 Side 53.9 3.7 11 .0 9.5 7.0 9.4 8.0 4.3 1.0 .09 

AMNH 40.0/5423 Fragment 52.5 5.4 12.5 9.5 8.5 7.0 6.2 1.2 0.8 .06 

* Ratio of the width of the small side band to the width of the innermost motif column. 



TABLE VIII. Type Ic Tunics (SF/PF/4 Bar), All-over Pattern Style 

Small 
Portion Width Column Column Column Column Column Side Ratio* 

Musuem Cat. # Extant R Side A B C D E Band 

MET 30.16.5 Whole 52.4 10.5 9.5 10.5 11.0 11.4 2.2 .21 

TABLE IX. Type Ic Tunics (SF/PF/4 Bar), Two-Banded Style (One column/band) 

Inner Outer Small 
Portion Width Plain Motif Band I Plain Side 

Museum Cat. # Extant R Side Band Col. A Col. B Band Band Ratio* 

DMA 1968.166 Fragment 11.9 12.1 16.0 4.0 .34 

* Ratio of the width of the small side band to the width of the innermost motif column. 



TABLE X. Type Ic Tunics (SF/PF/4 Bar), Two-Banded Style (Two columns/band) 

Museum Cat. # 
Portion 
Extant 

Width 
R Side 

Inner 
Plain 
Band 

Motif 
Col. A 

Band I 
Col. B 

Middle 
Plain 
Band 

Motif 
Col. C 

Band II 
Col. D 

Outer 
Plain 
Band 

Small 
Side 
Band Ratio* 

AMNH 41.2/769 Side 49.6 6.3 7.5 7.0 8.2 7.2 7.4 3.7 2.2 .29 

AMNH 41 .0/1142 Fragment 52.0 5.5 9.4 8.3 6.1 8.3 7.2 4.1 2.2 .23 

AMNH 41.2/794a Fragment 52.0 6.7 7.3 6.7 9.2 7.3 7.1 3.8 1.4 .21 

LMA 4-7771 Whole 49.0 • 

DO B-500 Whole 50.0 5.5 9.9 9.7 6.0 7.4 6.6 3.7 0.8 .08 

MM A 56.430 Whole 54.8 5.0 11 .9 9.7 5.3 9.5 7.0 3.7 0.9 .08 

* Ratio of the width of the small side band to the width of the innermost motif column. 
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